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CHAPTER |

INTRODUCTION TO STUDY

1.1 Background & Definitions

1.1.1 Historical Background

Radio theatre (a type of dramatic story performaheaerelies primarily on audio
cues) has been a part of the entertainment landsdagst since the invention of voice
broadcasting (Maltin 13). It's difficult for a mecdh audience to fully appreciate the
media landscape of 75 years but many of the cororentf television programming
were introduced through radio at the beginningadia’s Golden Age (1930 to 1950).
The general pattern of today’s broadcast televipirmgram scheduling was modeled on
radio (Gross et al. 52). Each morning would begith wews and talk shows, with
daytime dramas, children's shows, family shows,latednight programming following.
Many program genres and styles familiar to televiaudiences were also familiar to the
radio audience of the Golden Age. Situation-com&diramas, game, and quiz shows
all were developed during radio's heyday. Radomafcasts into the home had an
enormous impact on America in general and everoameting media. One of the most
popular shows of its day was Amos n’ Andyifteen minutes long, the program was so
influential that movie theaters would interruptitrehows and pipe in the broadcast live
so audiences wouldn’t be tempted to stay at hothershan miss these weekly
installments. It was rumored that in many citgsljce reported crime rates actually

dropped during broadcasts, although this cannebhérmed (McLeod).



Throughout the history of electronic productiorthie United States, radio theatre
has been a viable performance medium (Gross 87 al.Radio theatre was the
predominant medium during the Golden Age untilittieoduction of regular television
broadcasts beginning in 1948. From 1948 the ntgjofipopular radio programs made
the exodus to television, but as late as the 1966Columbia Broadcast System
continued to support a comedy-variety program pecedlby Stan Freeberg (Hullquist).
By the 1960s and 1970s, the public's exposuredio theatre was relegated to
recordings of classic shows or abortive attempimdoluce new scripts on independent
radio stations or public radio affiliates (Paytgn The Mutual radio network attempted
to bring original radio theatre back in 1973 whprbmpted CBS to launch CBS Radio

Mystery Theatem 1974 (Himan Brown). Created by long-time Gaoldege producer

Himan Brown (creator of Inner Sanctyrthe mystery anthology series was hosted by

E.G. Marshall and lasted nine years until it wasce#led in 1982 (CBS Radio). Today,
these productions take a variety of forms and fésmzooks on tape, radio commercials,
classic recorded performances, as well as revofattassic scripts and performances of
new scripts by various production groups. In regesatrs, a number of professional and
semi-professional radio theatre production commahave been formed in larger
metropolitan areas around the country, with thein eveb pages (e.g., Atlanta Radio
Company of the Air, Texas Radio Theatre Compangniel Page, Philco; Home Page,
Violet).

While the active production of radio theatre parfances has waned since
television became a dominant medium in the 19%@Bortheatre has remained popular
in areas of the world outside of the United StafBise British Broadcasting Corporation
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has continued its production of radio performarme8BC Radio 4 (BBC Radio)4 In
fact, the drama The Archelss been in continuous production since the 1960
Archerg. This international popularity for radio theatsdurther supported by
broadcasts by the Canadian Broadcasting Corporéiorke) and the Australian
Broadcasting Corporation (Radio Blixo name but two.

The slow development of television outside the ethiBtates and the financial
structures of broadcast systems are two dominasons why radio theatre has remained
strong internationally. Much of the world was piwglly recovering from the effects of
World War Il in the late 1940s and did not havefihancial resources to spend on
luxury goods such as television receivers. Thdddnbtates quickly converted from a
war economy to domestic production in order to $ufhe population’s demands for
consumer goods. Television was also not adoptesofdal and religious reasons. In
South Africa, apartheid rulers were concerned picitires from outside the country
could lead to dissatisfaction among nonwhites, avimiIMuslim countries, television was
thought to violate that religion’s prohibition dfe creation of graven images (Gross
199). The cost of television receivers and brosticdrastructure continue to make
radio and radio theatre more appealing to audiewdésut the financial wealth of most
Americans.

Two of the three predominant broadcast financralcstire around the world have
allowed radio theatre to remain viable alongsidievision programming. In the United
States (and increasingly around the world), radib t@levision stations are held by
private companies under government license (GroSs 1In most cases, these stations
are profit-driven and programming decisions areetias public demand. In the late
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1940s and early 1950s, audiences in the Unite@sStiarly demonstrated more interest
in television programming than radio theatre. Blniéish pioneered the public
broadcasting structure which remains in place ieaBBritain and its former colonies
around the world (Gross 195). Broadcast statioe®perated by the government and
funded by license fees collected from the publibe public broadcasting structure is
described as paternalistic, in that programmirdesigned to upgrade the public’s
aesthetic taste. Radio theatre, especially dreaaxtansidered to be among the highest
quality radio programming under the public broatiogsstructure (BBC Radio)4 The
authoritarian broadcasting structure is found pn@dantly in countries with
dictatorships (Gross 196). All broadcast statimresowned and operated by the
government. Programming is a tool of the govemimaesigned to control the
population and protect the government from revoluti The former Soviet Union
operated radio and television stations under fstem, using radio theatre for cultural
and political indoctrination. Under many dictatups, personal wealth and state
resources are scarce, making radio programming appealing and accessible than

television programming.

1.1.2 Terms & Definitions
From its early beginnings in the 1920s, the praabicperforming dramatic
scripts through primarily audio cues has changebeaolved along with technological
and audience developments. This evolution hadteesin a more precise attempt to
differentiate the various approaches to audio perémce; although many individuals use
the term radio theatras a generic all-encompassing term, this praatigg refer to
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productions more properly identified as radio draealio dramaaudio theatreor radio

theatre

The application of the terms radimd_audids dependent on the amount of

audience control of the listening experience. T radiorefers to a production
primarily intended for distribution to an audienga over-the-air broadcast facilities or
computer-based streaming media. The audiencelisigst to the program whenever a
third party initiates the program performance. Tdren_ audiadentifies a production
primarily intended for distribution to an audienga pre-recorded media (e.g., compact
disc, cassette, podcasting). The audience canotdimé program starting time and can
interrupt the program for later playback. As mimstadcast performances are also
recorded for distribution, this difference becomeror. Recordings of favorite shows
broadcast on radio can be repeated on demand bgrmaddiences. Today, producers

place more emphasis on the second term (i.e. réheatirama to differentiate

performance categories (Fish).

The term_theatreefers to a production that employs techniquescamgtraints

similar to stage theatre production. This perfarogastyle is best represented by

Garrison Keilor's Prairie Home Companiprnoductions. Production elements (e.g.,

voice, mechanical sound effects, recorded sourattfinusic) are performed in one take
and instantly combined, usually before a studidenme. Productions elements are often
not overly complicated, depending on the coordoraskills of the performers. The term
dramais closely related to motion picture productioohieiques. The popular radio
dramatizations of the original Star Wardogy produced by George Lucas is an example
of radio drama. Production elements are produepdrstely, allowing for multiple
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takes. These elements are combined during a pogtgtion process. Voice tracks are
produced first, with sound effects and music citat®und this final edited version.
Productions are longer than commonly found in peeformances, allowing for more
complicated sound effects and sound processing. differences are more clearly
contrasted in Figure 1.1. For the purposes ofdisisertation, subsequent use of the term

radio theatravill include performances identified as both rattieatreand_audio theatre

1.2 Problem & Purpose of Study

While the basic philosophy of Theatre of the Miads effective today as 75

years ago, technology, world culture, and the etgtienis of the audience have changed
dramatically. The majority of available radio ttregoroduction resources either do not
address these changes in technology and audiepeetakons or only address a
particular skill found in radio theatre productio@lassically-trained theatre practitioners
have skills more closely associated with radio tifeethan artists in other media such as
television and film. Stage productions combingpaliformance elements at one time
before a live audience after a rehearsal peridds i€ identical to the radio theatre
production process. Television and film product®more closely related to the audio
drama production process (see Figure 1.1). Eitheommercial, non-commercial,
religious, or educational venues, theatre practgis possess a foundation nicely suited
to add the unique skills found in radio theatreqgenance to their traditional stage
training.

The purpose of this study is to identify skills @adhniques necessary for radio
theatre production for a modern audience, and enxathiose skills in relation to
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classically-trained theatre practitioners. Ithe hope that individuals and groups with
prior stage theatre experience will be able tootiffely produce radio theatre using the
information contained in this study. This studyi&itempt to present not only an
organized approach to radio theatre productiomlilipresent information necessary for

trained theatre practitioners to produce radiottiegaroductions.

1.3 Literature Analysis

Despite its loss of popularity due to televisiorthe United States, radio theatre
has continued to be produced widely in the world among select groups in the States
since the Golden Age of Radio. Numerous artictesl@ooks have been published about
classic or Golden Age programs, along with an iasireggy number of web pages. As new
audiences discover these programs, fan groups diMeieod). Legal and illegal
recordings of these shows, along with bloopersandakes, are available throughout

the Internet (Old-Time Radjo The Orson Wells' broadcast of The War of therMé&o

remains a favorite subject for historical, sociabady and psychological examination
(Day). However, the amount of material devoted exgklgito radio theatre production
is relatively small compared to other narrativef@enance approaches such as stage
theatre, film performance, and television actiigne material that does exist tends to be
outdated or only addresses a particular radio the&ill. None of the materials

examined approaches radio theatre from a stagedhserspective.



1.3.1 Published Materials

Books and journal articles regarding criticism anélysis of radio theatre
productions have been consistently published gime&olden Age (Rodger). These are
available in either print or electronic form (e g:Books and full-text on-line databases).
Likewise, catalogs, script collections, and au@icordings of these classic productions
have remained available and in print (Daley; Duckivdystery).

Identified production skills are found in two gealetategories of publications:
non-radio theatre texts and comprehensive rad@trt@roduction texts. Voice acting,
general electronic recording techniques, and seniping are all important components
in the radio theatre production process. Howeabesse skills are also useful for non-
radio theatre applications and are currently taugttieatre and radio-television-film
academic programs (Sul Ra&88). As the demand for training in these areas h
remained consistent over the years, changes ie@aceliexpectations and technology
have been integrated into these texts. The infeamaway be current, but the radio
producer must consult numerous works in order tehefrom the information.

The majority of comprehensive radio theatre produactexts were published in
the United States over 40 years ago. Most of thes&s, primarily designed for
secondary and post-secondary instruction, rangeldtication date from 1932 to 1960
(Lawton; Willis). Yuri Rasovsky recently completadNEA funded work on radio

theatre production designed to incorporate modsshriology (Well-Temperédbut this

work is not intended for stage theatre practitisn@he majority of script collections
identified do not contain production skill instricet and were also written prior to 1960.

(Columbig Jansen).



In recent years, a limited number of books haven lpedblished containing radio
theatre production skills for specific applicatiswh as radio theatre in the classroom
(Kisner) or radio theatre as a psychological batradentification and modification
technique (de Fossard). Although these books preseomprehensive list of radio
theatre production skills, the books are writtethvimtended outcomes that may be
different than those of theatre professionals. éxample, an intended outcome of the
use of radio theatre in the classroom is not nec#gs$o entertain the audience or teach
the participants performance skills, but to tedehgarticipants social science or
mathematics. They learn about history by writing @erforming a script about a

specific historical event (Kisner 35).

1.3.2 Electronic Materials

The lack of an extensive commercial marketplaceddio theatre production
texts has led to an exchange of information viatedaic distribution. Radio theatre
production web page content falls into three caiegoradio theatre production
companies, organizations and individuals dedictdeddio theatre production, and
organizations and individuals dedicated to thegmegion of Golden Age programming.

New radio theatre producers have realized the iagkpower of web pages in
building and maintaining audiences. While mosthelse home pages promote individual
performances (e.g., venues, cast bios, story sgsmerchandise sales), some solicit
new scripts by providing radio theatre “do’s anatid’ for aspiring writers (Home Page,

Texas). To increase interest in radio theatre ywtdn, one group’s web site contained



pictures and WAV audio files of mechanical sounfeéafdevices but the group and their
web page has since folded.

The number of pages provided by organizations adwiduals dealing with
radio theatre production techniques is increasifige NATF (National Audio Theatre
Festivals) has collected articles on a varietyuljects by its members (e.g., voice
acting, sound effects, scripting), free for digttibn. Recordings of practical sessions
and lectures presented at national workshops dsaw/erinted script collections and skill
manuals are offered for sale. The NATF also spanadist-serve for radio theatre
producers that addresses specific questions amatisits (Home Page, National Audio).
Other web pages dealing with production are offérgdhdividuals primarily to promote
recording collections (Widner), personal programese(Zizza), or consulting services
(Palermo_RuyaSonjc Much of the information on these sites seentsetderived from
limited personal experience or one specific apgrdacadio theatre production, such as
content education or activities for Seniors (McDelijn The authors of the sites attempt
to present these specific approaches as applitablevide range of situations, when
they actually do not translate well from the spedid the general. Stage directors’
approaches are influenced by many factors and a@pproach is effective for all
situations; the same is true when considering ridiatre experts.

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

books and recordings of Golden Age radio theatrena are plentiful (Search Resylts

The number of on-line merchants and enthusiasésing this material is also plentiful.
Most of the script collections of Golden Age ratheatre still involve copyright
protected characters and stories (Fishman 1/4jptsg@ublished on these sites and
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promoted for sale on these sites do not imply #reyavailable for performance. Some
web sites are devoted to a particular show (McLewatl)le others offer recordings, text
and information about a wide variety of programmiigdner). Some of these e-Bay
and independent merchants do offer classic anihtedrradio theatre production texts in

print and e-Book form_(Search Reslts

1.3.3 Other Materials

| have had to use letters, faxes, and e-mail extelysn order to produce radio
theatre at Sul Ross State University. Some ofdbigespondence has been directed to
playwrights and publishing houses requesting peiomisto perform scripts not
originally written for radio theatre. Playwrighdad publishers do not normally have a
pre-existing structure or royalty rate for radiedkre performances (Loh; Wallengren). |
also used correspondence to track down copyrigheoship of older scripts. Some
publishers of radio script collections have goneadlbusiness or been purchased by
other publishers. Locating legal ownership ofpsrowned by the estates of deceased
writers proved challenging (Abrahams). Lastly,respondence was used to solve
performance problems, such as how to create afgpegchanical sound effect
(Griffiths).

| conduced interviews at various locations (e.gpfgssional conferences,
production workshops) to solicit from professionalsadio theatre and allied fields
answers to specific questions (Fish). This infdrameprovided invaluable insight into
the world of Golden Age performances, as well agua approaches to aural
storytelling.
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1.4 Contribution to the Field &
Application of the Study

Theatre practitioners that wish to produce radeatre for a modern audience do
not have a single comprehensive source of infoonadvailable. Most comprehensive
radio theatre texts were written during the Goldge and contain outdated technical
and performance information. Information sourded aiddress the needs and
expectations of modern audiences using currenhtdoby are found scattered among a
number of disciplines (e.g., radio broadcastingsimtecording, speech and rhetoric).

The material contained in this study is intendedstage theatre professionals to
achieve two goals: performance of radio theatranéw audiences, and a different
method of introducing and reinforcing stage skill$raining theatre practitioners. As
presented earlier, the increase in professionab theatre companies suggests an
increase in demand by audiences for radio theabdugtions. Stage theatre companies
already possess many of the skills that can betedap radio theatre production, but
may lack an understanding of the skills partictethis performance form and how
exactly to apply stage theatre skills to radio tteeaAn increase in radio theatre
companies indicates new opportunities for traitesdtre practitioners with radio theatre
experience to market their skills unavailable w@irtistrictly-stage trained
contemporaries. | have personally observed araserin other outlets for radio theatre
skills, especially voice acting and sound effedike expanding number of animated
feature-length movies, web-based animation projectd audio books add to the

commercial opportunities for individuals with radlteatre experience.
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Experience in radio theatre can have a direct ipesgffect on the quality of stage
theatre productions. Radio theatre demands thagrgjractors, directors, designers, and
technicians think “outside of the (stage theatm.b Actors must put all of the nuances
and defining characteristics of a character inrtheice, rather than using a combination
of physical and vocal cues. Writers must use dizoand suggested sound effects to tell
their story. Scenic, costume, and lighting desigmeust create a visual environment that
supports and does not take away from the soundamaent. Meeting the production
demands of radio theatre causes stage theatrétipraats to think in new ways and
gives these practitioners a new perspective imtg#itories while maintaining the
audience’s attention and interest. These samétpyaers can then apply their new
knowledge and approaches to stage production§SuARoss State University, I've seen
stage theatre students become more inventive &ectieé in their craft as a result of
radio theatre experience.

The approach to craft and tools used by commeacidinon-commercial theatre
are identical; the situations are influenced byiwading factors (e.g., profit v. non-
profit), the primary mission or nature of the comyp#entertainment or education), and
external organizations such as unions and guildhgs study is primarily designed to
support non-commercial production; it is acknowledighat non-commercial or amateur
production companies may encounter influences ttrcommercial 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 techesgnecessary for radio theatre
production for a modern audience by experiencegediaeatre practitioners. The
components are arranged to provide this examinatahinformation in a linear format
paralleling the production process, from the ihiiecision to produce radio theatre in
pre-production to the actual performance. The oblde director will not be examined
in a separate section akin to voice actors, soffedts, and visual effects; it is the intent
that as directors are involved in all areas, thetions will be examined in all sections.
The majority of administrative and business conseefated to radio theatre production
have been collected in a separate chapter, althougjhess practices associated with
script selection and royalties are also includethepre-production section. While
theatre educators and non-profit theatre profeafsan the role of director often make
their own business arrangements, many organizasieparate administration and

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

Production elements performed and Production elements performed separa"ely

recorded simultaneously and electronically combined

One take only (live) Unlimited takes

Simple productions - few and less Complicated productions - increased
complicated elements number and more complex elements
Short dialogue passages - more reliancg¢ Longer dialogue passages - less reliange
on action on action

Audience affects timing and Audience not involved in

performances during production production/element assembly process
Productions intended for ear and eye Productiomded solely for ear

visual impact (mechanical and recorded sound (usually recorded sounds)

Sound effects chosen based on sound ar@bund effects chosen solely based on
sounds) %i

Employs theatrical stage production stylle Employsiomopicture or television
production style

Example: Garrison Keilor's Prairie Home Example: George Lucas’ Star Wars
Companion trilogy dramatizations

Figure 1.1 Comparison of Audio Performance Approache
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CHAPTER I

PRE-PRODUCTION ELEMENTS

Once the decision has been made to produce rastréh) the producer begins the
pre-production process. Basic pre-production aredsde script selection, personnel
requirements, and physical requirements. The medshould choose which of these
three areas will be given the greatest weight ositteration in the pre-production
process. For example, if the script is chosem, fisrsonnel and physical requirements
will be dictated according to the script’s requiktts. However, if a specific
performance venue has been selected, the size sfabe and acoustics might restrict
the pool of available scripts. For the purposethisfstudy, | will give the greatest
weight or consideration to the script. The persbmequirements for most modern radio
theatre scripts only differ in the number of penfers (i.e., voice actors, Foley artists,

and musicians). The physical requirements aresatsiar if a proscenium stage is used.

2.1 Scripts

The process for choosing a radio theatre scrigpidar to that used for stage
scripts; first, the producer must analyze availabsources (e.g., personnel and abilities,
performance space and technical support, timeiaaddes). Secondly, the producer
must determine the purpose of the performance, @tertainment via recreation of
Golden Age radio theatre, entertainment via modeswes, skills education). Lastly the

producer must identify the intended audience (stgge theatre patrons, public radio
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listeners, historical recreationists). These amswal successfully guide the producers
in their script selection process.
2.1.1 Standard Formats

While there are as many script formats as writshould have certain aspects
in common. As the performers use the printed samigheir performances, it should be
easy to read. For this purpose, text is 14 toletpserif font, and a mix of upper and
lower case. The script should be easy to useaviehhand. The text is printed on only
one side of the page and dialogue passages ausungty continued on the next page. In
the case of an extended monologue, care is takerke the page break at a natural
pause or breath mark in the script. Lastly, thigpsshould be divided with components
easy to identify for rehearsal purposes. For ifleation, either each line and page are
numbered, or the writer uses standard theatricakaene, and page numbers.

