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Preface

This book has two main objectives: (1) to provide practical instruction for those
seeking careers in broadcasting and film; and (2) to help guide students whose
goal is a liberal rather than a professional education toward the attainment of
fruitful creative experiences. In pursuit of these objectives, we describe the the-
ories and techniques underlying the writing of the principal broadcast and film
forms and illustrate professional practice with a wide variety of scripts and
script excerpts.

Those familiar with an earlier book, Writing Television and Radio Pro-
grams, will note that this volume includes a substantial amount of similar ma-
terial, particularly in the chapters on dramatic and comedy writing, but that in
other ways it is markedly different from the earlier version. We believe that the
changes we have introduced will substantially enhance the usefulness of the
book without eliminating any of the features that previous readers found val-
uable. To begin with, we have completely rearranged the order in which we
consider the writing of various types of scripts. Prompting this reorganization
is the thought that focusing first on the over-all purpose of a script may help set
writers more quickly on the track toward reaching their goals. We have, there-
fore, classified writing for broadcasting and film into three categories: writing
to persuade, writing to inform, and writing to entertain. Some might question
our grouping of a few of the program forms—sports news, for example, could
be thought of as entertainment rather than as information—but we believe our
categories identify the main objectives of various program forms in a reasonable
and helpful way. Recognizing this primary goal at the beginning should help
students define their own objectives and point the way toward the appropriate
writing techniques. We have preceded these three main sections with a pro-
logue that discusses writing and the writing profession and describes tools and
formats, and have followed them with a section that takes up the problems of
writing for special audiences such as children and minorities.

A second major change is a substantial expansion in the consideration of non-
dramatic writing. We have broadened the discussion of most of the topics dealt
with in the previous book and have added new topics. We have done this with-
out significantly reducing the coverage of dramatic writing, though some of the



material presented originally in separate chapters we now combine in a single
chapter. The major topics remain intact, however.

We have made another change we think will be helpful to students. Instead
of illustrating dramatic principles with excerpts from early television drama,
we have generally turned for examples to recent motion pictures. Although we
cannot expect these films to remain current, we believe they will be more rel-
evant to the students’ experiences than the previous script examples, and we
can hope that some students will be able to see the films we mention when
cinema societies bring them back to campuses. The application of dramatic
principles to the writing of film scripts is the reason we have put “film” in the
book’s title. Though our main emphasis is on writing drama for television and
film, we have not ignored the writing of radio drama, which can be a valuable
exercise and a satisfying creative experience for students even though it now
receives little attention in the professional world.

We have tried to be as specific as possible in defining theories and techniques.
We believe, for instance, that it does little good simply to ask students in a
general way to arouse the audience’s interest at the beginning of a script. If we
are to be helpful, we must also describe specific techniques for arousing interest.
To cite another example, belaboring students with vague statements about plot-
ting principles is not likely to lead them to the construction of effective dramas.
Instead, we have tried to provide meaningful guidance by describing the spe-
cific steps to follow in plotting, illustrating them with a detailed analysis of two
films that students can apply in working out their own plots.

The use of a wide variety of scripts and script excerpts is a further step toward
making the instruction concrete. In addition to exemplifying the practice of
professionals in the field, we link these scripts to the discussion of particular
techniques and principles, thus showing how to use them in actual writing. In
identifying the various works, we use italics to signify the titles of films, plays,
books, radio and television series, and one-time specials. We use quotation
marks to indicate the titles of short stories and the programs within a radio or
television series.

Readers will note that we use footnotes sparingly. This arises partly from
choice, for we believe that our emphasis should be mainly on instruction rather
than on documentation. However, it also arises from the fact that we collected
some of the quotations we use long before we contemplated writing this book
and we do not now know their origin. We have included them, believing that
their substance is valuable even though their exact source is unknown.

Suggested projects and questions follow each chapter. We expect that the
main activities of students using this book will be writing scripts and reading
them in class. The questions and projects may suggest some worthwhile varia-
tions on these activities. We have placed the bibliography at the end of the book
and have organized it to direct attention to works dealing with the various types
of writing we cover.