Most radio theatre scripts fall into two standasdriats: theatre style and media
style. Theatre style format (see Figure 2.1) isidal to that used for stage plays.
Character names are presented in capital lettgiaiag at the center of the line, with
text extending the full width of the page (minusrgias) on the next line. Each speech is
single spaced (sometimes 1-1/2 space to aid inmgaxh stage), with double spacing
separating dialogue and staging instructions. iggagstructions, along with production
components (e.g., music and other sound effeag)nkand are aligned with the centered
character names. Pages are numbered, but seat®identified by act and scene. This
format is familiar to individuals in theatre, ancymaid in the rehearsal and performance

process due to this fact.
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Media style format (see Figure 2.2) compressesd¢hpt. The character names
are presented in capital letters beginning ateftentargin, then text follows immediately
on the same line. Dialogue uses 1-1/2 spacingltmaerformance reading, with double
spacing used between speeches and staging instrsictbtaging and component
instructions are indented from the left margin atigned with the indent. All lines are
numbered along the left margin along with page nensibscripts that are comprised of
self-contained scenes found in comedy-variety drssiows may also include scene and
act designations. Media-style format allows fagiealocation of a specific line or
instruction compared to theatre-style scripts. imrehearsals, the director need only
give a page and line number to the cast. Pladiagacter names on the same line as
dialogue reduces the number of pages necessaaysiipt and allows for smoother eye

tracking on the page. Fewer pages also resultsvarfaoise page turns.

2.1.2 Sources of Performance Material

Producers unfamiliar with radio theatre often disdocating potential scripts to
be a difficult process. Stage play services ab@ntbare quite effective in publicizing
their businesses. Samuel French, Dramatists, amch&lic Play Service are popular
sources for educational and community theatre pmexdu However, no professional
play service exists solely for radio theatre sstiphd with few exceptions (such as
Etheridge), the stage play services do not handleglays. Four potential sources of
scripts for radio theatre should be consideredaljortheatre producers: stage plays
adapted for radio theatre, modern published raldigspolder published or public
domain radio plays, and commissioned radio plays.
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One-act stage plays that rely primarily on dialogateer than visual staging can
be adapted for radio theatre production. Thesptsahould require virtually no change
in dialogue or content to sustain the story. Elatimg costumes, sets, props, lighting
effects, and staging are the more commonly alloevabbnges by most play services and
authors. Major changes (e.g., plot, dialogue, taafdielimination, or substitution of
characters) will require negotiation with the plaight and will result in delays if
allowed at all. The majority of playwrights aréustant to allow major changes in their
scripts, so any scripts requiring major changesilshioe avoided by radio theatre
producers.

The producer may decide to perform a script instliye of radio theatre without
broadcasting or recording the performance. Thiopeance experience remains the
same for the live in-person audience, and elimgmkagal and technical requirements
involved in broadcasting and recording. Royalteggadio theatre style performances
on stage without recording or broadcasting the gpectdn are often quoted in terms of
normal royalty performances or readings by moshefestablished play publishers.
Some will quote standard rates equivalent to § &ithged performance such as Samuel
French, while others offer discounted rates foradldeatre performances. Eldridge
charges second performance rates for all radidrdhvgarformances. Samuel French
regards radio theatre performances without broadecagcording as staged readings or
dark-night readings of the plays. Eldridge andratsts also have experience with this
interpretation. As such, the elimination of stadgections and traditional theatre
technology is allowed. Regardless of this, radadpcers should allow 2-3 months
before casting and rehearsals for potential netiymris.
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The rights to audio and video record performancds@adcast via radio and
internet are usually bundled together with broatitedsvision and film rights. Only a
handful of play publishers can negotiate thesetsidirectly. Baker has standard rate
formulas for radio and community cable broadcastip@gmateur companies. Broadcast
rights for some plays cannot be obtained by noregsional groups (i.e., Neil Simon’s
works licensed by Samuel French) due to commecoiamitments. Other publishers
(such as Ethridge) will be able to direct produderthe broadcast rights holders, and
even make suggestions on how to word requests.

While not as common in the United States, reg@diartheatre broadcasts in the
United Kingdom, Canada, and Australia have led ¢al@nn scripts being collected and
published in book form. Book publishers do notulagy handle performance rights, but
contact information is included at the front or bat these collections; if not, the book
publisher can usually direct you to the authordioect negotiation with the author’s
agents. Few of these international authors hagatagn the United States, so radio
theatre producers should expect long-distance pballeeand e-mails, along with royalty

guotes in non-U.S. currency. When producing D&heasby’s Apple Blossom

Afternoonat Sul Ross State University, | had to negotiatectly with the British author
and convince the University to pay royalties in padsi sterling. Obtaining recording and
broadcast rights for productions originally proddi¢er radio can be easier than for stage
productions, since one source (e.g., agent, puslisn playwright) usually holds all of
these rights and has bundled these rights as agad&r prior producers. In some cases,
performance or broadcast rights may be restriggedamous modern radio plays (e.qg.,

Star Warson National Public Radio, Hitchhiker's Guide t@tGalaxyon the BBC) are
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earning new profits from compact disc and cassksteibution. Note, however, that
most of these successful network radio plays atenieally complicated and would be
difficult to produce as radio theatre productions.

Most modern radio scripts are not published invitilial acting editions similar
to stage plays, rather they are published in hamdth@ollections; therefore obtaining
copies of a script for a cast can be more expensite Dramatists’ Guild allows a
producer to make photocopies of plays for perforredahthe producer purchases one
master copy of the script collection. Tom Stoppaqlires the producer to purchase a
complete copy of his radio play collection for eachjor character in the play to be
produced.

Just as with modern radio scripts, radio scriptéopmed during the Golden Age
of radio in the United States were also publistmelbdok form. These scripts were often
made royalty-free for performance by schools, ches¢and amateur groups, and
broadcast rights were at either little or no colte scripts included adaptations of great
literary classics, traditional folk tales, expermied productions, and original drama and
comedy, as well as transcripts of the popular #yaskows of the time.

Older scripts do have some disadvantages. St@eothiat may be offensive
today were a mainstay of comedy at the time. Amdsdy was the most popular radio
show of the 1930s and 1940s, but is now considagettionable by modern audiences.
The show portrayed two African-American characpeyed by two Caucasian actors.
The central characters and supporting charactenes st®wn as shiftless and ignorant
through degrading grammar, language, and situatigvisen a television version
featuring an all African-American cast was airedha early 1950s, the NAACP
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boycotted the program, leading to its cancellati®he sensibilities of the audience had
moved on (McLeod). Other stereotypes frequentoantered in older scripts include
the Negro butler or maid, Mexican gardener, Chircesdie, and Cigar Store Indian.
Stereotyped characters that may be offensive calelleted or changed if the character
plays a minor role in the plot, but some plays carre updated and are valuable mainly
for study or criticism. The director must evaluaseh script and determine any changes
that can be made while maintaining the integrityhef script and production. Another
disadvantage of older scripts is arcane refereocsguations. Few commuters ride the
trolley to work, most audiences are not shocketi@toncept of sexual relations outside
of marriage, and products such as milk, bread naedical services are not normally
delivered to the home. As with stereotypes, tléortheatre producer can leave the
references in, change the references to somethimg modern, or eliminate the
references completely. Lastly older scripts penied by network companies tend to rely
on elaborate music passages to segue between sddusE segues were extensively

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

radio producer may use sound effects, recordedaneigininate these transitions, or
employ live musicians to perform either establishedsic or music especially composed
for the performance.

All of these older scripts published in book forrarer copyrighted at the time of
their original publication (usually 1930 to 1953)ue to the nature of copyright law,
many of these works have entered the public doifh&iaffer 5). Performance,
recording, and broadcast rights for public domaimks are not controlled by any
individual or corporation, and therefore may beduseely by radio theatre producers
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without cost. The producer can photocopy scriptsraodify the plays to suite
performance needs. However, stage plays and p&sed on literary works pose a
special problem. While the copyright protectiontbe radio adaptation may have
elapsed, the copyright on the original stage plaiterary work may still be in effect. In
one collection, the copyright on the 1947 radiopaathon of Eugene O’Neill's Ah,
Wildernesswas never renewed, but the stage play remainsqieat by copyright and
performance is restricted (Dramatists licensesoperdnce rights to the stage version).
Also, the copyright for radio adaptations or orairadio scripts may have been held by
a publishing company that has since been soldmw Isnger in business. In this case,
the rights may still be in effect under a new compmname, the original authors, or
their estates if the authors are dead. Copyrigétches can be complicated and
expensive, so radio producers are cautioned teatrily safe older scripts are those that
were originally published royalty-free.

Even with their disadvantages, older and out aftgadio scripts do have
advantages. As stated earlier, scripts in theipdbimain can be photocopied at will,
and radio theatre producers can modify, updatgtadachange these scripts to fit
production requirements. Many of these scriptsewenitten by well-known and
accomplished stage and screen writers (e.g., EUQ&hel, Tom Stoppard, et al.), so
their quality is high. Most older libraries, esfadly libraries that purchased books from
1930 to 1955, have published collections of radi&ygin their stacks available for
general use. As radio theatre was integratedunigersity communication and drama
programs during this period, radio theatre prodsisould look to college libraries as a
resource.
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Although radio theatre is not as popular in thetebhiStates as in the past, there
are still a number of modern playwrights that prmelaudio works. Many write
predominantly for particular radio theatre compargech as Atlanta Radio, while others
(myself included) concentrate on amateur groupscat®d with educational institutions,
religious organizations, or communities. Normamw@n has been active for years
dating back to the Golden Age while other writenes i2latively new comers to the field.
These modern writers account for two types of réldéatre scripts: works commissioned
for a particular radio theatre company and workist&r but not yet produced. As with
the sources discussed earlier, commissioned angblisped radio theatre scripts have
both advantages and disadvantages.

One of the advantages of a new radio play is that gompany may be the first
to perform the script. Unfortunately, as anyonaif@r with unpublished stage scripts
realizes, this can also be a disadvantage. Ajptscusually undergo numerous revisions
before the leaving the desk of the author andtétéas from finished when presented to
a cast. lItis for a good reason that Samuel Frezghires at least three productions of a
script not directed by the author before they eién look at the property. A plot device
or dialogue between two characters may sound fimpaper, but simply doesn’t work in
production. On the other hand, new radio plays@mmissioned works by definition
can be tailored to the specific technical abilitiessting patterns, and audience tastes of a
company. A radio theatre company may include adedul bagpipe player, but few
scripts are available that feature bagpipes. &wresreason, stage, radio theatre, reader’s

theatre, and screen properties are all shockiragypipe deficient. However, the
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company may commission a script that could leaalnew wave of pipers across the
world.

Commissioned scripts present a special concermdigacopyright ownership
and control of the property. Under internationgpyright law, the author retains all
rights to his or her creative work, unless the weds created as part of a regular job or
under contract. Works created in these situaoaseferred to as works for hire
(Leaffer 190). A person employed as staff copyavritoesn’t own rights to advertising
copy written as part of the job; the company issidered the legal author and copyright
holder. In the case of commissioned works or gaglyormances of unpublished works,
ownership and copyright control is usually spetbed in the employment. Some authors
will sell all rights to the company commissionirgtscript, while others may assign
limited production and broadcast rights to the canypfor a fee. The latter practice is
common with unpublished scripts that were not cossioned. The author wishes to
develop and refine the script through the productimcess with a cast and audience, but
also wants to retain the right to further develop property. Outright ownership of a
script can be expensive, as the author must cHoeiseeen one sale and royalties
generated from multiple production companies perfog that script.

Lastly, some authors firmly believe they can wradio theatre scripts simply
because they are successful writing for other maddforms. David Mamet and Tom
Stoppard, two successful stage authors, have pedduonderful radio theatre scripts,
however other writers have not made the transtticsm aural environment. According
to radio producer Richard Fish, one regionally sgstul television writer attempted to
adapt one of his works for radio theatre, and wsaphointed that the sequence
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involving a businessman and a mime on a streeecaouldn’t be performed as written.
The audience in the studio found the sequence ly&lqal actions funny, while the

broadcast radio audience was simply confused.

2.2 Personnel

Radio theatre and stage production companies simaiar cast and crew
requirements (see Figure 2.3). Both divide perebmto broad categories, with
individuals performing roles almost identical beéneadio theatre and stage production.
Lastly, both radio theatre and stage companiegeatain individuals that perform more
than one role, or positions may be eliminated baseelxternal factors (e.g., Front-Of-
House [FOH] personnel needs are dictated by tHenpeance facilities, the nature of the
audience, the number and length of performances, et

The roles of producer, director, author, voice es;tdesigners, composer,
musicians, FOH manager, publicity, stage crew,D# crew in radio theatre are
almost identical to those found in stage theatiepmparticulars are different.
Performances by actors must be primarily auraliyedr, with visual or physical aspects
supporting the sound of the performance. Direatuoay also alter their approach or
priorities slightly to take this into account. Coosers must be cognizant of timing in
addition to the desired emotional response fronmatidience. Designers likewise use the
same talents and techniques in radio theatre la=edtin stage theatre, keeping in mind
the concept of Theatre of the Mind in regard taabhalements, and the emphasis on aural

versus visual aspect of the performance.
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Stage managers in traditional theatre are oftestéacbackstage, with technical
cues delivered in person to backstage crew oriotercom. Some shows will require
the stage manager to call all technical cues, wdititer shows will rely on individual
operators to execute most cues (Stern 119). A théiatre stage manager is located
immediately below and in front of the performanpace, so they can give visual cues to
actors, mechanical effects technicians, and musscid&/isual cues are used in television
studio productions, primarily to guide the talerith@ut verbal cues being picked up by
microphones. Zettl's television production textsiain pictures and descriptions of
these cues, which are also familiar to experiemada theatre personnel. Stage
managers may also use an intercom to give cuesckstage personnel, audio engineers
in the audience, and others (e.g., FOH managéitjrigyconsole operator).

Audio PA (Public Address) engineers are found ithistage and radio theatre;
the only difference lies in complexity. Radio tlreaalmost always uses vocal
microphones for voice talent and vocal effects, nihe stage theatre usually employs
microphones only for backstage voices, alteredocgssed voices, or in venues too
large for natural voice projection. Both stylegludatre require the engineer to be
located in the audience, to better set levelsHeraudience rather than relying on
speakers. Audio PA engineers are also resporfsibtecorded effect playback, and
should be on intercom or have an unobstructed wvietive stage manager.

Audio broadcasting and recording engineers cankmdound in both stage and
radio theatre, however they are more common irortdiatre. Rather than produce only
audio recordings of stage theatre performancesniiore common to video record stage
plays, where the videographer simply takes an afe&id from the PA mixer. Audio
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broadcast and recording engineers may do the saiyieg on the audio PA engineer to
mix recorded effects with microphones to produséeaeo signal, or may use a separate
mixer to combine their own mix of recorded effeat&l microphones. With either
technique, they are responsible for feeding theaditp both a recording device and
broadcast interface via telephone, data line,asrsimitter.

Foley technicians (also known as Foley artists ecmanical effect technicians)
are not normally found in stage theatre; if uskdytperform a minor role backstage as
recorded effects have become more popular in rgeams. They are a favored part of
radio theatre, in that mechanical devices can medurprisingly accurate and desired
sounds, and provide a fascinating visual elemetiteg@erformance. Just like voice
actors and musicians, they are visible to a stadgtience, and must act and move

accordingly.

2.3 Performance Space

Radio theatre can be performed in almost any adailspace, depending on the
nature of the intended impact on the audience ectthical requirements. In 2006, |
produced a demonstration of radio theatre techraqtiee Southern States
Communication Association’s professional educatieoaference. This production
employed only two voice actors and one Foley tezhni For this limited
demonstration, no microphones or other electrogig@nent were necessary. The
performance was not broadcast nor recorded, analitience was more interested in

performance technique than the performance itgdlo, the audience was close enough
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to the performance space to hear without ampliboat The key is to have a space

sufficient to present stories aurally and alsodtulfa studio audience.

2.3.1 Performance Requirements

While almost any physical space can be used t@pteadio theatre, it is much
more common to use traditional stage theatre vewitbsaudience seating. Most
proscenium stages are already equipped with csrfaimrsound control, rigging for
scenic elements and microphones, lighting for bsisige light and effects, PA audio
control for the audience, and well-designed audiesgating with good sight lines. The
addition of box office, waiting area, and concessiceas are a plus.

A typical and common stage arrangement for rackatiie divides the space into
three areas based on sound components: voice détbey technicians, and musicians
(see Figure 2.4). Voice actors are usually locatedtage left (the far right of the stage
when viewed from the audience’s perspective), wittise microphone placement
dependent on the requirements of the script andedefsthe director. General vocal
microphones on floor stands are located downstaifje sufficient space to isolate the
sound received by each microphone and to allowipt@lactors to use one microphone.
A special microphone using processors or other pudaiion of the sound produced can
be added, along with an acoustic isolation bodlusic stands for scripts and seating
upstage of the microphones for voice actors netctly performing are optional.

Foley equipment (mechanical sound effect equipmamd)technicians are usually
located center stage, with large devices locatettheistage and smaller items on tables.
Placement of these components should be basethalarace between ease of use by

29



technicians and the visual picture presented tatitkence. One of the advantages of
using mechanical effects rather than recorded sfisdhe visual interest derived from
the performance by Foley technicians; this advaniageduced if the audience can’t see
the devices being used. All equipment should blatsd from the floor and tables to
avoid undesired sounds by using carpet on the stagi¢hick blankets on the tables.
Microphones are located on boom stands for smadésrhanical devices, and either desk
stands or small boom stands for larger devicesvalk box (large shallow box on the
floor filled with different materials to simulatéaracters walking at various locations)
can be effectively miked with a desk stand and opbone one to two inches above the
filled box. Seating for Foley technicians is op@ad but is desired if mechanical sound
effects are few or the running time of the perfonoeis long.

Musicians are usually located either stage righdé targe stage or immediately in
front and below on a smaller stage (an orchestregpi also be used if available). If the
musicians cannot easily see the stage managengactor may be necessary to receive
and execute cues. Specialty microphones are alafiar practically any instrument;
however individual or multiple microphones for eacstrument can become
complicated even with a small ensemble. A sepaadi® instrumental engineer can be
employed to supply the other engineers with a lzgldmix from the ensemble, or a

smaller mix of stand, boom, and floor mounted nptr@nes can be used.

2.3.2 Visual Elements
As stated earlier, the aural elements in radiotthgaust be combined with visual
elements for the studio audience, but must nevieacterom the performance as
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broadcast or recorded. A purely physical gag neagppreciated by the studio audience,
but leaves the broadcast or recorded audiencadgeisblated and left out of the joke.

The live performers must be aware that they areigiray both an aural and visual
performance. Studio audiences want to see thecransiplaying instruments and Foley
technicians manipulating their mechanical devicésice actors should also combine the
aural with the physical groupings around microplspmatrances and exits, and body
language all contribute to the visual impact of peeformance while enhancing (or at the
very least not detracting from) the aural elements.

Traditional stage theatre techniques can be ugectietly to design visual
elements that support the radio play. Lightinget can isolate various playing areas
(e.g., vocal artists, Foley technicians, and masg) and the use of projected patterns
(gobos) on a rear cyc or background can add tpe¢hflermance. These patterns may
reflect story components, such as a stained glastow for a church scene, or be more
generic in nature such as random designs or tlauption company’s logo.

Scenic or set elements also have a place in rhdaire. As indicated in Figure
2.4, an On-Air light, single or combined with angause light, is located on stage left.
Even if the performance is not broadcast, it gaesther dimension to the production

without detracting from the aural presentation.e Stage musical Radio Follies of 1940

takes place in a period radio studio, and suchidistan be recreated on a sufficiently
large stage. Various levels can be used to sepapatl artist, Foley technician, and
musician areas, while a control room window cardestructed to screen the various
audio engineers from the audience. This themdeaxtended into the audience and
FOH operations with period set dressings in théyobox office, and concessions area.
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Also indicated in Figure 2.4 is a projection screaapended above and slightly
behind the vocal performers. Using either frontear projection technology, various
images can be presented to the audience reinfodemglopments in the aural story. My
Radiolandseries of comedy skit radio theatre plays usegepied graphic images that
corresponded to each scene (see Figure 2.5). Vdkailable, 35mm slides can be quite
effective as can computer-based slide shows aridliigen video projectors. In cases
where the script is based on classic tales fourldrpublic domain such as Robert

Lewis Stevenson’s The Lost Worliihe drawings and other illustrations from the

published novel may also be in the public domaith @ available for use as slides. In
the case of a classic story updated to a later pened such as Howard Koch’s 1938

War of the Worldsscript based on H.G. Wells’s novel, projectionpi-war

photographs, artwork, advertisements, and newsrageeassist the audience in mentally
traveling back in time.

Lastly, the look of the production and support pargel can add visual interest to
the production. Period pieces whose performansdaaded to recreate the Golden Age
of radio theatre can be enhanced by putting everyoperiod costume with appropriate
hairstyles and make-up. For many radio theatrepamies, modern dress or neutral
common outfits are normally used. Since 1994 ieR®ss Radio Theatre Project has
found good service from grey polo shirts, blackuedslacks, and soft-soled black shoes.

For their 2001 performance of Echoes of Radioldne Texas Tech University Radio

Theatre Players used a similar outfit, substitutedshirts for grey. Depending on the
nature of the script, costume accessories candgetosadd visual interest. Hats and
scarves may be more effective in comedies thanakadepending on the nature of the
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items themselves and how they are worn. Foleynie@ns, musicians, and FOH
personnel can also be dressed in appropriate cestuBlack tie for musicians and
uniforms for ushers add a classic touch that adyemge can immediately identify with
the Golden Age of radio.

The basic pre-production areas include script s§elecpersonnel requirements,
and physical requirements. Once the script issatle the producer must determine if
available personnel and physical resources wilpsupthe production of the script. If
not, the producer must balance time, money, arsbpeel 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

of the Transcendental Café. How may | assist yogour quest?

BUBBA
I'd like a cheese burger, heavy on the onionsydugs and a long neck.
MOONBEAM
First, should you not perform an inventory of yspirit?
BUBBA
A what?
MOONBEAM

Greetings, gentle person. | am known as Moonbeaiweelcome to the environmernt

A spiritual inventory. Perhaps the cravings yopenence come from the soul and
the earthly shell of your body?

BUBBA
Listen, according to my watch, it's after one. Timeans lunch. And every work da
lunch means a cheese burger, fries and a coldrienk-

MOONBEAM
However, should you not consider the phrasing of yequest. Are you not satisfied
with your physical appearance? Why do you seed@ tong neck?

BUBBA
| mean a beer! A cold long necked bottle of be#nd what do my looks got to do
with it?

MOONBEAM
| simply suggest your subconscious may reveal amathfulfilled requirement you
possess. What do you feel?

BUBBA
| feel anger, hurt, and a need to get the heclobiltis crazy place!

sEeE———7|

Figure 2.1 Example of Theatre Style PerformancepB&iormat.
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O©CO~NOULPE, WNBEF

SFX: Bell over door rings twice. New Age musidenand
throughout.

MOONBEAM: Greetings, gentle person. | am knowMa®nbeam and
welcome to the environment of the Transcenderaéé.CHow may | assist yo
in your quest?

=

BUBBA: I'd like a cheese burger, heavy on the asiccurly fries and a long
neck.

MOONBEAM: First, should you not perform an inveryt of your spirit?
BUBBA: A what?

MOONBEAM: A spiritual inventory. Perhaps thewirays you experience
come from the soul and not the earthéllsif your body?

BUBBA: Listen, according to my watchs iafter one. That means lunch.
And every work day, lunch means a cheesger, fries and a cold long-neck

MOONBEAM: However, should you not corgithe phrasing of your
request. Are you not satisfied with yphysical appearance? Why do you
seek a cold, long neck?

BUBBA: | mean a beer! A cold long nedlmttle of beer! And what do myj
looks got to do with it?

MOONBEAM: | simply suggest your subcanss may reveal another
unfulfilled requirement you possess. Wiwayou feel?

BUBBA: | feel anger, hurt, and a needbd the heck out of this crazy place

MOONBEAM: Wonderful. Your subconscious has pad®d your conscious
mind to resume your journey in this world

SFX: Bell over door rings once

Figure 2.2 Examples of Media Style Performance $&mqpmat.
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Production Personne Primary Duties

Producer Oversee entire production, secure resoanmemajor
personnel.

Director Oversee performance, interpret script avatrdinate creative
personnel.

Author Develop initial structure for performancegliding dialogue

and suggested sounds.

Sound Effect Designer Create motivational and emvitental sounds through vocdl,
mechanical and recorded means. May also includaomu

Composer Create original music tracks. May alstugte directing
musicians during performance.

Visual Designer Create the look of a performancdiveraudience, including
scenic elements, lighting, costumes, and props.

Stage Manager Manages all production elements anddas visual cues
during performance.

Voice Actors Provides character performances voeeilly physical
reinforcement.

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

Musicians Perform vocal and instrumental music fopsut the sound
environment.

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

Audio Recording & | Select, mix and amplify sound elements for broaidcas
Broadcast Engineers | audience and location recordings.

Stage Crew Move stage components, operate visualaedgeffects

FOH Manager Coordinate box office, concessions, rsslaad cleaners.

FOH Crew Operate box office, concessions; act asrasind cleaning
staff.

Publicity Director Oversee advertising and publicityay include dramaturgy. |

Figure 2.3 Production Personnel and Primary Duties.

36



Projection Screen

On-Air Light
I

Musicians Mechanical Sound Effects

.Li .é‘ @ . @ .VoiEeAc.tors.
o I ) I e
reee P Peed

Audio Engineers
()

Figure 2.4 Diagram of Performance Space Layouter-lo

37



imitation tofu

Figure 2.5 Examples of Projected Graphics.
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CHAPTER llI

PRODUCTION ELEMENTS

Production elements include what the audience ltkarsg the production and
the equipment necessary for the audience to he#foice talent, sound effects, and the
electronic equipment used to amplify, broadcadl, racord the performance are all
production elements. If pre-production elements (script, personnel, and physical
requirements) may be thought of as the plan faobrdwkatre production, then production

elements are used to put the plan into practice.

3.1 Voice Talent

Most traditional theatre academic programs in higitRication provide voice or
vocal training. According to the Sul Ross Statevdrsity Catalog, voice is the core
component in courses labeled Oral Interpretatiah\amice for the Actor, while vocal
performance skills are an essential element insasulabeled Acting I-1I-11l, Character
Performance, and Acting for the Camera. Voice bgraent is also found in allied
areas of education such as speech communicatioadtasting, and music. Most of
these courses presuppose performers will be se@elbas heard thus the vocal
performance doesn’t necessarily stand on its oviacal training is used in conjunction
with physical elements to create characters f@estacreen, and video performances.
The successful voice artist will combine vocal ghgsical elements, but must realize
that the sounds presented to an audience shouwllli 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 programsewdose the theatre student to
a variety of schools of thought regarding approadbeacting. Combining physical and
psychological skills from these classic schools,gkrformer will create a unique and
personalized approach to character developmemtyori®l this, a successful radio theatre
performer must keep in mind the nature of thid@rn; nothing in the performance must
detract from an audience relying solely on the goafithe production. Radio theatre can
have two distinct audiences; studio audiencesddmatooth hear and see the production,
and the broadcast or recorded audience that cgrheal the production. Aural elements
(e.g., voices and sound effects) in radio theagréopmances must take precidence in the
mind of both directors and actors over visual eletsie A stage play can include a visual
physical gag that is not accompanied by an aurapoment. A purely visual physical
gag without any sound detracts from radio theatréopmances, in that the broadcast and
recorded audience feels isolated and left out@idke.

This reliance on sound does not mean the perfoshnauld ignore the use of the
rest of the body to create a character. Physg@as directly influence non-verbal or
paralinguistic aspects of a person’s voice (Hyde T&hoir members cannot help but
sound different when seated rather than standwagial expressions are known to affect
tone, timbre, and more subtle qualities of the @¢ldyde 77). Even hand and arm
gestures can directly impact the vocal energy predy a performer. The vocal
performer must use the entire body just as taugtitéatre acting course work; they must
only be aware that some manipulation of the aurairenment must accompany each
physical action.
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Vocal performers must also learn to indicate phajgicstance in a radio play for
the audience relying solely on sound. The stageetdir can visually manipulate space
through stage directions. A person walking dovandawalk notices a friend ten feet
away and calls out a greeting. The second petsos,tacknowledges, and a
conversation is struck while the two walk towardleather. The microphones form the
audience’s perspective in radio theatre, and manippners will simply stand next to
their assigned mike and talk into it. This woukltten the performance, as voices are not
attenuated by distance. The physical relationsbtpreen vocal performers and
microphones should be used to add a sense of ttefith sound environment
(O’Donnell 233). To create the same scene in rtatre, the first person (walking
down a sidewalk) would be next to a microphone tanal away slightly to call out the
greeting. The second person would be some feet o the microphones when the
conversation started, and walk toward the firssperand microphone during the
conversation. From the aural perspective of tlikesnece, the second person’s voice
would be getting closer and stronger.

In a stage play or motion picture, two or more elters might sound very
similar, but the audience isn’t confused due todifferent physical characteristics of
each performer. Radio audiences don’t have trgtsmeach character’s performance
must have at least one vocal quality distinct ftbmrest of the ensemble. Paralinguistic
aspects (e.g., rate, tone, volume, timbre, dicémeent, quality, et al.) are combined to
make each character’s voice distinct. Dependinthemumber of characters assigned to
a performer and the size of these parts, performessbe able to use their natural voices
exclusively or vary these voices with minor changesould suggest the vocal actor
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consult Richard Hornby’s work The End of ActingRadical Viewto determine how to

balance vocal distinctness with adherence to talgyef the script. In some cases,
inexperienced vocal actors attempting to play twimue characters will make one of the
characters sound unnatural or cartoon-like. Ifrdadity of the scripts suggests an
exaggerated world, a cartoon-like voice works; imstrcases, it detracts from the overall

performance.

3.1.2 Auditions

Auditions for radio theatre are similar in formttmse for stage productions, with
notable differences in content and methods of ewsln. Announcements of auditions
should include clear notice that the productioa radio theatre performance, and that
physical type will be secondary to vocal abilitiehe announcement should also
indicate that vocal and voice-over experience @rdd, in addition to stage work.
Prepared pieces for a cattle call or initial awditshould highlight the voice rather than
the physical abilities of the performer.

The director should analyze the script and, as stdlye performances, determine
which smaller parts may be doubled. As statedipusly, radio theatre presents a
unique opportunity in this regard; only an actmtgal performance must be unique
enough to constitute a different character rathan the actor’s ability to physically
present a new picture. Unless trained vocal peréos with extensive experience in
radio theatre or allied areas (e.g., animated goio@ice-overs, commercial) are
available, the dialogue of doubled characters shbelspaced so as not to confuse the
audience.
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Depending on the expected numbers for the initiditaon, a microphone and
sound system with speakers and headphones magt¢aisvaluate potential cast
members. The studio audience will hear the voedbpmances acoustically and through
a PA amplifier and speaker system, while the brasidand recorded audience will hear
the vocal performances only via the microphonesrésented by the headphones). The
casting personnel should listen to the auditiories@e point in the process with both of
these audiences in mind. Casting personnel mayatsh to listen to the auditionee with
their eyes closed or turned away from the actdris Will test the aural potential of the
performance without any visual cues to support it.

If possible, the auditions should be held in alfigdihat acoustically mimics the
performance venue. Auditioning on the performastege is desired, if the stage is
configured with any curtains or flats to be usethie performance. Experienced radio
theatre directors learn how to allow for differenae the acoustic space; beginning radio
theatre directors should realize how scenic elespeast bodies, and a live audience can

affect a performance’s sound.

3.1.3 Rehearsals
Whether the cast is comprised of experienced yoedbrmers or performers
with more visual than vocal experience, it is ualjkthe majority of the cast will have
radio theatre experience. In my experience, feucational theatre institutions have
radio theatre companies as compared to those thatige stage work or film. While the
number of professional and amateur radio theatrepy is increasing, it is still a fraction
of the number of professional and amateur stagarfieompanies (Fish). Ideally, only
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the mechanics of radio theatre need to be taughaiteed vocal performers. Casts with
little vocal experience will also need to be taugihtal character development and
performance.

The radio theatre rehearsal process includes the ganeral components as
found in rehearsing a stage production, howevetithe involved and the nature of some
components differs. If a stage play requires seks from initial read through to final
dress rehearsal, the average radio play only regjémur weeks. Radio theatre doesn’t
require as much time to block movement as nece$saaystage play, but must include
rehearsal time to integrate mechanical sound eff@éormances with voice
performances. As with stage plays, it's highlylpeonatic to determine how much time
should be allocated for each rehearsal comporigsed on past experience, | would
allow one week for table work and character develept, one and a half weeks for
blocking and scene work, one-half week for techsjcnd the final week for run-
throughs and dress rehearsals. The nature ottipt, ghe level of radio theatre
experience among the participants, and other fachay reduce or increase this base
time line.

The initial read through of the script, along wigible work, is just as important in
radio theatre as in stage theatre. A thoroughnstaleding of each cast member’s
character is necessary in order to discover andldp\the character’s unique vocal traits
for performance. The techniques for character ldpweent are varied, and identical to
those techniques found in visual performance. émigation can lead to greater insight
into vocal characters. Physical attitude and actigpport vocal interpretation. In order
to improve aural performances, rehearsals candmeded for analysis later.
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The blocking process for radio theatre is muchteinahan required for stage
theatre. Radio theatre blocking consists primanilindicating movement to, from, and
around microphones for both voice actors and Faelgnicians. One special aspect of
radio theatre that tends to present the most diffidor inexperienced casts is the use of
the microphone. Unless microphones are mechayicafphysically isolated,
microphone stands and mounts tend to pick up vdratfrom the stage. Performers
should use soft-soled shoes and learn to walkljighthe distance from the performer’s
mouth to the microphone will affect the sound ayadif the vocal performance.
Performers should maintain a consistent distarora the microphone for each
performance. If the performer moves closer ohtraway from the microphone than
during rehearsals, the audio engineers may nobleet@ compensate for the change in
sound volume. Most microphones have various platterns, in that they are more
sensitive to sounds from various directions. Spepé&ff-axis, or indirectly to the most
sensitive part of the microphone, can reduce papaid other distortions of the voice at
close distances, but must be consistent (O’'Dorir2l). This action is especially evident
when two or more people are using a microphonkeasame time, and are prevented
from both using the spot of greatest sensitivipr the audio engineer attempting to mix
the various aural elements together for the varamgences, consistent vocal levels and
distance between the microphone and performereyre k

Once blocking is determined, the cast proceedsdneswork. Scene work in
radio theatre may produce some difficulties fordirector and cast regarding the use of
scripts. Most visual performers are required tonoeze their scripts. The phrase off-
book elicits both fear and joy to stage performgoy that the performance is growing
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closer and fear of forgetting a line in reheargadio theatre performers use scripts
throughout the rehearsal and performance procas#his practice presents some
potential pitfalls. Stage performers become famivith their dialogue through the
process of memorization. The performed lines saatdral, with emphasis and breaks
based on the rhythm of the words. Radio theatr®peers run the risk of reading their
lines or at the least sounding like they are regtlie lines. Breaks and emphasis are
based more on the position on the paper and lexidtie typed line, which may present a
stilted or undesired emotional state. Performeasiksl be familiar enough with the
dialogue to sound natural but need not memorizdiries. Another potential problem
arises from the physical manipulation of printedms. Unless only one performer is
assigned to each microphone, sharing microphongsres each performer to carry a
separate script. Having one master script at saciophone may result in performers
missing their entrances and should be avoidedfoiPeers must practice turning pages
without excessive noise, and placing or retriexsogpts from music stands when

delivering lines. The film Radioland Murdetepicts the actors dropping their script

pages to the ground as each section of dialogoerisrmed. In reality, dropped pages
tend to be noisy unless dropped precisely, andrignpages silently is less risky.

As with stage theatre rehearsals, technicals,htoughs, and dress rehearsals are
used in radio theatre. Cue-to-cue technicals ar@mactical in radio theatre, as radio
theatre is filled with sounds under dialogue anebusstead of dialogue. Technical
rehearsals and run-throughs both require the erastand crew be present, only the
reason for the rehearsal differs. Technical redadsmallow the technicians to set sound
effect sequences and sound levels. Performeexaerted to be present (sans make-up
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and costume) to deliver their lines. Frequentriofgions of the vocal performance are
to be expected. Once sound effect sequences agld Ere determined, run-through
rehearsals allow both the actors and techniciapslieh their actions. Dress rehearsals
in radio theatre, as in stage theatre, attempomabine all of the aural and visual

elements found in the actual performance.

3.2 Sound Effects

Sound effects can be thought of as all soundsnehiding vocal verbal sounds
(i.e., dialogue). In radio theatre, vocal non-@idounds (e.g., screams, belches,
sneezes, et al.) are considered sound effects,tkgagh the sounds are produced by the
mouth. Sound effects work with dialogue contertt paralanguage to create the aural
world of the play. Sound effects fall into two htbcategories based on their use in the
story: motivational and environmental. Motivatibeaunds move the story to the next

action by the characters; they precipitate bekishe stage play Crimes of the Heat

character in the kitchen cannot say "Beth is cofwithout first hearing some
indication of her impending entrance (e.g., cavidg on gravel, car door opening and
closing, or footsteps on the back porch). Of cqouitse character in question could be
psychic or Beth could arrive at the same time edasy but that's beyond the scope of
this play.

Environmental sounds are not specifically desigigarecipitate or indicate
action, rather they add interest and texture testhey. Like paralinguistic aspects of
vocal dialogue, environmental sounds play on tltkeance's emotional state to enhance
the performance. A play set at midnight in a L@na swamp, regardless of the skill of
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the vocal actors, would not seem as believableowitkhe sounds of animals and insects
in the background. A key to environmental sounith& while its presence is not always
noticed, its absence is noticeable. Scenes thaldveeem exciting with environmental
sounds feel flat and artificial to an audience withthem.

Both motivational and environmental sounds candmeaed with four elemental
styles of effects: vocal effects, mechanical efertcorded effects, and music. The first
three are separated primarily by how the soundadyced, while music combines
aspects of these three but remains a distinct sfydffect. Regardless of the form of the
sound effect, audience expectations should be deresd when determining what effect
to use in a situation. In some cases, what areaodibelieves a situation sounds like has
little to do with the actual sound. A classic exdenof this mistaken belief arises from
the sound of an approaching tornado. Many audieremabers without personal
experience of a tornado describe the sound asdimgwind, rain, hail, and debris
breaking; those members that have personally experd a tornado describe the sound
as that of an express train. An attentive produdanticipate what approach will
produce the desired reaction in their audiencesce@he producers have determine what

sounds are to be performed, they next must deb&lbdst way to create these sounds.

3.2.1 Vocal Effects
Vocal effects are performed orally by actors, bunhdt include recognizable
dialogue. In many cases, vocal effects are pratibgea group rather than specific
characters. The aftermath of a street accidentinthyde the sounds of the crowd
gathered to observe the police in action. Likewdseafe scene is much more believable
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and dynamic with the hum of diners' conversationthe background. In both cases the
sounds of the groups shouldn't overshadow the itapbsounds or dialogue for the

story. Muted background crowds with lower enerlpels as found in a high-class
restaurant can be achieved with many word phrases, as "peas and carrots" and "l-m-
n-o-p, a-e-i-o-u.” Intense background crowds Vhigfher energy levels, such as a lynch
mob or sporting event audience, can be achievddavitombination of nonsense phrases
as above with specific text appropriate to theagitun.

Vocal effects may be associated with a particutaracter in the case of startled
reactions, moans, and fight sounds. A charactgrdbes not react vocally to a punch in
the stomach may seem heroic or super-human, Higtieally the audience expects a
grunt or other non-verbal sound from the averagadm

Another use of vocal effects is to mimic objectrsdsiorally. Recorded sound
effect collections include this type of vocal effezspecially for animal sounds. An
accomplished vocal performer can howl at the moaohbetter than an actual wolf, in
that they can give a performance that more claseliches audience expectations.
Animals, like babies and small children, tend mogitve vocal performances on
command. A human mimic can modify their performat suit the specific situation
and can repeat this performance on cue.

Just as with mechanical and electronic devicesegsanal effects create sounds
not found in nature, rather only in the fertile gi@ation of writers and performers.
Visitors from another planet can arrive in spageslaiurally represented by vocal sounds,
then communicate with tones, whistles, and othends provided by those same vocal
performers.
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3.2.2 Mechanical Effects

The manipulation of mechanical devices (includifeg®onic mechanisms) to
create sounds is usually referred to as Foley myFeffects, named after a notable sound
effects performer in the motion picture industryz¢a). Barring the constraints imposed
by local conditions (e.g., performance space aesdssability, production budget, Foley
technician’s skill, or availability), mechanicafetts should be seriously considered by
radio theatre producers. Mechanical devices adbtio the aural and visual impact of
the performance. Modern audiences expect visimlkition as a integral part of
entertainment and studio audiences can receivatihisilation to an extent by observing
mechanical effects. However, the added benefrisafal stimulation should not detract
from the sounds produced. The producer shoulduagtitute an inferior mechanical
device for a good recorded sound simply on theshafsvisual impact. Mechanical
effects can be achieved with actual objects, fanjdcts, and mechanical devices built
specifically to produce a desired sound.

In some cases, the best way to produce the sousnl @bject is using the actual
object. Studio audiences will recognize the obthg manipulated, thus reinforcing the
sound with sight. Nothing quite provides the baokgpd sound associated with dining
like actual flatware on common plates. Similatlisimore difficult to simulate the
sound of a soda can being opened with the accormmpfiyz compared to using the
actual object.

Found objects are unmodified mechanical devicespittvide a sound associated
with another object. They can allow for a greatantrol of the sound compared to the
actual object, or meet the demands and constmafiisrformance more easily than the
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actual object. The small plastic container thati&onini chocolate candies, when
opened by a flick of the thumb, produces a solmp™"p(once the candies have been
removed). This sound is remarkably similar to fratduced when a sparkling wine
bottle is uncorked. The sound can be repeatedtidtisame container, doesn't have the
mess of wine bubbling out of the bottle, and is mlass expensive than even the
cheapest vintages.