Joining as a co-author in the preparation of this second book is Camille
D’Arienzo, R.S.M. of Brooklyn College and a frequent visiting faculty member
at the University of Michigan. Besides helping in the organization of the book
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and obtaining script material, she is also the main writer of the chapters on
News; Interview, Talk, and Call-In Shows; and Daytime Programs. We have
each served as a critic of one another’s work, and all of the chapters to some
degree are a product of this collaborative approach.

This book did not come into being from our effort alone, however. A great
many people in the broadcasting and film industry graciously provided us with
material. Our specific acknowledgments for their cooperation appear either in
the text or in the list of scripts at the front of the book. We feel particularly
fortunate that we could call on so many friends in the broadcasting field for
help in finding and obtaining the scripts we needed. Chief among them are a
number of former students now pursuing careers as professional broadcasters
and film makers. We are especially grateful for their generous assistance.

Ann Arbor, Michigan EEW.
Brooklyn, New York C.D.
January, 1981

vil



Contents

Preface v
List of Scripts and Script Excerpts xi

PART I Prologue 1

1 The Writer and the Media 3
2 Tools and Formats 18

PART II Writing to Persuade 37

3 Commercials 39
4 Documentaries 64
5 Editorials and Commentaries 86

PART III Writing to Inform 95

News 97

Sports and Special Events 117

Education, Information, and Features 126
Interview, Talk, and Call-In Shows 141

S=le L (N>

PART IV  Writing to Entertain 155

10 Music and Variety 157

11 Game Shows 168

12 The Nature of Drama 179
13 Inventing the Plot 190

14 Characters and Theme 203

ix



15 Secript Design, Dialogue, and Narration 218
16 Types of Drama 235
17 Comedy 251

PART V  Writing for Special Audiences 267

18 Daytime Programs 269
19 Minority and Ethnic Programs 284
20 Programs for Children 293

A Selected Bibliography 306
Index 312

Contents



List of Scripts

Excerpt from Another World. Courtesy of Proctor and Gamble Productions
Inc.

Excerpt from “Yes, Sir, That’s My Baby,” episode in the One Day at a Time
series. Courtesy of T.A.T. Communications Co.

Excerpt from “Cop,” episode in the Lou Grant series. Courtesy of MTM
Enterprises.

Excerpt from “A Case of Red Turnips,” episode in the To Catch a Thief
series. Courtesy of Mort Zarcoff.

Excerpt from Sesame Street. Courtesy of Children’s Television Workshop.

Excerpt from a radio adaptation of Shakespeare’s Macbeth.

TV Commercial Script for the Weyerhaeuser Co., “Davey and the Trees.”
Courtesy of the Weyerhaeuser Co.

Radio Commercial for Time, “College Daze.” Courtesy of Time Magazine.

TV Commercial Pictureboard for State Farm Insurance Companies, “Sullivan/
Multi.” Courtesy of State Farm Insurance Companies, Bloomington, IIl.

TV Commercial Pictureboard for IBM Computers. Courtesy of IBM Corp.

TV Commercial Pictureboard for BFGoodrich Company, “Drag Race.”
Courtesy of the BFGoodrich Co.

TV Commercial Storyboard for Jell-O* Brand Gelatin, “Cousin’s Reunion.”
Courtesy of Young and Rubicam and General Foods.

Radio Commercial for Wylers’ Lemonade Mix. Courtesy of Wylers, A
Division of the Borden Co.

Radio Promotional Announcement for WDIV-TV News Four, Detroit.
Courtesy of WDIV-TV, prepared by W. B. Doner and Co., Southfield,
Michigan.

TV Promotional Announcement for WXYZ-TV, Channel 7 News. Courtesy of
WXYZ-TV Detroit.

Radio Public-Service Announcement for the American Cancer Society,
“Rubbing Two Sticks.” Reprinted with permission: American Cancer
Society.

TV Public-Service Announcement for Juvenile Diabetes Foundation, “Mother
and Child.” Courtesy of Young and Rubicam Inc., Copy—Mike
Robertson; Art Direction—Ray Groff.

TV Promotional Announcement for WQED, Public Television Station.
Courtesy of WQED, Pittsburgh.

and Script Excerpts

29
30
31
32
32
42
43

45
47

54
56
57

60
61

61

62
62



Excerpt from Documentary “Who Are the DeBolts and Where Did They Get
Nineteen Kids?” Courtesy of Dorothy DeBolt and John Korty.