The term_Foley effectis most closely identified with specific devicést are
custom-built to produce a particular range of s@untihese devices have the combined
advantage of producing the intended sound whilgighag a unique visual picture. Itis
impractical to bring a milk cow on stage for a cersation between a milkmaid and
potential suitor. However a hand pump used tcstergas from a jerry can to an engine,
along with a container of water and a galvanizetaihimicket, can produce the desired
sound of hand-milking the animal with the addeccspae of the device itself.

A key to creating mechanical effects is to notwlkelective attention to close off
our perceptions of the world around us. A effeeound effects designer can consider a
desired situation and analyze the expected soas#sg the question "What does a
desert sound like at night?" That same designmuldhalso be able to listen to the
sounds produced by ordinary objects and imagingetBeunds in a different context,

asking "What does this sound remind me of?"

3.2.3 Recorded Effects
Some sounds are produced by objects that canrimblght to stage and cannot

be effectively reproduced either vocally or mechally. In these situations, recorded
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effects are the best choice. In Howard Koch’s fasn@dio play The War of the Worlds

a crucial scene takes place inside a B-17 bomblee. sound quality of a conversation
between the pilot and bombardier talking over aorath an oxygen mask can be
effectively mimicked by the performers speakingiatglass or coffee cup. The drone,
rumble, and surge of the engines are more difftcufiroduce without using a recording
of these actual engines from inside the airplahéarge fan and continuous tone
generator can produce a similar sound, but a rewpid less expensive and much more
accessible.

Recorded effects can be obtained in pre-recordiections or individually
through commercial licensing services. Just ab piie-recorded music beds (examined
in section 3.2.4), the producer can purchase aaalh of effects or select sounds from
an on-line sample database and only pay a licerisefpr the sounds used. Collections
and libraries offer a diverse range of types andtles of sounds. Some groupings are
specialized (e.g., Sounds of the City, War, Naimeironments, and Star Trek
production SFX), while others attempt to be ledem®sive but more comprehensive.
These comprehensive collections will have fewengXdas of each sound but a greater
selection of different sounds as compared to tleeiapzed libraries. Both collections
and licensing services provide recorded effectawaio compact discs and as MP3 or
WAV computer files.

Recorded effects can be created by the producarnrasg they have access to
recording and processing equipment along with theah object used to produce the
sound. Recordings outside the studio should wesédlst microphones and recording
media available, preferably digital tape or Comgdash (CF) memory. While

52



computer-based audio processing programs suchoagd®ts will allow extraneous
sounds to be removed from a poor recording, theuldin’t be used to correct problems
inherent in the microphones or recorder. Microghselection is based on a number of
factors, including the environment in which theemtjis located, the actual part of the
object that produces the intended sound, what utasasounds are produced by the
object, and of course safety to the field recoragingineer. Recording a B-17 with
engines running from inside the plane is much ghfen near the propellers. A pair of
professional-grade cardioid condenser microphongsanCF recorder capable of stereo
recording is a good choice for most field recordasgignments. The microphones
should have wind baffles or windsocks to reduceloot wind noise and be
mechanically isolated from the environment withuapension cage (Talbot-Smith 62).
The operator should always use headphones to datemhat the machine is recording
from the microphones rather than what the operatacoustically hearing.

Many sound effect requirements cannot be fulfibgdre-recorded or field
recorded sounds without editing. What would haguired 1/4" analog magnetic audio
tape, a grease pencil, razor blade, and adhegeeltayears ago (not to mention
thousands of dollars worth of processing equipmesart)be done today by inexperienced
personnel with inexpensive audio editing softwaréhie computer. Programs such as
Pro Tools and Sony’s Sound Forge can modify sobygstch, speed, volume, and
resonance, among other factors. Sounds can bateeper re-sequenced for playback
later. Unlike old analog tape systems, no germrddss is created as all of the editing is
digital. Generation loss is the degradation ofatédio signal incurred when making a
copy of an analog copy of a sound (Talbot-Smith) 1&2igital recording and editing
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allows for multiple generations (copy of copy) dagers of sound with no discernable
quality loss. All computer editing software useslia file formats (commonly WAV or
MP3), and sound effects on audio compact disclwraicoustic media must be
converted to computer files prior to editing. Hiaols and Sound Forge along with other
software have this capability along with the apito convert digital files into audio

compact discs for performance.

3.2.4 Music

Music in radio theatre, like other sound effects) be used as either motivational
or environmental sounds. The use of music in rdtkatre, along with most moving
image media, can be examined in four categoriesnéhor signature music, artifacts,
transitions, and underscoring.

The theme song or signature music identifies anaragn the mind of the
audience (O’'Donnell 197). In addition, it creasé@semotional tone or expectation for
the program in the mind of the audience. Comeasesshort, bouncy themes while
dramas rely on grand, sweeping themes.

Artifacts are songs that are used as motivatioifi@tts. A common use of

artifacts is a song referred to by an actor diyecth Howard Koch’s The War of the

Worlds a fictional broadcast of ballroom music is intgatrwith reports of the Martian
landings. Many early soap operas would have aackerrin love sing or hum a popular
song to indicate that magic moment when her heaststolen.

The artifact can also become a transition. Imathiaéa group of fraternity
brothers decide to go white-water kyacking. To t@usourage, they begin to hum the
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theme from The Magnificent Severt this point, the music is an artifact. Onedne,

each character in the scene takes up the songheAgoup leaves their present location
humming or singing the music, it cross fades imanstrumental version of the song.
The next scene is at the dock on the river justieethe group begins to paddle. The
instrumental version of the song fades out, toepéaced by rushing water sound effects.
In this example, when the characters leave foritteg, the artifact becomes a transition.

By far the most common uses of music in Golden ragko theatre are transitions
and underscoring (Siegal 260). Like stage plagssitions indicate a dramatic change
in the play. Transitions in time, place, mood, aadt are all made smoother by the use
of music (Oboler xxiii). A favorite story of theimter holidays, Dickens’ A Christmas
Carol is filled with transitions of time and place. Bacan be used to identify each
major section of the story (i.e., the opening, e@blost’s actions, and closing), as well as
to unite the smaller scenes in each section (gvarious locations of each Ghost’s
tour). While stage plays use transition musicdeet technical changes of costumes and
scenic elements, the radio play only requires ehduge for the appropriate actor to
approach a microphone. Transition music in radéeatre is primarily used to tie the
performance elements into a unified whole (Obojer) x

Underscoring, the use of music below or under diadoand sound effects, is
used to enhance or manipulate the emotional imjoresef a scene. On the conscious
level, it gives the audience clues as to how totrema scene. Subconsciously,
underscoring can actually manipulate the audiere@gtions (Oboler xxv). In the
classic television show Star Trekramatic fights between the Captain of the Emisep
and the villain are accompanied with fast undeiagadieaturing brass and shrieking
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strings. On the other hand, when the Captain @&srmmantic or seducing mood, the
music becomes softer, filled with light strings dratp. Audio-driven plays use
transitional music and underscoring in much theesarmy. Audio drama productions
record the dialogue first, thus giving the compaserecise framework to fill with music
(O’Donnell 220). This practice allows audio dratn@mploy extensive underscoring.
Radio theatre productions are rehearsed to prandgpproximate time frame for
transitions, but the live nature of this productsiyle prevents determining precise time
lengths. Without a specific time to fill and mpl# recording sessions, underscoring in
radio theatre productions is often simpler tharduseaudio drama. Radio theatre
productions commonly employ a small group of muasisiplaying open-ended music.
Radio theatre performances use a combination ofded and live music,
depending on the requirements of the play. Livégoerance dictates that all
performers and production elements must be flex@bleugh to react immediately to
deviations from the script or to performance timihgt differs from rehearsals. While
theme songs and artifacts can be recorded pratit@ performance, transitions and
underscoring are best rendered by live musiciansgperformance. As mentioned
earlier, the visual elements in radio theatre &e a consideration in determining sound
elements. Live musicians, regardless of the natuoemposition of the ensemble, are

much more visually stimulating than recorded playba

3.2.5 Rehearsals
While the vocal performers are in rehearsals, saffetts personnel, musicians,

and audio technicians should also be rehearsingreat deal of time can be saved
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during technical and dress rehearsals if the naaieerformers practice as well. The
sound effects personnel, musicians, and audio igelns should be present for the initial
read-through in order to get a general sense fdhpt.

Sound effects should be acquired and modified aoogto the demands of the
designer, then presented to the director for agrovhis final approval is part of the
modified dry technical rehearsal, but early approgduces overall stress. Mechanical
sound effects should be placed in the same positierfor performance and practiced.
The working life of each mechanical sound effecstrne estimated, usually by using it.
If a cup of oil and drinking straw are used to ndraibubbling pot, can the oil be re-used
during the run of the show, and if not, how mudhngil be consumed during each
performance? If more than one person will be malaiphg mechanical sound effects,
the technicians’ movements must be choreographestitace delays and confusion. The
equipment necessary to mike the mechanical sodedtf playback recorded sound
effects, and reinforce the musicians should alstesied during this process.

At some point in the vocal performance rehearsatgss, the director will obtain
running times of dialogue requiring music underswgpr This is transmitted to the
musicians for their rehearsal process. The musscaould be familiar with their music
as written, but also be comfortable in reactinthmlive performance with modifications
if necessary. Musicians, like actors, rarely dugdle their actions precisely from one
performance to another.

Initial or modified dry technicals usually includely the director, stage manager,
Foley technicians, audio engineers, and other te@ms. Extensive use of projected
images or pattern spots would require the presehttese technicians in modified dry
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technicals. Each technician demonstrates in dhgevarious components, such as
mechanical and recorded sound effects, for appimy#ie director. Radio theatre is
filled with sounds under and instead of dialoguetexhnicals to practice timing and
audio levels resemble run-throughs. While souffetes and music might have been
approved during modified dry technicals, the doectow has the ability to hear them in
conjunction with the vocal performers. As withggdechnicals, frequent pauses and
changes are common. Once sound effect and muweis lare set, run-throughs continue
through final dress rehearsals. Dress rehearsaéglio theatre, as in stage theatre,

attempt to combine all of the aural and visual @ets found in the final performance.

3.3 Electronic Audio Equipment

While dramatic story performance relying primaoly audio cues is possible
without audio equipment (e.g., storytelling anddess theatre), it wouldn't be a classic
radio theatre performance without an electric scaysiem. Figure 2.4 displays a
common stage plot, including placement of the waximicrophones required for radio
theatre. Each performance is unique, with equigirassembled to meet the demands of
the individual scripts, performance spaces, avkilabdget, and expertise of personnel.
Regardless of the precise combination of equipntégtire 3.1 indicates a graphic
flowchart of the audio system components usedheistudio 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 seysigm includes on-stage
microphones and the support system for the stugiiteace. The most common
mechanical types of microphones found in radiottiegaroduction are dynamic,
condenser, and ribbon, named after how they coseentd vibrations into an electrical
signal (Talbot-Smith 43). Ribbon microphones useléra-thin metallic ribbon to
produce an audio signal and are the most sensititenost fragile of the three types
presented. An actor’s cough into a ribbon micramghoan shred the ribbon, so a cough
guard or pop screen (pantyhose-like material plédetdleen the mouth and microphone)
is always used. A dynamic microphone is the Isassitive but is the most rugged of the
three. It uses a magnet on a diaphragm movingmnagnetic field to produce an audio
signal. Dynamic microphones have been used as kasrand submerged in swamp
water for two weeks without significant damage.e ondenser microphone has a power
source supplying a base audio signal that is méatgai or modulated by the
microphone. More sensitive than dynamic and mogged than ribbon, it must have a
battery or external power source in order to ogerdthis power source is called
phantom power.

The most common pickup patterns (areas of gres¢esitivity around the
microphone) used in radio theatre production araidirectional and cardioid variations
(Talbot-Smith 44). Omnidirectional microphoneskpigp sounds from all directions
surrounding the microphone equally well. Imagine dmnidirectional pattern
microphone is suspended in a sphere. Potentidicappns are putting the microphone
in the center of a crowd of actors for a mob scesmg a single microphone to reinforce
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an instrumental musical group, or reinforcing @éamechanical sound effect device.
Cardioid pickup patterns resemble a heart; carditophones are sensitive in the front
and sides of the microphone but not the back wtinereable attaches to the microphone.
These microphones are commonly found on floor kemgicrophone stands for vocal
actors. Actors can use the front and sides ofrtiteophone, while sounds produced by
the audience are not picked up by the back of ticeophone.

The vocal performance area contains three to foarophones on floor-length
microphone stands. A dynamic cardioid microphooeka well and the model SM58
produced by the Shure Microphone Company is comyrewdilable. The dynamic
cardioid microphone allows a certain amount ofaxis sensitivity to accommodate
more than one performer at each microphone betgilbut unwanted audience sounds.
Studio quality condenser or ribbon microphones praye too fragile, depending on the
performance conditions.

To vary the aural characteristics of a vocal penfamce, a microphone may be
surrounded by sound-absorbing panels (i.e. an #cdamoth open to the audience). The
panels isolate the performer and microphone frdmrogounds on stage. The signal
from the microphone is then routed to a sound @®cd he processor modifies the audio
signal to simulate a variety of effects (e.g., pelene conversation, echos, pitch change,
chorus, et al.).

The mechanical sound effects area and musicianswesbkead condenser
omnidirectional microphones on boom microphonedddor sound effect tables and
large groups of musicians. Boom stands are sintdlfioor stands but have a horizontal
arm attached to the top of the vertical base. Betands allow the microphone to be
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placed above an object or performer. Condenseaophones require a phantom power
source, such as battery in the microphone, inpm&er supply, or power provided by
the mixer. Most modern mixers have this optior@ber available. Omnidirectional
condenser microphones pick up sounds along thegr &xis, so the microphone should
be placed parallel to the table or sound effectgcdeand not pointed directly at them.
Large mechanical devices on the floor can be météttively with a dynamic cardioid
microphone on a desk microphone stand placed bineext to the device. The desk
microphone stand may need additional isolation fthenfloor in the form of closed-cell
foam sheets. If a vocalist is part of the musisigmoup, a dynamic cardioid microphone
and floor stand are effective. Depending on tke and power of the instrumental
musicians, the dynamic cardioid microphone maylbiat is required. In any case, one
or two condenser omnidirectional microphones matiote boom stands and placed
directly over the musicians will pick up most engées.

Recorded sound effects can be placed in order alogeassette, digital audio
tape, compact disc, minidisc, or computer filesultMrack audio computer programs
allow for more than one audio file to be playedm=¢ time and are self-cuing,
eliminating delays at the beginning of the effe€Cbmputer-based playback should be
used for recorded sound effects rather than tapésorsystems. The playback device
can be located with the mechanical sound effealdraated like a microphone or
located in the audience at the audio PA enginetason. WWhoever controls recorded
sound effects should be able to listen to the safifedts for cuing to the beginning of

the effect without sending signal to the audio P@ieeer.
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All inputs, including microphones and recorded sbeffect playback, are routed
via audio cable to a position in the audience ailndio PA engineer’s station. This
station includes mixer, processors, and amplifiene mixer will allow for selection,
manipulation, and combining of audio signals (T&l8mith 104). The mixer also has
multiple outputs, to be sent to an amplifier anfteotdevices. Most mixers allow for the
signal to be processed in a limited way such aslemtion (EQ); EQ changes the level
of various frequencies (e.g., treble and bass)ymed by each microphone (Talbot-Smith
105). Additional processing of each audio sigral be accomplished by a single-use
processor (e.g., compressor/limiter or pitch bealgtronic multiprocessor, or computer
processing software. The amplifier boosts the thsignal for playback through a
speaker system (Talbot-Smith 165). Many stagetith@erformance venues have an
installed mixer-amp-speaker system. If the vernesd't have a PA system or if the
system will not meet the needs of the producticquaified audio engineer can design a

system for the particular situation.

3.3.2 Broadcast & Recording Systems

The electronic audio requirements for radio thepé&ndormances can be thought
of as two tandem systems: a PA system for the aodiat the venue and a broadcast and
recording system for the distant audiences. Byglesns share the same basic
microphone and sound effect inputs but procesgaute these inputs to different
destinations (see Figure 3.1).

Since the broadcast audience is not at the perfarenaenue, they may not be
able to hear the reactions of the studio audiecdynamic cardioid or omnidirectional
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condenser microphone is placed above or in frotth@ktudio audience to capture their
reactions. It is important that this microphoné pick up sounds from the PA system
speakers, as unwanted and annoying feedback willtre

In most cases, the microphone levels set on thenRAr for the studio audience
are not the proper levels or mix for the broadéesti and master recording. The studio
audience uses the PA system to supplement thetacsasnds from the actors and
devices on stage. The broadcast and recordingmces must rely solely on the
electronic signals produced by the microphonespdaigback devices. A separate
broadcast and recording mixer takes the inputs tf@microphones and effects
playback devices and creates a combined signa&rdift from the PA mixer. The
broadcast and recording mix is then sent to theecboutput devices (see Figure 3.1).

In a few cases, the PA mixer's combined output algb suffice for the broadcast
and recording feeds. The combined audio signat fitee mixer is added to the audience
microphone signal and sent to the broadcast irterdiad audio recorder.

The producer should also determine if a steredélel) or mono (1 channel)
output from the broadcast and recording mixer sred. On the average, studio
audiences can not identify the difference betweeroao signal routed through two
speakers and a stereo signal divided between teaksps. Likewise broadcast
audiences can not tell the difference between aomsa@nal broadcast on both channels
of a FM transmitter and a divided stereo signaeeglly if the stereo indication light is
lit on the receivers. True stereo assignmentssrdgal when producing a recording for

distribution. Personal playback devices with héeay@s and home stereo systems
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employing multiple speakers make a lack of stergiwas very apparent (Talbot-Smith
92).

Radio stations use a variety of technologies tal senaudio signal from a remote
location back to their control rooms. The simpbasd least expensive is based on the
telephone system. An analog or digital interfaeeick called a hybrid connects to the
radio station control console via a standard tedepHine (O’Donnell 308). The quality
of the signal can range from mono and scratchyeiees and compact disc standard.
This requires a clean telephone line (two linassihg an analog stereo hybrid) or, with
some units, a cell phone. Other stations, espedighe performance venue is
physically close to the station, will employ a I@ewer transmitter called a studio to
transmitter link (STL) or Marti unit to broadcaketsignal via special radio frequency
(O’Donnell 310). These transmitters require anhstaucted line of sight pathway to the
station, so elevated antennas may be necessary.

A growing number of radio broadcasters are alswiliging their programming
via streaming internet (O’Donnell 10). The radiedtre performance is sent to the radio
station, but the feed from the radio control ro@mnauted to the transmitter and the
internet simultaneously. In many cases, the progriaag is only produced for the
internet streams and is not created by traditiomat-the-air radio station. Some
educational institutions (and individuals) with@utadio broadcast license produce
streaming internet programming. A computer systerserver with wide uninterrupted
bandwidth to an internet service provider (ISReiguired for streaming internet audio

programming. Most educational venues have widebareless internet coverage or
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wired network connections, allowing the producettimadcast” the performance
directly from the venue.

The technology used to produce master locatiorrdénogs varies as much as
used for broadcasting. As most recording engineeldy employ computers to edit
audio signals, a recording format that streamlthesprocess is desired. Most digital
audio-based systems (e.qg., digital audio tape/DMihjDisc, and audio compact discs)
are cumbersome and the audio signal must be ceavierto computer files prior to
editing. Hard disk recorders, CF recorders, aptblacomputers record the audio signal
directly to computer files (most commonly WAV andP8l formats). The computer files
can then be transferred to a larger system fomeggdit

The original recordings made during the performaatdde venue must be
processed before duplication or delayed broadcEss processing process can include
cleaning up extraneous noises produced by the meglieeplacing scenes that contain
performance errors, adding additional music oworhiictions, and dividing a long
recording into tracks for easy accessibility. Oposcessed, the programming should be
formatted for distribution. MP3 players have beeorery popular in recent years and an
increasing number of consumers prefer music ansbgudgramming as MP3 files
rather than audio compact discs. Most radio stattbat employ computer-based
automation systems to play pre-recorded programmmiige MP3 files (O’Donnell 40)
and most duplication houses want audio compactalbers to be submitted as
individual data files listed in track order. The shaommon file attributes for audio
compact disc creation are stereo channel sepamidri6 bit sampling with a 44.1 MHZ
rate (O’Donnell 85).
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The production elements directly affect what thdience hears during the
production and the equipment necessary for theeaadito hear it. Voice talent, sound
effects, and the electronic equipment used to dmplistribute, and record the
performance are all production elements. Prodnalements include the techniques
and approaches necessary to turn pre-productiomeelts (i.e. script, personnel and

physical requirements) into a finished performance.
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CHAPTER IV

ADMINISTRATION/BUSINESS ELEMENTS

Whether a radio theatre performance is produceal npfit or non-profit
organization, production involves business andrimss practices. The successful
performances become unique works of art which ronegiromoted to audiences.
Marketing addresses the wants and needs of audiémcthe venue performance as well
as broadcasts and recordings. The productiorsrefighe contributions of physical and
intellectual property of individuals and groups wlhimay involve compensation and
special clearances. While some audience membdreniyi enjoy the performance via
broadcast or through a recording, patrons thahatiee performance in person must be
supported by FOH staff. All of these elements mae¢he administration and business

elements of radio theatre production.

4.1 Marketing

The term radio theatre means different things fi@dint people. For an
increasingly small audience, it reminds them ofdeal Age programming and their lives
from 1930 to 1950. For others introduced to modadio theatre performances, it is a
unique story format. The emotions connected teghmpressions range from dear old
friend to worthless relic of the past. When conepgaio modern entertainment, it remains
a substantially different performance medium witlowgh familiar aspects to cross-

market to established audiences.
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The director and producer of a radio theatre perémce must first determine the
style or flavor of the production. Is it an atterprecreate a Golden Age script and
appeal to a historically-minded audience, or usgdichnique of radio theatre with a
modern script to reach a broader contemporary aadie This decision will affect all
aspects of marketing, including message, mediachadnels.

The average modern audience member is unfamilidwtive particulars of radio
theatre and must be educated. The content of éinketing message is affected by this
need, especially if few or no radio theatre plaggehbeen produced in a specific
geographic area. A recreation of a Golden Agetcan stress the “insect in amber”
historical curiosity aspects of the performance¢cimim the same way as military or

living museum reenactors present events withirstotical context. Notorious

productions, such as The War of the Warlisve an added marketing angle: to
experience the show that panicked a nation.

Rediscovering the past is a popular pursuit ofcaliture. Commercial media
uses the music and trends from 20 to 40 yearscagmmmote productions. Simply listen
to the popular songs in automobile commercialdgoaver a link to the past. Classic
rock and oldies are popular radio station programgnfiormats, second only to country
music. Audience members that drive classic cadsean at retro-theme restaurants
would enjoy performances of Golden Age radio plays.

Among its various dimensions, postmodernism andhpodern art takes
historical elements and re-invents these elementestate new expressions. | have an
interest in Mission architecture and furniture 60lyears ago. In the 1990s, a revival of
interest in this style led to new interpretatioc@nbining the classic lines of Mission
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with modern materials. Radio theatre producersusanthe radio theatre production
approach to explore modern issues and themesNatienal Audio Theatre Festivals
sponsors yearly script competitions that presentesoporary issues through radio
theatre.

If radio theatre is found on the airwaves, it isallyy broadcast by public radio
and community-based radio stations; they shouldgpeoached first to promote your
performances and possibly sponsor and broadcast theon-commercial radio stations
appeal to a narrower audience than commerciabsgtand my observations indicate
non-commercial stations and radio theatre shareeacel demographics. Many radio
stations have cooperative marketing relationshijp wiher media outlets such as
television stations and newspapers. Radio, te@visnd print media appeal to different
needs among the same broad audience and aredicgéhcompetition with each other.
A producer gaining the support of one media ounilay receive support from the other
media outlets in the relationship.

The performance and technical differences betwaéio theatre and stage theatre
provide unique opportunities for promotion to pdiginparticipants. In general, radio
theatre makes fewer performance and technical désrthian stage theatre. Individuals
interested in performance but who are reluctapirticipate in a stage play find radio
theatre a pleasant introduction to dramatic amce&s1994, a number of students at Sul
Ross State University majoring outside of the Dapant of Fine Arts &
Communications have become theatre majors aftéicipating in radio theatre. Radio
theatre does not require memorizing scripts andllysunvolves shorter rehearsal periods
compared to stage productions. In today’s hectitfeagmented world, an actor or
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technician that doesn’t have the time for stagattieeehearsals may be able to fit in
time for radio theatre. Radio theatre also apeahon-theatre types who are
uncomfortable with the costumes or make-up demahdtage theatre. Minimal
costume accessories and make-up other than steaetane the norm for radio theatre. A
member of the public can be selected for a wallam in the radio theatre broadcast. It
may be a well-known local person (e.g., a univengiesident if the performance is held
at that institution, mayor, city council memberag&) or a contest winner, with
accompanying media attention. The only demanderparticipant is one or two lines
rehearsed an hour before the performance. It dimuhoted that the wise producer will
have a back-up voice actor in case of stage fright.

The performance and technical differences betwaéio theatre and stage theatre
also provide unique opportunities for promotiomptdential audiences. Radio theatre
requires audio equipment, but not the lighting agding systems found in traditional
stage theatre. Radio theatre production is passibd wide variety of locations not
normally associated with theatre of any type. Agdbdeatre production of the play
R.U.R.in a factory opens up new marketing opportunitigsippealing to non-traditional
audiences for theatre performances. Individualg attend a radio theatre performance
in a factory might never consider seeing that splagin a theatre. Similarly, a portable
sound system can bring radio theatre to new audgedicectly in their comfort zones.
Service organizations such as Kiwanis and Lionglhstepresent political, economic,
intellectual, and social leaders in the communitiae membership of service
organizations influence large numbers of potemizions outside of the organization
and the clubs are eager for entertainment at nggetiShort scenes using minimal sound
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effects and equipments can be performed almostlzrgaelectrical power is available.
Religious congregations, social clubs, and othétipgroups that meet regularly present
perfect potential audience-building opportunities.

As with any marketing, branding the product is kéye audience must be
convinced it is worth their money and time investedttending a radio theatre
performance. The marketing must provide the awdievith an accurate picture of not
only radio theatre but also the specific productod mission statement of the producing
organization (Byrnes 87).

4.2 Special Clearances

As presented in Section 2.1.2, the producer oditeetor is responsible for
securing permission to perform scripts. In sonsesathis permission includes the rights
to take a non-radio theatre script and adapt ipwformance. In other cases,
performance includes a combination of productiofrant of a studio audience,
concurrent live broadcast, delayed broadcast,carded distribution. Performance
royalties are varied, but the key is to allow suént time to secure permission before
committing production resources. Radio theatrsgmés a number of challenges not
normally encountered by amateur theatre compartes\securing performance rights
(i.e., royalty payments in foreign currency, noyioesly determined structure for special
rights resulting in negotiations, et al.). Thequoer should determine a reasonable time
period and double it to allow for the unusual antbtseen.

In addition to script royalties, one must also ¢desspecial clearances
connected to the performance. Musical selectieitiser performed live or using a
commercial recording, may be played by a radiastigiossessing a blanket license
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from the appropriate music licensing organizatimost commonly ASCAP or BMI. A
blanket license paid for by a single annual feevadl the station to play any song
licensed by that organization as many times as¢hegse. It does not give that radio
station or the radio theatre producers the rigim¢tude the song in a dramatic
performance (e.g., stage plays, radio theatre pén motion pictures). Music used in
dramatic performances is covered under dramatiemhanical rights depending on the
situation and are negotiated separately. If ugsiongmmercial recording, both the song’s
composer and the artist recording the song ardvado If live musicians are used, only
the agent of the composer or the publisher of timg $s contacted. Most creative
intellectual property produced prior to 1900 is copyright protected and is considered
in the public domain (Leaffer 5). Just as pubbegin plays and novels can be
performed, edited, and modified without royalty pents, users of music in the public
domain also enjoy these free rights. Note thatenvdnisong might be public domain, a
commercial recording of that song may still enjopyright protection and requires
royalty payments when used in dramatic performan&asilarly, a public domain song
that is “substantially modified, interpreted or ptial” becomes a new work with
copyright protection attached to the new versiogaffer 66). A number of old movies
in the public domain have been re-issued with npaning credits, thus creating new
copyright-protected works.

Some radio theatre producers will include grapimages, either contained in
marketing instruments (e.g., advertising and pnog)eor projected during the
performance. Care must also be taken to traceviiners of these images and secure
permission for use. Sources from prior to 1900usteally in the public domain, but as
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with scripts, sources published in the first hdilftee twentieth century may be controlled
by a copyright owner far removed from the origioainers. Popular sources of graphic
images, including photographs and drawings, apelidraries and stock houses. Since
the invention of photography, stock houses havehased an almost infinite number of
images for use by third parties for advertising aratketing. Most recently, clip
libraries comprised of graphic computer files hbeen made available for sale,
primarily for use in web pages and personal mdteB8#ock houses license their images
for specific purposes by the image. Purchasingglesimage for a brochure normally
does not give the purchaser access to the entlezttion or permission to use the image
in a poster. Clip libraries, once purchased, ndynadlow unlimited access to the entire
collection, but for select uses; most clip librard® not allow commercial use of their
images, only personal use. Since both stock harseslip libraries are in the business
to make money, a royalty or use fee can normallydgpotiated.

Combining the areas of music and stock housesumsintal tracks collectively
known as production music or sound beds are aveaild®roduction music was used to
create advertising spots for radio and televisi®he instrumental music would form a
bed under the voice of an announcer. As corpanadedesktop video production became
more popular, production music was expanded tadekuts longer than 30 or 60
seconds, the typical length of television and radimmercial spots. Much of this music
can be used in radio theatre to recreate advegtspots or as underscoring or theme
songs.

Production music and pre-recorded sound effectdigasissed in Section 3.2.3)
are sold similarly to graphic images. Permissmngde a single effect or music element
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can be secured through either a needle-drop faalwnited individual use fee. A
needle-drop fee is based on the number of timedfaat or music passage is used in a
production and refers to how many times a turntabkdle would be dropped on a vinyl
disc in years past. The effect or passage alsobmgyurchased individually for
unlimited use in a production. Collections ofeets and music are purchased through a
license payment or buy-out payment. Limited licehsellections allow the producer
access to all of the elements in the collectiorafset time period (e.g., three months, six
months, one year). Any updates or additions tactilection during the licensed period
are also available for use, allowing for changesusic tastes and the producer’s needs.
Producers that purchase a buy-out collection olatgihysical copy of the collection with
a one-time charge to use the collection forevary-8ut purchases do not normally
include future updates to the collection, so the@wmay soon own a collection of music
hopelessly out of date or inappropriate for certamtio theatre productions. As with
graphic images, payment to use production musigagsgecorded sound effects in
dramatic performances may not also cover use foadwast and recorded distribution.
While most participants in non-commercial productioealize they will not
receive financial compensation, it is best to niegeta talent release with anyone
connected to the performance, especially voicatagmund effects personnel, and
musicians. The talent release should include tifeet likenesses and talents to
produce a performance for live and recorded distiom. With a talent release, it is less
likely a voice performer will ask for a portion mdvenue from sales of the recorded
performance at a later date. In the event therd@wogis distributed to other recording
publishers or syndicated to other stations, sigaksht releases from participants will
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be required to insure the producers truly haveitite to negotiate the distribution
contract.

Broadcasting the performance from any venue mayiregpecial clearances.
Depending on local laws, non-traditional perform@amenues may require special zoning
variances, public performance permits and liceresed inspections (e.g., police for
security, health department for concessions, erféir safety) depending on local laws.
Some stage theatre venues do not have an audiggtxscontrol area located in the
audience, and seating will either have to be rem@rdabletops installed over the seats.
Any reduction in seating will have to be clearedhwhe box office personnel. The use
of a STL transmitter may require a temporary toimehe parking lot or placement of an
antenna on top of the venue’s roof. Most venueeg hability restrictions on who is
allowed on the roof, and loss of parking spacestiesleared through either FOH
operations, parking officials, or law enforceme@omputer networks and access to the
internet from inside venues may be restricted lsgward or require that a temporary
physical access point be installed. New passwardsmporary network connections
require permission from the computer network marseaged physical plant/maintenance
for installation.

Lastly, non-commercial production by educationat@mmunity-based amateur
groups may involve professional unions and guil@lse scriptwriter may be a member
of Writers Guild of America (WGA), or the DramatsBuild. The performers, along
with the stage manager, may include a mix of Ast&guity, Inc. and American
Federation of Television and Recording Artists (&A) members. The venue may
employ members of the International Associatioi @evision and Stage Employees
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(IATSE) or spotlight operators belonging to thejBctionist Guild. These represented
organizations, along with the Directors Guild of &nca (DGA) and various design
guilds, add complications to work conditions, cants, publicity, and recorded
performance sales compared to a wholly non-commlgoodduction. If dealing with
union or guild personnel, non-commercial produséisuld either contact the
organizations represented or obtain the adviceppbfessional producer with experience
at this level.

4.3 Budgets and Finances

Radio theatre presents some expenses not normalbyetered by the business
manager of a stage theatre production companyuréi 1 lists the most common
budget categories and typical line items assochitdthose categories. The figure was
prepared based on the assumption the producingiaegeon is an educational
institution. Most educational institutions possaggerformance space without charge,
equipped with basic lights, rigging, curtains, @odind systems. Most personnel are not
paid or are paid indirectly from a resource outsifithe budget (e.g. regular salaries for
educators). Promotion costs, along with ticke¢saind normal concessions, are part of
the season budget and not include in the indiviguadiuction budget. Lastly, office
expenses (e.g., phone, fax, postage, Internetjragypgre often considered overhead and
included in the season budget.

As described earlier, the producer must pay perdoice royalties and use fees
for all intellectual property used in the produatioOutside of scripts written specifically
for radio theatre, rights holders for most of fhieperty (e.g. music beds and recorded
music, recorded sound effects, images to be pegjeatusic to be performed live) do not

77



guote the price for rights to live performancegduicasts, and recordings in the same
package or quote. The producer should be prepeatkdietails about the performance
in order to secure the most accurate quote, inotusize of broadcast audience and
expected number of recordings to be produced.

In addition to royalties, copies of the sheet masid scripts must be obtained.

A master copy of scripts and music in the publimdo may be copied at will, but
modern scripts and arrangements may need to bbgsed, either a master copy to be
reproduced or individuals copies for each participdn the case of music associated
with musical theatre, the instrumental sheet mosg only be available in rental form,
requiring a payment and deposit.

Most personnel involved in theatre at educationstiiutions are not directly paid
for their involvement, with some exceptions. Mimis, whether members of a union or
not, are usually paid for rehearsals and perforean©ther individuals outside of the
educational department, such as off-duty secuydyking attendants, and custodial
personnel, may also be paid through the produttimyet.

Radio theatre does not present the same scenicndsmaa found in stage theatre,
but the producer must include costs associatedaldy tables, chairs, and music stands
for the stage. Beyond these basics, the produnckedesigners may construct an on-air
light or create an elaborate set.

If projected images are to be included in the perénce, the images must be put
into a form for either video or photographic prajen (e.g. PowerPoint slides, 35mm
slides). This editing cost is in addition to comssociated with the projection equipment
and screen.
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Lighting costs are typical of most theatre produtsi and include additional
instrument rental, lamp replacement, and gels.idRheatre usually employs a simple
light design and the minimal demand for consumainag be included in the season
budget’s overhead.

As described earlier, costume and make-up demanmdadio theatre can also be
simpler than those associated with stage thedtigasic shirt, slacks, and shoes
combination can be purchased in quantity, while erat is minimal. Radio theatre
props often consist of hats, scarves, and otheumsaccessories. These may be found
in a theatre company’s existing costume storesumhiased. The cost associated with
these props may be budgeted under either costunpesps, depending on the decision
of the producer.

Mechanical sound effects are produced by foundotdnd devices specially
created to produce a sound. Found objects canrobased or rented. Unfortunately,
few places in the country rent Foley devices, sstrpooducers must pay for construction
(after the first show, these devices are in staakdo not incur further cost). Some
sound effects use material that is consumed de@ed performance and must be
replaced (e.g. pistol blanks, soda cans, breakags}

While many performance spaces at educational inistits have a basic PA sound
system, few also have the number of microphonasgdst cables, and playback devices
associated with radio theatre. The producer shioeldrepared to either purchase or rent
additional equipment as dictated by the performance

Obtaining a recording of a radio theatre perforneameguires only a few items in
addition to the basic PA sound system (i.e., aoiddti mixer, audience microphone,
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recording device). However, the producer may wisemploy a trained recording
engineer for the field recording and any post-pobidin editing necessary. A
comprehensive or “one-stop shop” duplication conypaam design and produce graphics
for the CD and packaging, as well as manufactueedhordings. These companies
produce a professional-looking product and ususlye no minimum, although the more
copies purchased the lower the unit cost.

Radio stations require a trained technician betéatat the site of any live
programming produced outside of the studio. The obthe specialized equipment
necessary to deliver the program feed to the stadlbmg with the cost of the technician,
may be included in a package quote that also iesltlde cost of the broadcast air time.
If the program is to be broadcast via streamingrivét, costs associated with the
computer and internet connection should be includéde budget.

While most costs associated with FOH operationsretaded in a separate or
seasonal budget, certain expenses may be attaxtiee production. A special lobby
display gives a dramaturg or other personnel thp®pnity to educate the public about
radio theater in general and the subject mattémeperformance. As mentioned earlier,
much of this historical and educational material ba included in an expanded program
and sold in the concessions stand, along with diéegs of other radio theatre
performances.

Miscellaneous costs include auditions and greemroasts. If sound equipment
such as a microphone, amplifier, and speakersagi®nes are to be used during
auditions, the equipment may need to be rentednf@o items such as snacks and
drinks are a welcome addition to any green roord,lae found that bottled water on
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stage for voice actors is a necessity. Unlesptbeucer provides bottled water, actors
will bring soda, coffee, sports drinks, and othedesirable beverages on stage in an
attempt to stay hydrated.

Lastly, any radio or stage theatre production btidgeuld include funds to cover
contingencies. A producer may find surplusesome categories may make up for
deficits in other categories; the contingency adoee is used as a buffer for

emergencies.

4.4 Front-of-House Operations

FOH or front-of-house operations for radio theaieeformances are almost
identical to that used for stage theatre produstidBox office personnel should be
familiar with the particular technical aspects adlio theatre, and caution the audience
that it is an aural medium and may not be suitedhfe hard of hearing. In many cases,
the use of the venue’s Assistive Listening Deviskel§) system can alleviate this
obstacle. The lobby can be used to display instmual material about radio theatre in
general, the producing company, and the scriptim& line describing major technical
and artistic accomplishments in radio theatre gililesaudience a good historical
perspective. Pictures and biographies of perfasralmg with diagrams of mechanical
effects add to the brand status of the producimgpamy. A lobby display gives a
dramaturg plenty of room to exhibit information abthe playwright, previous
performances, and subject matter of the scriphesshould warn audience members

against the use of cell phones, as they tend taatdtom a radio theatre performance
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even more that from a stage theatre performanedl.pGone ringtones can also make a
live recording unusable.

When stocking concession stands, concession sadefdstake into consideration
the noise produced by the unwrapping, opening.candumption of food and drink
products. Boxed candy and drinks in cups produgstess background noise than
paper and plastic wrapped food and canned sodhe [froducers have access to
recordings of other radio theatre performancesbycbmpany, the concession stand
should stock these for intermission and after-perémce sales. Some producers
produce large-format programs with photos andlagiabout the performance and radio
theatre in general for sale, while others obtaiokscand commercial recordings from the
Golden Age for concession stand stock.

As radio theatre production is unfamiliar to manogi@nce members, on-stage
tours of the mechanical sound effects area withtstemonstrations and audience
participation exercises can be organized and cdaduryy FOH personnel. This is
similar to after-performance talks with the actinsnd in some stage theatre
productions. Also similar to some stage theatoglpctions is the use of after-
performance panel discussions about issues afigingthe radio theatre script or radio
theatre production in general. These also canbeged and moderated by FOH
personnel.

It has been my experience that if any elementerrddio theatre production
process fails due to a lack of planning, it is dldeninistrative and business elements. An
audience can form a poor opinion of a productioproducing company through bad
marketing or FOH operations before the cast mentire a chance to perform. In
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radio theatre, the production is rarely over diteal strike. A lack of attention to details
in securing talent releases, professional contactsafety issues can haunt a producer or
director for years, turning memories of a succégsftformance sour. Administrative
and business elements should never be consideraftieainought or secondary to the

production process.
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Budget Categories

Line ltem Descriptions

& Live Performance

Royalties-Broadcast, Recording

,Script, Recorded Music, Recorded SFX, Project"sd

Images, Live Music

Sheet Music/Script

Rental Fees and Deposits, Pueciaglication

Paid Personnel

Musicians, Security, Parking

Physical Scenery

Construction, Rental (Includes @alChairs,
Music Stands)

Projected Scenery

Media Production, Projector/ScReartal

Lighting

Instrument Rental, Consumables

Costume/Make-Up

Construction, Purchase, Rental, @oables

Props

Construction, Purchase, Rental, Consumables

Mechanical SFX

Construction, Purchase, Rental, Coasles

Sound-Public Address

Purchase, Rental

Sound-Recording

Technician, Equipment Rental, Eglitin
Duplication, Consumables

Sound-Broadcast

Technician, Equipment Rental, AmdjiDelivery
Equipment Rental, Delivery System Fees

Front-Of-House

Lobby Display, Special Concessiom#ge
Expanded Programs/Printed Material

Miscellaneous

Audition, Green Room

Contingency

10-20% of Total Above For Unknown

Figure 4.1

Production Budget Line Items.
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CHAPTER V

CONCLUSION TO STUDY

The first four chapters of this study present adinexamination of the radio
theatre production process intended for individwatk a background in classic stage
theatre. However, reading about the process shiouild way be considered a substitute
for actually producing a radio theatre performande.with stage theatre, each radio
theatre production presents unique challengegdéiatt in a better understanding of the
overall process. A sample script has been includéae appendix along with specific
production suggestions in this chapter for indial$uto gain hands-on experience in

radio theatre.

5.1 Summary Remarks

Radio theatre is a type of dramatic story perforoeahat relies primarily on
audio cues. Radio theatre is similar to stagettbeas both rehearse production
elements and combine these elements togetherdfoeeban audience. Theatre
practitioners possess a foundation nicely suiteatitbthe radio theatre skills to their
traditional stage training. This similarity in proetion approaches and skills also allows
the stage performer to reinforce stage skills thhotadio theatre production.

Theatre practitioners that wish to produce radeatre for a modern audience do
not have a single comprehensive source of infoonatvailable. Most comprehensive
radio theatre texts were written during the Goldge and contain outdated technical
and performance information. Information sourded iddress the needs and
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expectations of modern audiences using currenht#ogy are found scattered among a
number of disciplines (e.g., radio broadcastingsimtecording, speech and rhetoric).
The purpose of this study is to identify skills @adhniques necessary for radio
theatre production for a modern audience, and aonéxe those skills in relation to
classically-trained theatre practitioners. Thedpitiion process consists of pre-
production elements (i.e., script selection, pemsbelements, and physical elements),
production elements (i.e., voice talent, soundotffeand electronic audio equipment), as
well as administrative and business elements (harketing, special clearances, and
Front-Of-House Operations). In all cases, I'vemipted to highlight the similarities and
differences using terms and concepts familiaragestheatre practitioners. Itis my hope
that individuals and groups with prior stage theatxperience will be able to effectively

produce radio theatre using the information comigim this study.

5.2 Production Suggestions for Echoes of Radioland

The radio theatre script included in the appendithis study was written over
the course of two years and is the fourth in aesesf comedy skit script collections
originally written for the Sul Ross State UniveydRadio Theatre Project. The SRSU-
RTP was founded in the spring of 1994 and begamdduce full-length radio theatre
performances. The group soon received requessrform shorter pieces in a radio
theatre style. The performances used audio equipame were performed for live
audiences but were not broadcast or recorded. Warded as a pool of scenes to

perform for various groups was collected into felgth scripts.
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Echoes of Radiolanid a play within a play. The six actors in thetgalay a

group of actors performing a radio play, in additto the characters in each scene.
Some of the scenes reinforce the actors putting slmow backbone while other scenes
are independent of the story. The order of thiecggitained scenes can be moved or
eliminated for time. The play within a play alseeas the actors a sense of ensemble.
Each time I've produced the script, I've cast theeamble and then only later assigned
character parts for each scene.

Figure 2.4 is a good model for the physical requerts and layout for producing
the script. The on-air and applause lights brivegaudience into the spirit of a broadcast
play. Itis critical that the audio controls andker for the audience speakers be located
in the audience, so the operators can hear frorautieence’s perspective. The broadcast
and recording mixer can be located elsewhere @sderithe operators can see the stage.
The same type and model of microphone should be feseach application (i.e. vocal
reinforcement, mechanical effects, and music)n&edized microphones with the same
electronic characteristics reduce problems withathdio signals. The tables located in
the mechanical effects area can be moved to prak&best visibility of devices by the
audience.

Suggestions regarding the style of music to ugeaasitions and backgrounds are
given in the script without reference to any spe@bng. | have found that musicians
are creative people, and studio musicians arewasatile. The one exception in this
play is the Oklahomagbarody. Producers must use the original instnimmausic under
the new lyrics. A parody of this type is considkeelegal form of comment by the U.S.
government, and producers do not need to seek ggonito use the music from the
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Rodgers and Hammerstein Estate. As noted eaheproducer must purchase or rent
the instrumental sheet music for all songs includetie performance. Organizations
such as MTIl and Rodgers and Hammerstein regulaniyscores and instrumental
arrangements for the musical theatre propertiéisaim respective collections.

Sound effects in the play can be accomplished mikhanical devices and vocal
effects. | especially enjoy hearing actors vocetate the sound of a large alligator at a
gator pit. Some devices are commonly found sugiogsand pans, while other may
need to be constructed. The original door useR8U-RTP was a standard door cut
into two horizontally. It looked good on the stdge was difficult to use. The current
door is 18"x24" and is mounted to a box to credteavier sound. The current door also
has standard hardware including a knob and seairéin.

The first three scripts in the Radiolaseries also contained individual scenes and

commercials similar to those found_in Echoes ofi®add For the first three scripts, |

created a graphic image to accompany each scen@ajedted the images on a screen
located above the stage. The first two scriptsleyenl 35mm slides and a very noisy
projector. The third script used computer graphitg a video projector. While | did not

create graphics for Echoes of Radiolaghphics may be added. | suspect that drawings

of the actors in the Oklahomparody wearing Japanese costumes, projected dimeng
songs, would be very funny.

| have been involved in two production_of Echoe®faflioland Each series of

performances was well received by audiences batraulted in some problems
common to stage theatre performers not familiah wie dynamics of radio theatre.

Some stage theatre actors forget that every pHysttian must be accompanied by an
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aural action or sound. In a similar fashion, hopedgormance sounds is more important
than how the performance looks. By the time onergdaying the alligator at the gator
pit performed on opening night, she was crawlinghenstage floor and nuzzling the
other actor in the scene. The performance playsbtavthe live audience, but the
sounds picked up by the microphone on a floor stdooVve the actor didn’'t support the
laughter from the audience. The problem is mdwmyito occur if the radio play is
performed on a stage used for traditional theawdyxtions by the actors. Stage theatre
actors are conditioned to consider both the viandlaural aspects of a performance
while on stage, and the familiar surroundings tifeatre space may result in confusion.

During the performance, the stage manager useal\dses to indicate entrances
and exits of characters, execution of sound eff@etsmusic, and other technical details.
Stage actors and technicians are not used to \sealfrom a stage manager located on
or immediately below the stage. In both produciohthe script, either the performer
did not wait for the cue or the stage manager asduire performer would follow the
script. During the second production, the assigtage manager had television studio
experience and was familiar with giving cues tdqreners.

| consider_Echoes of Radiolatmibe a radio theatre script with a modern format

and with modern content. This opinion should imoitlthe producer in choices for set
dressings, FOH operations, costumes, or marketeyghics. Throughout the Radioland
series, productions have recreated a 1930s stytg/ loomplete with usherette uniforms
and specially printed programs with leatheretteeceand tassels. The play areas on
stage were enclosed with flats painted in an Acdstyle, adding to the visual impact of
the production.

89



Stage theatre producers attempting to produce EabiodRadiolandhould obtain

the services of an audio engineer with experiengrultichannel location recordings and
radio remote broadcasting. Many theatre orgamnatdo not produce microphone-
intensive productions on a regular basis and tbeatdio engineers may not have
recording experience. If the production is to bealdcast, ask the radio station to
provide the personnel and equipment to get theakfgom the venue to the station.
Radio theatre has been an important part of mydifenany years. As a child, |
would often search my local library for new acauiigis. One summer | came across

recordings of Golden Age radio shows on cassetieading Burns and AllenThe Green

Hornet and a science fiction performance_on One StepiBtyl had never heard of
radio theatre prior to that summer, but soon | bexa fan. These three recordings and
subsequent radio theatre experiences have allow isteetch my imagination. Radio

theatre has taught me the meaning of the term fiheithe Mind Computerized

special effects on a movie or television screenmeer hope to compete with the
pictures in the mind of a radio theatre audiencenbex. The imagination of artists and
audiences come together through radio theatre npeafuces to create a special
experience for all. 1 hope that the informatioml aaript contained in this study will

allow the joy I've felt though radio theatre to é&eperienced by others.
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ECHOS OF RADIOLAND
An OTR-Style Radio Play

by Keith Ray West

©2000 Keith Ray West. All rights reserved.
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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 andritions
Scene 10 - Coffee Patch

Scene 11 - Classic Literature |

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 Il

Scene 17 - Radioland News Update

Scene 18 - Classic Literature Ill

Scene 19 - Closing
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PLACE

A stage set for live radio theatre. Four micropgsoan floor stands DL. Table with
sound effect toys and floor-mounted devices DRe @iicrophone on boom stand for
table effects; one microphone by floor-mounted desi Six stools (bar stools) behind
(US) of microphones. One chair/stool behind soefifelcts table. On-Air/Applause sign
mounted above and to one side of stage (worki@gtional projection screen above
stage for graphic icons. Optional boxes near iddial stools for visual props.

PRODUCTION NOTES

The show should emphasize character voices andlsgtetts whenever possible, but
also give a good visual show. Graphic icons reprsg the various components of the
show (Play theme, Uncle Ray’s, TV on Trial, et ahjh be projected onto screen over
actors. Visual accessories (hats, scarves, gatat puppet) may also be employed to
suggest characters, but within reason. Part ofuihef live radio theatre is letting the
audience in on the process, but keeping the sourelfpr the “audience of the
airwaves.”

This script has many references to Sul Ross Staieetsity, the home of this script and

the Sul Ross Radio Theatre Project. For otherggosimply 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. Hadtemyble finding the theatre? Good.
I’'m Jim, your official greeter. And I'll be doing bit of acting tonight, so be sure to clap
real loud when you see me. Now, before we begihtlaa rest of the cast comes out,
I've got a few instructions for you, but | promifere won't be a quiz. We're
recording/broadcasting tonight’'s show, so whert'@m Air” light is on, be sure to react.
We want the audience at home to know just how nfiulyou’re having with us. Also,
please remain seated during the entire performaHosvever, case of an emergency,
you will find exits at the front, middle and backtbe auditorium. In the event the
theatre loses air pressure, a mask will drop doam fabove. Firmly grasp the mask
with your hands and place over your mouth and nessyring the strap around your
head. If you brought small children, then putitieessk over your own nose and mouth,
and leave them to fend for themselves. That weerets more oxygen for the rest of us.
In the event of a water landing, your seat cuslkEnmot be used as a flotation device,
but should float long enough to mark the crash s#ted lastly, be sure to obey all
flashing lights, including the “Applause” sign Ided on the stage. In addition, if you
feel like laughing, go ahead. We're not gettingdpauch . . . actually we’re college
students so we're not getting paid anything. Bdtee’re paying for the privilege of
participating in this show. Which really doesn’ake much sense when you think of it.
| mean, what other professions do you have to pe/ 1've heard of starving artists, but
this is a bit much! (Recovers) Sorry. I've gatuss. 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)ldleveryone. Tonight, we're trying
something new. Radio theatre. Well, it's not elyagew. | mean radio plays have been
around for some 75 years. Not this play; it's nempractically new. The author’s been
working on it for over three years. Which soulikis a long time, but really isn’t. |
mean--

JANICE
--What he means is that tonight we’re going to paeda radio play, right on this very
stage, complete with all the bells and whistles.

(SFX: Bells and whistles from Foley table.)
See what | mean?
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RAY
Thanks, Janice. You folks in the audience can’telkinda nervous. There’s a lot
riding on tonight’s performance. We've got a pot@rdonor in the audience that’s crazy
about radio theatre. You know, “Theatre of thedmation?”

(FRED, SUE, JIM and MARY have finished their
preparations, and gather by stools.)

MARY
You see, radio theatre relies on your imaginatiostead of complicated sets, lights, or
costumes.

FRED
Which means that compared to most theatre prodwgtie’re cheap.

RAY
But never easy. And if we do a good job, we miggtta very juicy endowment.
(Pauses, dreaming of money) Everyone ready? [Etisrget 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 &tubheatre in the Franquois Fine Arts
Building on the campus of Sul Ross State Univeiisityeautiful Alpine in the heart of
the Greater Brewster Metropolitan Complex in thg Bend region of the Great State of
Texas, Echoes of Radiolamsinow on the air.

(Rest of cast play*ichorus of “Happy Days Are
Here Again” twice on kazoos.)

Starring (list cast members) and I'm your announ(sate 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 @eee the last installment of that
famous Western Home on the Raniggerviews with some very interesting and unique
people, an episode of the soap opera Mystery Tdeasalute to Classic Literature

few commercial messages and a new educational segmeecall T-V On Trial
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RAY - Cont.
So without further ado, or a don't, let’s beginhvé 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 dalite in a neighborhood that’s
hard on pets, not to mention yourself? Then getawn to Uncle Ray’s Gator Pit and
Exotic Pet Farm. We’ve got ocelots you'll loveoa &nd boa constrictors with a million
hugs built into each and every one. Tired of geldand guppies? Our pirana can strip
the hide off unwanted salesmen and guests in Haeends flat.
(SFX: Splashing and munching sounds.)
And talking about home protection, this little 3a@und bundle of joy is called Fluffy.
(SFX: Gator roar and hiss.)
She’s a gator that’s great with kids but heck ortyparashers.
(SFX: Yell of pain, followed by whimpers
& vocals off-mic.)
(Yelling.) Fluffy, get away from that nice coupl&orry about that; just keep direct
pressure on it and I'll get to you in a minute.ofMal.) Fluffy, | told you to greet the
customers, not eat them. Bad gator, bad gatow ¢dmon 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 &l on the unusual side, don’'t keep
cruising the single’s bars, come on out to Unclg'K&ator Pit and Exotic Pet Farm.
(SFX: Sad gator hiss and whimpers.)
Fluffy, I didn’t mean to hurt your feelings. Nowanly crockediles cry. Fluffy. Who's a
big gator? Who's a pretty gator? You are, that®. Yes, you're the pretty gator.
(SFX: Happy gator hiss and laugh.)
Now go on and play nice with the Bramah bull. Thaincle 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 prabl It seems that our sound effects

artist didn’t show up, and we have no choice bugaiocel the rest of the radio play.

CAST
Cancel the play? Cancel? We can’t cancel! | kitevas too good to be true.
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SUE
(Rushing over to the table) Hey, | can do the sloeffects. Give me a chance. I've
been to all of the rehearsals. Please? (Grabk Ittoxe this stuff!

CAST
Sure. But you've never done them before. Whavddave to lose? | say let her try.

RAY
You're right, what do we have to lose. OK. Getytoys ready. | just hope this works.
(Looks at watch.) Great! We're running late. Weut the intro and cover with the
announcer. Places everyone.

(SFX: Organ music under introduction.)

DUDE
Welcome to the continuing soap opera we call Mysidreatre In tonight’s installment,
David has discovered Carol’s three love affairs laasl decided to give her a little
present._Mystery Theatralready in progress.

DAVID
It's all over, Carol. | can't take it any longefhe deceptions, the lies, the three love
affairs. It's all too much. I’'m going to end thekarade.

CAROL
Put the gun down, David. You’'ll never get awayhwit

DAVID
Good-bye, Carol. It was fun while it lasted. Ipulling the trigger now. (Pause.) | 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
| just didn’t have the gun loaded. There. Now gagd night, honey. (Pause.) Ah, who
needs a gun. I'll stab you with this knife, thikest 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 | 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. | can’t take this anymoi'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
| 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 herd/here’s the door? I'm going, I'm going--
(SFX: Cockoo sound)

That’s not funny. Someone, please, | just wanthadl 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. Whatti i
(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 Whar

CAROL
| didn’t know it myself. Yes, David. Let’s leavé.don’'t care anymore. On a bus, a
plane, a train--

(SFX: Sleigh bells.)
Santa Claus’ sleigh?

DAVID

| 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,” hajf not the last installment of
Mystery Theatre

(APPLAUSE SIGN blinks briefly.)

RAY
| want to thank everyone for your patience. Totigghot quite worked out the way we
wanted, but I'm sure the worst is behind us. Fraw on, it's smooth sailing.

SUE
Yeah. I'm sorry about the sound effects. It loakst easier that it really is, but it's fun!

JIM
| still think you played that cuckoo sound on psgo
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MARY
Just let it go, Jim. Besides, | thought it wasdkai 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.) Dtale 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 questi@a you have an older relative that
gets on your nerves? Want to put them in a fgcliiut afraid they’ll be so bored you'll
get calls to entertain them at all hours of the @ay night? Well, now your worries are
over. Just bring them to our new Indian Nationsggi Hall and Nursing Home.

(SFX: Bingo hall sounds under)
We've done an extensive study and found that miagiobaddicts are over the age of 65.
And as the population’s average age increasesitéahs more customers for Native
American sponsored bingo halls. But let's facéytthe time they reach their 80's or
90's, most of that disposable income goes to th#theare industry. So we thought,
why not combine entertainment with professionakelthre. Our newly expanded
playing hall can accommodate over 500 playersiagds. And if your loved one is bed
ridden, closed circuit T-V can keep them righthie fiction 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 bing icea matter of seconds. Existing on
a fixed income? Not to worry. Social security aatirement checks can be direct
deposited, payable in weekly bingo card allotme&s.if you're an upwardly mobile
professional with older relatives, think about 0$e Indian Nations Bingo Hall and
Nursing Home. Certified by the National Associataf 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 Todaym your host, Bert Choking Chicken. On this
program, we examine efforts by historically mistesband abused minorities to take
control of their own destinies and to reclaim th®sic human rights, even if those
minorities aren’t human. First, we have GeneratissJohn 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
| thought you looked a bit smaller than most of guests, but didn't want to say
anything.

JUAN
Very polite, but unnecessary, Bert. | don't thyoki or anyone else could properly insult
a cockroach. We've heard it all. That's why wenied the Etymological Liberation
Force or E-L-F for short.

BERT
How did you come up with the name of your organaret

JUAN
After extensive marketing studies, we discoveredviord "cockroach" had severe
negative connotations. So we use our organizatamronym, E-L-F. After all, what
could be more positive? Elves make Christmas aogshelp Santa Claus. They are
cute, friendly, and happy creatures. Who doesni kelves?

BERT
And has this helped the public image of cockroaghes
JUAN
Not a bit. People still want to kill us on sigi$o we're taking the fight to the streets.
BERT
What do you mean?
JUAN

Elf units are already on the march . . . or crashduld say. With luck, the world should
be in total insect control by next June. It's tifmethe glorious bug state to rise. One
world, one system.

BERT
And where did you first develop this notion of gglaiate?
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JUAN
In Havana. | come from a long line of Cubano Coekhes. My great-great-great
grandfather fought with Castro during the Revolatio

BERT
So that would make you a Communist Cuban Cockroach?

JUAN
Actually, | had to move in with my girlfriend in MeEngland due to political reasons
and rent control, but my heart remains in Cuba.

BERT
A Communist Cuban Cockroach currently cohabitatm@onnecticut? You must be
kidding.

JUAN
Kidding, human? How would you like to discover afeny soldiers in your dinner
tonight, eh? We will be victorious. You humanséaade a mess of things for far too
long.

BERT
Be that as it may, we've got another guest who tdigagree. I'd like to welcome
Gladys Davis, Certified Domestic Fairy, Supervi€tass.

GLADYS
Thank you Bertram. It's a pleasure to be on tlosvsh

BERT
Now, Gladys, I'm sure one of the questions thatamglience has is, what exactly is a
Certified Domestic Fairy?

GLADYS
Bert, with that whole Gay Alliance thing, we deaide license true fairies, according to
job categories.

BERT
| admit, when we met before the show, | couldnityeu were a fairy. | guess | was
expecting a shimmering dress and cute little wibgs you're not wearing those. Why?

GLADYS
Those accessories would get in the way of domé&sties, so we usually don't wear
them, except on formal occasions. We're not glamoasifairies like Tinkerbell, but we
get the job done.
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BERT
And what jobs would those be? Just what typegaiats are considered domestic?

GLADYS
Let's take my career, for example. I've been aaftimfairy ever since graduating from
good ol' P-D-U.

BERT
Which is?

GLADYS
Pixie Dust University, silly! Then we start as Inalny Fairies. We regulate the
temperature of the water, the balance of bleadalinc softener, that sort of thing.

BERT
But I've had colors mixed with whites and even kadks disappear right out of the
machine. Why don't Laundry Fairies prevent it?

GLADYS
As with all beginners on their first job, you shd@xpect the occasional mistake. That's
why we post a warning sign: "Laundry Fairies carts®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 Eggyof fairies and are invisible. But our
lawyers assure us it's perfectly legal.

BERT
Figures. Now, does a young fairy remain on laurhirny forever?
GLADYS
Not at all. They can be promoted or demoted depgnain 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 Toilgid?d&airy do?
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GLADYS
They make sure you never run out of toilet papkethe spool's almost empty, they put a
new roll on the holder. But sometimes the fairyeleps an attitude. Some have been
passed over for promotion for years and they becasmecruel.

BERT
How so?

GLADYS
They don't keep the T-P supply up to date. And g@me of the more sadistic ones
place the extra roll just out of reach, even if ginetch on tippee toes.

BERT
As a Domestic Fairy Supervisor, what has been pmgest problem?

GLADYS
The federal government. For example, there ic#ise of Tooth Fairies. You know how
they work.

BERT
Sure. A kid places a tooth under his or her pilldwmight, and the next day, they find
money in its place. How could the government haredlems with that?

GLADYS
Quite easily. They think the children should reégbe money to the I-R-S as income.
Then there's the whole question of the teeth themese

BERT
The teeth?

GLADYS
My tooth fairies have been charged with the illegahsportation and disposal of
biological waste. If it came from a human, yout to get all sorts of permits just to
handle it. Next thing you know, I'll have problemigh preventing hair-clogged drains.

(SFX: Theme music under and out at end.)

BERT
Just another example of a minority being hurt leyahreasonable rules of an uncaring
society. It's time for all of us to take back widual power, to proclaim from the highest
points that we will not go quietly into the nigkitat we are women, hear us roar. That
Empowerment Todawill continue to bring you the stories of our brets and sisters
seeking a better life.
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JUAN
And seeking Twinkies. Remember that cockroaches Tavinkies.

BERT
This is Bert Choking Chicken for Empowerment Taod&oodnight.

(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 tastattthat can’t be beat. Billy Bob’s
Burpless Baked Beans. A fine tradition for ove® 8ars. (Pause) You know, many
people ask us how we developed the concept of éssdieans. Well, it all started during
the Civil War. General William Roberts was tryitgfind a quick, easy way to provide
hot meals to soldiers in the field. He hit upoe ithea of using artillery pieces as
improvised ovens and filled a cannon with ordinginto 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 gunpowded when it got too hot,

(SFX: Explosion.)
the explosion literally blew the burps right outtbbse beans. While times have changed
and technology’s improved, the basic principle remmshe same today. So whether
you're a discriminating gourmet or a consideratendr party host, pick up some Billy
Bob’s Burpless Baked Beans today. Featured atrés&urants 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 Ratigeon-going story of a sweet,
innocent school teacher and a stalwart sheriffien@ld West. Our story opens as our
title characters, Sam and Jane, are deep in c@at@rs

(SFX: Western street ambiance under.)

SAM
Jane, love of my life. | hope this won't cause tmthink less of me, but | don't think |
can face those ruffians and nare-do-wells for agrodlay. | knew there would be risks,
but day after day, week after week. The physicabdais just more than | can handle.
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JANE
But Sam, you're the best school teacher these Ipavtsever seen Why, when | think
about you standing in front of those childrenugtjmakes my little heart go pitter-pat.

SAM
True, ever since | answered the call of educatanrelationship has grown stronger, but
you can't imagine the pure, unadulterated terrdh@fclassroom. Oh, if only I'd been
hall monitor when we were kids. Then, maybe I'dhzesheriff of this town.

JANE
Sam, punkin'. We've had this conversation a nmiltimes. There are just some jobs that
are best suited for a man, and some that need awsntouch. Now, I've go to go. The
stage came in about fifteen minutes ago, and | teesde if any of the passengers may
be trouble-makers. Being a sheriff is a twentyrfloour a day job.

(SFX: Kiss.)
Run along, and I'll see you tonight.

SAM
(Mockingly) “We've had this conversation a milliimes. It's better if you stick to
something you can handle.” Ha! | don't think apereciates the job | do every day. |
think she just doesn't appreciate me. Well, whatlado? She is the most eligible
woman in town, and on a teacher's salary, my ce@oe somewhat limited. (Sigh.) I'd
better get back to the school house.

DENISE

Hey there, sweet cheeks. Where are you goingthéthlong face?
SAM

Are you talking to me?
DENISE

You bet your buns | am. Name's Denise. Just fjohe stage, and looking for a little
excitement. Feel like I've been rode hard andchputy wet. You got any suggestions
where a gal might get a bath? Any personal sumesst

SAM
Well, there is the hotel. And if you plan on stayior a few days, there's always room at
the boarding house.

DENISE

Sugar britches, | don't think we're communicatihgt 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 ofvh. 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 asréimching type.

SAM
I'm not. That's why I looking to sell it. Shoultlhe 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, doet lyou even have a bathtub out there
where | can soap up from head to toe.

SAM
Well, 1 don't know. You see, I'm kind of seeingrgone, and it might not seem proper
if...

DENISE
Oh, I understand completely. A man as strong arié as yourself must have your pick
of companions, but consider this as an act of kesdrio a stranger. However, if you
think that your special someone might object . . .

SAM
No! She probably wouldn't even notice. Or mayte would. | 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 stadfice to collect my things and then we can
go out to your place. | 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. Ijust love a maattdrives a buggy. (Normal.) What a
goof. This ought to be a piece of cake.
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DUDE
Meanwhile, Sheriff Jane is talking to Jake, theskive 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 my business is down right scarce.
Just a couple of cattle buyers and a gal. Diécbgnize her, but she sure was a sight for
sore eyes.

JANE

A stranger, you say. Well, try to describe her.
JAKE

Real fine, like | said. In fact, here she comeeswdy, ma'am. What can | do for you?
DENISE

I'm here to collect my bags. My ride should beshemy 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 heraj are 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 wowslgit me just fine. Oh, here comes
my ride.

SAM
Sorry I'm late, but the horses just wouldn't behaylet, so | left them at the livery. Oh,
hello, Jane. Have you met Denise here?

DENISE

We were just getting acquainted when you ran upeswheeks. Now, why don't we go
on out to that ranch of yours and let me get @k @nd squeaky clean.
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JANE
Sam, just what do you think you're doing? And Watl this "sweet cheeks" and
"squeaky clean" stuff?

SAM
I'm just being kind. I've plenty of room out at ipkace 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 comelbkater for the two steamer trunks.
Bye, Sheriff.

JANE
There's something about that woman | don't tr@stid 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. 1 just think there's moré&éo than what's on the surface.

JAKE
Yeah, and by the sound of it, Sam's going to de®ealsurfaces 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 Demnesenaking lemonade in the kitchen.

(SFX: Pitcher of lemonade being stirred.)

SAM
| haven't made lemonade since Jane and | wentabipitnic last month.

DENISE
You need to live a little, Sam. Like earlier thiternoon. You didn't have to stay out in
the barn while | took my bath. We're both fullyogn adults.

SAM
(Admiringly.) You sure are! Oh, it's just thatvhs expecting a different reaction from
Jane at the stage depot.

DENISE
You and the sheriff are pretty close, aren't you?

SAM
Some, but | think she cares more about her job tisaPAnd then when you showed

up ...

DENISE
You thought that she would be jealous if you amgtte alone. | know that, Sam. That's
why | went along with it.

SAM
You did? | mean, you knew? I mean. ..

DENISE
You don't think | would be alone with a man undermal circumstances, do you?
Where absolutely anything could happen? What ¢ypeoman do you think | am?

SAM
Oh, 1 didn’t mean it that way, Denise. I'm justmused someone as sweet as you would
ever consent to be involved in something so dededhd after everything you and I did,
Jane didn't say a word. Oh, I don't know whatd@dymore.
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DENISE
Come over here, Sam, and let me give you somedisiexdvise. I'm sure Sheriff Jane is
crazy about you, but you didn't give her enough amtion. I've got an idea. Let's
pretend you have fallen in love with me and we'geided 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 weddieggnt. You could sign over the
deed to me right now.

SAM

| 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 myldesthe bedroom. I'll just go back . . .

DENISE
(Interrupting) 1took the liberty of getting theed after my bath. Now, just sign on the
dotted line.

(SFX: Pen scratching on paper.)

SAM
You're so organized, Denise. | don't know what Mdiave happened without you.
There.

DENISE
And I'll just go back to your desk and blot thiy.dBe back in a minute.

(SFX: Door knock.)

SAM

Coming.
(SFX: Door opens.)

Oh, it's you, Jane. What brings you out here? 'tQmu have a town to protect?
(SFX: Door closes.)
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JANE
I've got to talk with you, Sam. That woman is wiat you think she is. You're in
danger.

SAM
And what women would that be? Possibly my fiaienise?

JANE
Fiancé? Have you taken leave of your senses? ddowd you fall for that kind of
woman?

SAM
You don't know anything about her. She takes mewsdy. She thinks I'm handsome.
She...

JANE
Is a lying, cheating con artist. Don't you sed®'Sonly using you. | found a wanted
poster on her at the office. Honestly, Sam. Howal think she could have fallen in
love with you, in one afternoon, if she didn't wantnething?

DENISE
Actually, I'm kind of fond of him, like a puppy dodf course, | usually kick puppy
dogs out of my way, so I'll be leaving now.

SAM
And all that talk about helping me get Jane ande$wieeks was all for nothing?

DENISE
| wouldn't say that. Jane got to see the trueayalil got a signed deed to your ranch. I'd
say it was a very profitable day. Now, if youXiceise me.

JANE
Sam, | can't believe this. | leave you alone foe short afternoon. And you, missy. You
don't think I'm just going to let you waltz out loére.

DENISE
You don't have much choice.
(SFX: Revolver cocking.)
This is a 44 caliber Colt seven shooter. Now, karmland turn around.

JANE
I'll hunt you down, Denise. Hunt you down and mg&a 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 alt?igh

DENISE
Don't worry about her. She's past caring abowdu'we got other worries. Didn't | see
railroad tracks outside?

SAM
Yes, the train runs right next to my ranch. Sot®ha

DENISE

So, I'll tie up my loose ends and get out of thek hown all at once.
(SFX: Door opens.)

Now, move.
(SFX: Door closes.)

DUDE
Will Jane recover? What will happen to Sam's r&nénd what did Denise mean by
tying up all her loose ends. Today's exciting casion after this important message.

JANE
Howdy, boys and girls. This is Sheriff Jane. Ymow, nothing takes it out of you like
a hard day of fighting outlaws. You really burnthp calories, not to mention those
essential vitamins and minerals necessary to kéegyhealthy and strong. So at the
end of a day, | like to curl up with a big glassrobsto. It's so easy to prepare. Just
place two heaping tablespoons in a glass of mitksdin. And for you overweight boys
and girls with your mouths wired shut in a despeedtempt to lose weight, Frosto is just
the ticket. Nutritious and tasty, ask for FrosRemember, if you don't buy Frosto, then
I'll have to go off the air, and we don't want t{héd we? So buy lots of Frosto. And get
all your little friends to buy Frosto, too. Avdile at a store near you.

DUDE
And now for the conclusion of today's exciting egis of Home On The Rangés you
may recall, Denise has taken Sam away at gunpothtedt Jane for dead in Sam's
parlor. We pick up the story some minutes later.

JANE
(Recovering.) Oh. Uh. Sometimes that boy is ntiareble 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 theaning of this? Why do you have
me tied to the railroad tracks? These ropes dtmguoff the blood to my brain.

DENISE
And yet you still sound like a wimp. Pity. It'seny simple, Sam. I've got the deed to
your ranch. The train comes along, mashes youaimgfieeasy spot, stops, and | escape.
No witnesses and | live in the lap of luxury foe tfest of my life.

SAM
You scoundrel! | should have listened to Jane.

(SFX: Pump shotgun or pistols cocking.)

JANE
You're right. You should have. Don't make a maenise. 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 awfulyse.

DENISE
Listen, Jane. | understand you're sore at merfocking you out, but let me make you
an offer. First, why should we be fighting oven&a 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,tbettrain?
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JANE
Hush, Sam. We're talking. You know, folks haweaals said | could do better, but |
never paid them any attention. Sam was justhere, like one of those cute little
Mexican dogs.

SAM
Now | really must protest at being compared toiawdhua.

DENISE
Hush, Sam. She said we're talking. He does mchine and complain a lot, doesn't
he?

JANE
Girl, you don't know the half of it. Last monthewent on a picnic and he couldn't stop
complaining about the road. "Oh, it's too bum@an't you slow the horses down." All
afternoon long. | swear, | was ready to take oyigom and shoot him.

DENISE
My feelings exactly. You know, when it comes datert, the only thing Sam's got
going for him is the ranch, which I now own. Oflicse, 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 whemptheipal witness is a greasy spot on
the train tracks.

JANE
Good point. Let's go back to the ranch house @ulids this further.

SAM
Jane, you can't leave me here. | demand you o&igght now!

JANE
You just don't get it, do you? Well, what do yogoect 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 hy.)

(SFX: Western music up and under ANNOUNCER
then out at end.)

HOME ANNOUNCER
This has been another episode of Home On The RaBgeaure to tune in next week as
Sheriff Jane begins a new career as the firstesate agent in the West. On behalf of
everyone in the cast, with one notable exceptiea,y®u 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. | am known as Moonbeaihweelcome to the environment of
the Transcendental Café. All of us hunger to achieew states of existence and the
Transcendental Café was created to help otherswdisthese levels. How may | assist
you in your quest?

BUBBA
I'd like a cheese burger, heavy on the onionsydugs and a long-neck.
MOONBEAM
First, should you not perform an inventory of yspirit?
BUBBA
A what?
MOONBEAM

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

BUBBA
Listen, according to my watch, it's after one. Timeans lunch. And every work day,
lunch means a cheese burger, fries and a coldrienkg-

MOONBEAM
However, should you not consider the phrasing of yequest. Are you not satisfied
with your physical appearance? Why do you seel@ tong neck?
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BUBBA

| mean a beer! A cold long necked bottle of be&nd what do my looks got to do with
it?

MOONBEAM
| simply suggest your subconscious may reveal amathfulfilled requirement you
possess. What do you feel?

BUBBA
| feel mad, a little hurt, but mainly a need to thet heck out of this crazy place!

MOONBEAM
Wonderful. Your subconscious has persuaded yowsaions mind to resume your
journey in this world.

(SFX: Bell over door rings once.)
Continue, gentle being, with the knowledge thatjtheney is the real path of existence.

CUSTOMER 2
Hello.

BUBBA

Excuse me, ma’am. | wouldn’t go in there if | wgai. They're plumb loco.
(SFX: Bell over door rings once with door
slam.)

MOONBEAM
Welcome to the Transcendental Café. How may Ifl@ssistance, gentle folk?

CUSTOMER 2
| feel a hunger, but cannot locate its source. yoanhelp me gain satisfaction?

MOONBEAM
Of course. (Yelling.) Hey, Charlie, lady at @lbbur needs a cheese burger and some
fries. (Normal.) And would your current stateexdstence flow better with more
liquids?

CUSTOMER 2
Please.

MOONBEAM
(Yelling.) And draw a pitcher of dark. (Normal.)yibu wish to use the time to discover
the truth of the Many, you're sustenance will agrghortly.

CUSTOMER 2
Thank you so much.
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DUDE
The Transcendental Café. Where hunger is jusita 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 Invens and Products’'m your host,
Tammy Sale and today’s guest has taken the phEasaything Old Is New Again”
straight to the bank. Let’s give a completely sthgnd 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 growimgpanies in America. How did
you do it?

CHUCK
Simply by taking some classic ideas and applyihtila modern technology. You see,
I’'m a professor of medieval history by trainingnéday, | overheard some student
complain about the lack of reliable home securithat’'s when | had the idea to
resurrect medieval ideas and apply them to our mmopi@blems.

TAMMY
Absolutely fascinating. But how can an idea fronmétreds of years ago have any
application to the world of today?

CHUCK
You'd be surprised how many modern inventions veeeated years ago, but lacked the
technology to make them practical. The great Ledm®a Vinci designed a human-
powered glider that never worked. But slap a mode@soline engine on it, and it
became the ultra light.

TAMMY

Enough facts, you've convinced me. But how canieed 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 lookuataemonstration model here in the
studio. Now, Tammy, ever heard the phrase “A manise is his castle?”

TAMMY
Sure, but what does that have to do with home defén

CHUCK
Plenty, when you combine a modern suburb dwellirth & 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 witsh, snakes and snapping turtles, but
sometimes the customers want something with a fitibre bite.

TAMMY
Such as?

CHUCK
On special order, we can stock a standard moatalligators, crocodiles and even
pirana.

TAMMY
Sounds dangerous. What about innocent by-standers?

CHUCK
We post warning signs completely around the maed.aAnd truth be told, the creatures
are not really dangerous. We use the moat mongrévention and intimidation than
actual protection.

TAMMY
Incredible. But let's suppose the bad person makesoss the moat. What's to stop
him or her from simply walking into the house?

CHUCK
Another bit of medieval technology. Boiling oil {so
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(SFX: Bubbling oil, gas burner)

TAMMY
Boiling oil? Surely that's illegal.

CHUCK
| challenge anyone in the audience to find a lagwenting the private ownership of
boiling oil pots.

TAMMY
But isn’t it considered cruel and unusual?

CHUCK
Unusual, sure. The modern criminal knows how teatemost usual protection
methods. But cruel? | want you to know that atlMeal Protection Associates, we use
only polyunsaturated vegetable oil in our boilingpmts, guaranteed to reduce
cholesterol.
(SFX: Audience “oooh.”)
And the oil is heated using methane gas from thatpaocompletely renewable resource.
(SFX: Audience “aaah”)
And we can add scientifically designed scents ¢éoptbts, for aroma therapy on a large
scale.
(SFX: Audience “Oh”)
It's a very nature-friendly and holistic systemniray.

TAMMY
Now | see you've brought some other items from yoampany. This one over here
looks like a catapult.

CHUCK
Right you are, Tammy. With our overworked poliepdrtments, it could be hours
before a patrol car responds. And once covered,igou want the criminal away from
your home as quickly as possible. So, simply ptaeébound criminal in the patented
Rid-a-Rat bucket seat, throw a lever, and the leaslgm is launched in a hyperbolic arc
toward the police station. Here, let me demonstnath our stunt cat, Piewacket.

(SFX: Open cage, cat spits and growls)

TAMMY
My, that is one disturbed cat. But | imagine titidel straight jacket on Piewacket helps.

CHUCK
You bet, Tammy. Now we load the problem pet inlibeket and pull the handle.

130



(SFX: Sound of handle, twang of rope, and
protesting cat fading with distance.)

TAMMY
But what happens to the kitty, | mean criminal whiggy land?

CHUCK
We're still working on that problem. But we guar@athey 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 valaiut personal protection?

CHUCK
We've just come out with a classic answer to criespecially designed for areas where
the private ownership of guns is restricted. Qrataffs.

TAMMY
Quarterstaffs. Aren’t those just big sticks?

CHUCK
Yes, that's the beauty of it. No where in the @diGtates are big sticks regulated. If it
was good enough for Teddy Roosevelt, then it shbaldood 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 foot long and ready for action.
Now when you say “l wouldn’t touch that with a tierot 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 have today. Just remember that
Amazing, Astounding, Really Neat Inventions andd@giscan be heard on this station
every night in the wee hours of the morning. Saafbof you insomniacs, this is Tammy
Sale saying good-bye for Medieval Protection Assias.

(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.wHbany of you can’t quite wake up in
the morning without that first cup of coffee? HumfmWell, don't feel guilty.
According to recent figures, over 18 million Amens need that jump start in a cup to
function. Problem is, coffee is expensive andlmamessy, not to mention what cream
and sugar does to the old waist line. That's viteyfine folks at Consolidated Food Labs
have developed the Coffee Patch, in both reguldmdank roast blends. Just slap a
Coffee Patch on your neck in the morning and almrsgaintly, tiny particles of caffeine
race through the pores of your skin and enter kbedostream. Within seconds, you're
bright eyed and bushy tailed, ready to tackle agratlay. Afraid you'll spill that hot cup
of coffee on your lap on the way to work? Yourgewill be a thing of the past with
Coffee Patch. Be sure to ask for Coffee Patchilabla at fine drug stores and espresso
bars near you. This product has not been approyé¢lde 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 ok€ltal iteraturecalled with a few
script changes. They're not very happy.

RAY
What could The Duck Hut have against a great stkeyMoby Dick?

SUE
They don’t think a story about hunting a whale nsageople want to buy duck stuff.
And these changes they faxed over? We really teetadk about them.

RAY
But we've already started the show. (Pause.) Jasst put the new changes and we’ll do
them cold. After all, how much could they changely Dick?

SUE
Famous last words.

RAY

Loyalty like that just makes a person feel all wa§rfuzzy inside. (Pause.) | just hope
that potential donor in the audience appreciates wie’'re doing up here.
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DUDE
Folks, if you loved the first part of our broadgagiu’ll really love what comes next. So
sit back and enjoy another fine program on Echdé&sadioland.

(CUT TO)

(Scene 12. SFX: “Hooray for Hollywood” music
under introduction and out.)

MOMENTS ANNOUNCER
"The show must go on." This phrase is tested edayyin the world of educational
theatre. Tonight, we examine another case studyreat Moments in Educational
Theatre Our title, "West Meets East.” Our guest tonighbng-time theatre educator
Laura White. Ms. White, thanks for being on ousgram.

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 maght years, but I'm currently retired.
After last fall's little incident, my physician tbime to avoid stress at all costs.

MOMENTS ANNOUNCER
Let's talk a little about last fall. | hope it'strtoo painful.

LAURA
No, I'm starting to come to terms with it, and thedication helps immensely. My
students and | decided to produce the musical @kiah They gave it their all. Then
about two weeks before we were to open, it happeheas talking with my principal in
my classroom...

(SFX: Transition music/school bell.)

JOHN
Ms. White, we're back with the costumes. I'll héive guys bring the boxes in here.

LAURA
Wonderful, John. Thank you. (Pause) Oh, hello,ddal Thompson.

THOMPSON
| still can't get over the fact you got all of tb@stumes 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. Thei@a City Ballet had performed
“Rodeo” last season, and when they found out velgneg Oklahoma!they donated the
costumes. All we have to do is alter them to it kids.

THOMPSON
Are you sure you can get them ready in time? Ypenan 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 fromd#.” John, you picked up the
wrong boxes.

JOHN
But they're marked as donations to our theatrerprog They told me to give you this
note.

(SFX: Envelope opened and letter shaken
out.)

LAURA
Dear Ms. White, we decided to repeat “Rodeo” tke@s®n, so instead, we have sent you
costumes from a recent production of Madame Bu§telope you can give these
outfits a new lease on life. (Pause.) They camthis to me.

THOMPSON
This doesn't look good. | guess we'll have to ehtiee musical.

LAURA
Cancel? I'm not about to cancel. We'll work tig some way.

THOMPSON

How? | may not know much about theatre, but | krzolet about geography. And
Oklahoma is located no where near Japan.

134



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 test we took last week. It was the
only question | got right.

THOMPSON
True, Yokohama is in Japan, but | don't know hoat Hpplies to our problem.

LAURA
Wait, wait, wait, wait a minute. That gives meidea. 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 taeepts, | will. You can produce the
show next semester.

LAURA
| don't think that will be necessary. I've got sorasearch to do, and I'll need to call a
friend, but it should work.

THOMPSON
What?

(SFX: Transition music.)

MOMENTS ANNOUNCER
Yes, Ms. White. | can safely say that most directgaced in that position would be
screaming their heads off, but you managed to opeime. How did you do it?

LAURA
It all hinged on two points. The first was whereat my students, John, made his
comment about Yokohama. Then | called up a veange friend from college who's a
writer, and he accepted the challenge.
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MOMENTS ANNOUNCER
What challenge?

LAURA
To change Oklahomathe story of a cowboy and farmer's daughter énftbntier West
to Yokohama! the story of a samurai and a geisha in feudadap

MOMENTS ANNOUNCER
How exactly did you change one of America's mosie musicals into what the
Rodgers and Hammerstein estate has called "a tyaamed a slur against musical
theatre"?

LAURA
It was quite easy, really. I've brought some ofstudents to illustrate the changes. As
the curtain rises, we find Curly-moto riding hisré® through the countryside when he
comes across Laury-blossom, a reluctant geish&hangdeasant 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’thigh!

Oh, what a beautiful geisha. / Oh, what a wondetayl.
I've been so lonely but maybe, / Maybe she’s gompgway.

LAURA
On the road to the palace, they begin to fall ireleeven though the warrior and geisha
classes shouldn’t mix, especially since Laury-bdossvas born a peasant. Laury-
blossom confides in her servant her regret at chgde 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 teftdbness.

Dodging and ducking the clients all night,/Whemdsld show off my best.

When a man gets close to me at night,/I think ofssta hide and run away.
Then he yells and wants his money back,
And momma-san says | have got to pay!

I'm just a geisha who can’t say hi. / | don’t knewihat | can do?
To earn some yen and yet remain true; / Make mboegtay a virgin too!
| can’t say hi!
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LAURA
Curly-moto overhears their conversation, and vawind 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 tieaon 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 wiith toe 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 . fee
(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 tibye.

LAURA
Changes are in the air, as well as fights betweegressives 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 grahd,

with a bell as loud as a football marching band.

SAMURAI 2
Everything’s turned around in Kyoto City.
| never thought that | 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 hgvee.
They’'ve gone much further than they should havesgon

LAURA
The controversy comes to a head when the variaugogrdiscover 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 liolklg get along.
Japanese folk may feud and battle,/As Shogun yba#d my song.
(Spoken) Or else!

LAURA
With the Shogun’s absolute decree to work togetherdiscover the name of this new
Japanese community. Hit it, kids!

CAST
(Sung to “Oklahoma!”)
Yokohama, where the wind comes right before the, rai
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 pessartt not some noble band.
And when we say Hi, /konichiwa and I,
we're only saying you're doing fine Yokohama, /Ybama, Y-O-K-O-H-A-M-A,
Yokohama!

(SFX: Strike gong and let ring.)
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MOMENTS ANNOUNCER
| understand the production was a success?

LAURA
Yes, every performance was sold out, and we wdcedwer for four weeks. Of course,
the national television coverage didn't hurt tickates, either.

MOMENTS ANNOUNCER
And how are those law suits going?

LAURA
While the Rodgers and Hammerstein Estate is contyheir 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. Asend this installment of Great
Moments in Educational Theatdet's hear the theme song from an old, new musica
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, /Ybama, 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 cheotmstester from a tank and know it's
fresh. Well, why stop at lobster. At Hank's Hoo$élooves, you know your steak's
fresh because you see the cow first.

(SFX: Vocal cow sounds.)
Jersey, Guernsey, Longhorn, Shorthorn, we've guhthll in a special corral out back.
Heck, our expert staff can turn a selection fronoowto medium rare in a matter of
minutes. It’s big, big portions for small, smaliges. And while you're waiting on your
meal, big folks can visit the Tenderfoot Tavern vehee feature a drink called the Texas
Tornado.

(SFX: Vocal wind sounds.)
It's a killer. And hey, kids. Catch one of ouraged 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 ofdves, 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 ofighbt’s production. In the spirit of such
notable political discussion shows such as The Mghén Groupand_Politically
Incorrect we bring you Television On Trial

(SFX: Appropriate theme music under
introduction and out.)

JAMIE
Good evening, ladies and gentlemen, and welcoriel&vision On Triglthe program
that attempts to examine the dynamic mass mediwowkras T-V. I'm your host, Jamie
Abbot, and with us is our regular panel of expef&sst, we have Ms. Elizabeth Regency
Saint James, and | believe you have a Master'sdegr

ELIZABETH
Yes, Jamie. | have a Master's degree in The Andfit® Show with a minor in_ Green
Acres My thesis title was "Aunt Bea and the Role & thomemaker in the Post-
Modern Nuclear Family."

(SFX: Applause.)

JAMIE
Very nice, Ms. Regency Saint James. Our next pagmededs no introduction, as he has
been a regular on the program for many years. véuyrown Philbert J. Pettipoint.

PHILBERT
Please, Ms. Abbot. That's Doctor Philbert J. Peitit. After years of study, | think I've
earned that title, if you please.

JAMIE
Of course, doctor. | apologize for the oversigNbw for those in the audience that
might be joining us for the first time, your ardeea@pertise is. . .

PHILBERT
Yes Jamie. | have earned a Doctorate in Star. TAeld before you ask, that includes the
original, Next GeneratigrDeep Space, %/oyagerand_Enterprise
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(SFX: Applause.)

JAMIE
Very impressive, Doctor Pettipoint. Now our laanplist is Mr. Rick Denver, and |
don't seem to have your education on the card. r&\id you go to school?

RICK
Well, Ms. Abbot. | didn't go to a fancy collegkdisome 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 fratistener in Oklahoma City and asks
"Did Aunt Bea have a love life?" Ms. Regency Sdames, | believe this is your topic?

ELIZABETH
Yes, it is and yes, Aunt Bea did have a very adbve life.

RICK
Come on. This is Aunt Bea we're talking aboute 8aked apple pies and would take
Andy his lunch at the court house. This is notlifestyle of a swinger. | mean, when |
think of a Sex Goddess, Aunt Bea in a G-string do@smediately spring to mind.

ELIZABETH
And well it shouldn't spring to mind. That's th@lplem with too many people today.
You think a love life means wham, bam, and whayalo want for breakfast? Aunt Bea
represents the nurturing side of women, the soft],kcuddle in front of a blazing fire,
“I'm here for you” person. And don't kid yourseajgt Aunt Bea's oven going and watch
out. And I'm not just talking about tuna bake sisg either.

RICK
If you want to talk about love, let's talk aboutli@an'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 Tihels more inter-species action than The Andy
Griffith Show and_Gilligan's Islandombined. Need | remind you of the green Orion
slave woman in the first episode_of Star Trekthink Captain Kirk's actions speak for
themselves.

RICK
Captain Pike.

PHILBERT
What was that?

RICK

In that episode, it was Captain Pike that the slaman tried to seduce, not Captain
Kirk. I'll give you that the skirts in the origih&tar Trekwere as high as an elephant's
eye, but Ginger had that special walk, even omdysheach.

PHILBERT
| take exception to your accusations. After atlplhave a doctorate_in Star Trékhink
| can distinguish between Captain Pike and Capain

ELIZABETH
Not to intrude on this fascinating discussion, it episode in question wasn't the first
show aired. Captain Pike was part of the origpiait that was adapted and aired later
when Captain Kirk was hired. And in that episade, Spock had emotions.

PHILBERT
How dare you, madam! To even suggest that Cafldinwasn't the original choice for
captain of the Enterprise. You should be forcespiend eternity listening to Klingon
operas.

(With increasing tension.)
And to hint that Mr. Spock had emotions. With @& fexceptions, Mr. Spock was always
in control. I'm absolutely outraged that you coelen imagine such a thing. He was
always in control!

RICK
Too bad certain members of the panel don't tryntalate 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 wasenaventive: the Professor or Mr.
Spock?" Mr. Denver?

RICK
Well, 1 don't have any fancy degrees, but | thimk answer is obvious. The Professor
was by far the more inventive.

PHILBERT
Disagree. | most strongly disagree. Could thdd3smr ever hope to learn Warp Theory,
the biology of thousands of planets, not to mentienVulcan Mind Meld? On countless
occasions, Mr. Spock saved the Enterprise fronacedoom.

RICK
Sure, if you have a super-human intellect and aaracked spaceship full of equipment.
But could Mr. Spock make a shuttlecraft out of bambnd a couple of coconuts? |
think not.

ELIZABETH
I'd like to know just what type of professor thefessor really was? He seemed to know
something about everything. If he was so spewiay, couldn't he make some sort of
signaling device or transmitter? You can't tellin@as all because of Gilligan. After
all, Andy had to deal with Barney's mistakes andhgewas never stranded on a desert
island.

PHILBERT

Very true, madam. But then Andy was never on d With the Skipper.
RICK

Are you implying that it was the Skipper's faule tlinnow was lost?
ELIZABETH

If the sailor’s hat fits, wear it!
JAMIE

People, | think we should all calm down a bit.

PHILBERT
I'm simply stating that if Captain Kirk were in ¢lga of the Minnow, it would have got
back to dock on time, and with a happy crew - stormo storm and in spite of Gilligan.

RICK

Captain Kirk was a wimp. If he ever got into adbusituation, he'd let a couple of guys
in red shirts get killed, and then beam off thenpta
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PHILBERT
Sir, you don't know what you're talking about. Wabout his encounter with the Gorn?

RICK
That big lizard. The Gorn would have torn him apathout that makeshift cannon he
made. Now let him take on that Gorn without a gnd see what happens.

ELIZABETH
| might remind you that Sheriff Taylor never cadri@ gun as a rule, and he was
responsible for capturing a number of desperateicals.

PHILBERT
However madam, Andy never faced a Klingon Battlei§ar or a Tholian web. I'd love
to see Barney try to arrest a Romulan and see toogvhe'd last. "Andy, Andy. What's
that strange spaceship ove ...” Zap! No m@am8y.

RICK
Anyone can survive disasters with a high tech sgfapebut what about the crew of the
Minnow? Head hunters, lighting, hurricanes, metedyothing but their ingenuity and
what they could salvage from the boat.

ELIZABETH
Yes, let's talk about that boat. The trip was sgep to be three hours, but they brought
enough clothing along to stock a small Wal-Mart, including all of those trunks and
suitcases of the Howell's. Star Tiekd a huge ship and a five year mission, but Gapta
Kirk only had three outfits.

PHILBERT
Captain Kirk had more than three outfits. The tetbgy was such that he could create a
new uniform each day. This was the 23rd centdigchnology had advanced.

RICK
How about toilets? In every episode_of Star Ti®le never seen a toilet in a ship or on a
planet. Or has technology taken care of thaelttiman problem as well?

ELIZABETH
If you ask me, | think the best Star Tredptain was Jean-Luc Picard. After all, he was
the first captain to take on the Borg and beat th&vat does Kirk have over Picard?

PHILBERT
Hair, madam. Captain Kirk has hair.

RICK
Not on his chest, he didn't. Just look at theipalgepisodes. Besides, it's a wig.
Everyone knows that.
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PHILBERT
Sir, | take offense to that statement. Captaik idwes not wear a wig.

ELIZABETH
The Bill Shatner Turbo 2000 toupe.

PHILBERT
How dare you, madam. Even if Captain Kirk wasiggta little sparse on top, he would
simply comb it over.

RICK
Probably shaved his chest hair to consolidatedniet.

(CAST continues to argue under.)
JAMIE

Well, that’s about all the time we have for T-V @nal. We just have time for a
comment from each of our panel members. Ms. RggBamt James?

ELIZABETH
Nothing says small town contentment like a cleamslecand a fresh baked pie.
JAMIE
Very good. Dr. Pettipoint?
PHILBERT
Beam me up, Scotty. There’s no intelligent lifevtichere.
JAMIE
And Mr. Denver?
RICK

If traveling in the Pacific on a small charter hadtvays pack enough toilet paper to last
for a few years.

JAMIE
Thank you panelist. This is Jamie Abbot for T-V ©iml. 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 Eatthave an important message for
those unenlightened individuals that still clinghe savage traditions of their ancestors
by eating meat. Are you listening, despoilers afude? For those people that have
embraced the oneness of the Universe and refusensume our fellow creatures, you
should not listen. Please close you ears.

(SFX: New Age music out.)
That's better. Have the bunny huggers left thenfbdGood. Are you surrounded by
vegans that all believe consuming red meat isa €0 you suffer through dinner parties
of bean curd and fried veggies while you dreamlobdly cuts of 100% U-S-D-A Grade
A Choice meat? Then Fake Foods Incorporated hasdajeed the product for you.
From the fine makers of "I Can't Believe It's Ndfa#fa Sprouts” comes “ToFaux” (Toe
Foe) T-O-F-A-U-X imitation tofu. It looks, feelsid even smells like real tofu, but it's
made from real meat and meat by-products. “ToFaoxies in four delicious flavors:
grilled meat, roast meat, chicken fried meat armtddaue. Guaranteed to fool the most
exacting of vegans into believing you're one oftheéSo at your next non-meat meal,
don't suffer in silence, just grab some “ToFauRvailable at grocery stores and meat
markets across the nation, that's “ToFaux” imitat@fu. Thank you.

(APPLAUSE SIGN blinks briefly. CUT TO:)
(Scene 16.)

RAY
So far, so good. We’'re in the home stretch. Nawes everyone have their new scripts?

JANICE
Ray, I've been looking over the script changes las§lc Literatureand | don’t think this
will work.

RAY
You're an actor, aren’t you? Just treat it likeodd reading and you’ll do fine.
JANICE
That’'s not what | mean. Just look at this firsacge.
RAY
I'm sorry, but we're out of time.
FRED

Janice is right, Ray. This first line, for example

146



RAY
| understand you have concerns, folks. All artisisbut we’ve got a tight running time.
We'll just deal with it later. Ready for the nesfiot? Then let’s go.

(CUTTO)
(Scene 17. SFX: Teletype sound under scene.)

DUDE
This is a Radioland News bulletin. Dateline Waghom D-C. Scientists have concluded
a 20 year study involving millions of dollars sporedd by the federal government.
Preliminary results indicate that living may be &valous to your health. After observing
countless test groups, they have determined tlogti@éend to exhibit death after
prolonged exposure to life. While experts aredbd as to how much life constitutes a
risk, all agree that further study is indicate®ayse) This Radioland News bulletin is
sponsored by Hank’s Pork Palace, where their mettd/e will serve no swine before
its time.” Now back to the news. (Pause) In altpdifferent story, another group of
scientists have discovered fraud among the medtsiry. They have determined that
Canadian bacon isn’t really bacon, and that handsargre not actually made of ham, but
are made from ground beef cattle. While a blowdth the pork and beef industry,
today’s announcement has been greeted with entmdig the Federal Trade
Commission, who are charging both industries walld advertising. According to
spokespersons with the F-T-C, these court casdd tami for years and involve
hundreds of millions of dollars. The American Lang Association has already
endorsed this action, expecting most of the moagptdirectly to their membership.
(Pause) Recapping our top stories, it has beanrdeted that living may eventually
result in death, that Canadian bacon isn’t readlgdm, and that hamburgers are not made
of ham. We return you now... (Pause.) Just a mbme

(SFX: Crinkle of paper.)
I've been handed another bulletin. In an overwhednvote by both houses of Congress,
a blue-ribbon commission has been formed to ingattithe increase in trivial and
absurd research paid for by taxpayers. One meailibe commission has been quoted
as saying” We’'ll get to the bottom of this wastda{payer’'s money, no matter what the
cost.” (Pause.) We now return you to your regulacheduled programming.

(APPLAUSE SIGN blinks briefly. CUT TO:)

(Scene 18. SFX: Classy instrumental music
under introduction and out.)

DUDE
Welcome to Classic Literaturthe program that adapts some of the greates¢stor
history for radio theatre. Tonight's tale is orf@bsession and revenge, of heros and
villains, in short the Herman Melville classic, Mobick. Let us begin tonight’s story
with the opening line from this classic, one of thest 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 rsmgnes sent by the sponsor are filled
with changes.

JANICE
For example, the name of the native that befridsitimael isn’'t Quee-Queg, it's Quee-
Quack! And it’'s no longer a boat hunting for wiglg’s a huge floating duck blind.

RAY
I’'m almost afraid to ask, but what else has beemghd?

FRED
In the novel, the reason for Captain Ahab’s obsesguest is to find the creature that
cost him his leg. In this version, he accidentigtst 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 enthefstory, the duck blind is capsized
and Ishmallard is saved by clinging to a huge woatleck decoy carved by Quee-
Quack.

RAY
This can’'t be happening! How can they do this tteasic novel like Moby Dick

JANICE
Don’t you mean Moby Duck? We told you that you htigegret your words.

RAY
You were right. Well, we obviously can’t do thergtnow.

FRED

But what about The Duck Hut? They paid for thewmrssorship 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 sobaothe theatre system in the
Green Room?

JANICE
Oh, yeah.

RAY
OK, here’s what we do. We'll run the commerciatiaell them we were unable to
broadcast the entire show due to technical prohlerhih isn’t too far from the truth,
but we’ll do the show during the next radio playhe series.

FRED
Series? | thought this was just a one-shot deal.that potential donor come through
with the money? When did the school pick up ouron?

RAY
They haven't yet and they didn’t. This is stilleeahot 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 y@ame your kids Daffy, Donald and
Daisy? When your home phone rings, does it solkedis?

(SFX: Quack twice.)
Then you need to see us, the Duck Hut. Ask abaubhew web wader weight reduction
suits. Just waddle those pounds away for a trimateeker you. And our braver
gourmets will be pleased that we are the excludistibutor for Willy Waddler’s
Genuine Old-Fashioned Duck Jerky. In three dalieitbavors: Pressed Duck, Peiking
Duck, and Duck L'Orange. Dried poultry parts netasted so good.

(SFX: Angry duck sounds.)
So remember that if it walks like a duck and tdiks a duck, chances are you bought it
from us. The Duck Hut, with 238 locations natiode/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 fmemance of Echos of Radiolaniout
before we go, I'd like to thank some very speandkf First, Sul Ross State University,
its faculty, staff, and students, especially evegym the Department of Fine Arts &
Communications. Next, our special sponsors aneréiders, for their support in the
form of small untraceable bills. And of course tlasst, director, designers and
production team for their hard work. Also, | wanthank you, the studio audience and
remind you of the donation boxes that you’ll walkspon your way out of the building.
Turns out the whole “donor thing” was just a plgtdertain faculty members to get us to
produce radio theatre, but that's okay. It's scmiun to perform before a live
audience, because a dead audience doesn’t appléaubb as much, and after a while
tend to smell really bad. We’ve had a great tiams hope you have too. So for all of
us, remember that while television and film migateébpassing fancy, radio and radio
theatre will truly live forever. Goodnight from Bialand!

(APPLAUSE SIGN blinks briefly.
SFX: Music out. ON-AIR SIGN goes off.)

(CURTAIN)
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