Condensed Version of Documentary “Reading Writing and Reefer.”” Courtesy
of Robert Rogers, NBC News.

Radio Editorial, “The Ravages of Rape-I,” KGO Radio. Courtesy of Michael
Luckoff, General Manager, KGO Radio, San Francisco.

TV Editorial, “M-275,” WDIV /Channel 4. Courtesy of Beth Konrad,
Editorial Director, and William L. Ford, Jr., Station Manager, WDIV,
Detroit.

TV Editorial, “M-275,” WXYZ-TV /Channel 7. Courtesy of Lowell Newton,
Editorial Director, and Jeanne Findlater, General Manager, WXYZ-TV,
Detroit.

Radio Commentary on Televising Senate Debate by John Chancellor.
Courtesy of John Chancellor, NBC News.

Radio Commentary on Announcements of Presidential Candidacy by Edwin
Newman. Courtesy of Edwin Newman, NBC News.

Radio Commentary on the IRA by Sister Camille D’Arienzo, WINS, New
York.

TV Commentary on Television Programming by Katie Kelly. Courtesy of
Katie Kelly, WNBC-TV.

Radio Newscast on WINS, New York by Paul Sherman. By Permission of
WINS, Radio, New York, N.Y., Copyright Westinghouse Broadcasting
Company, Inc. (Del.). All Rights Reserved.

TV Newscast, News Center 4. Courtesy of WNBC-TV, New York.

TV “Sports Report” on NBC Saturday Night News by Dick Schaap. Courtesy
of Dick Schaap.

TV “Sports Report” on NBC News Center 4. Courtesy of WNBC-TV, New
York.

Excerpt from TV Sports Feature on CBS Sunday Morning News by Ray
Gandolf. Reprinted with Permission, Copyright 1979 CBS Inc.

TV Sports Feature “Sportswoman of the Week” on NBC’s Today by Dick
Schaap. Courtesy of Dick Schaap.

Format for Semi-Scripted Show. Courtesy of Edward Stasheff.

Cover Sheet for a Mister Rogers’ Neighborhood program. Courtesy of Family
Communications Inc.

Radio Feature, “Impulse Shopping™ on Inflation Fighter, WINS News Radio,
New York. Courtesy of Linda Sutter.

Radio Feature, “UAW Contract Talks” on Newsfile. Courtesy of Barbara
Porter, W JR Radio, Detroit.

Excerpt from “The Age of Anxiety-Part I,” a program on the Twentieth
Century series, Walter Cronkite, Narrator. Courtesy of James Benjamin
and CBS News.

Radio Feature, “Courtesy” on Dan Rather Reporting. Courtesy of CBS Inc.

Radio Feature, “The Death of Three Astronauts” presented on CBS News by
Eric Sevareid. Copyright by Eric Sevareid. Reprinted by Permission of
Harold Matson Co.

TV Feature, “Advertising” presented on 60 Minutes by Andy Rooney.
Courtesy of Andrew A. Rooney, CBS News.

Introductions for Radio Interview program, Focus, WJR. Courtesy of W. Hal

Youngblood, Executive Producer, W JR Detroit. 142,

Introduction to TV Interview with Lee Iacocca on Today by Tom Brokaw.
Courtesy of Tom Brokaw, NBC News.

Introduction to a Radio “Discussion of Pornography” by Sherrye Henry.
Courtesy of Sherrye Henry, WOR-Radio, New York.

76, 77

77
88

88

89
90
91
92
93
108
110
118
120
121

122
133

134
135
135
136
137
138
139
143
146
149

List of Scripts and Script Excerpts



Excerpt from the Bill Ayres Call-In Show, WPL], New York. Courtesy of Bill

Ayres, “Where's It All Going?” 151
Excerpt from Continuity for Music of the Masters. 161
Excerpt from Continuity for Musica Antiqua. 162

Courtesy of WUOM, Ann Arbor, Michigan.

Excerpt from Continuity for “A Case of Unmistaken Identity” presented on
Adventures in Good Music by Karl Haas. Courtesy of Karl Haas, W R,
Detroit. 163

Continuity for Money, Machines and Music! Courtesy of WUOM, Ann
Arbor, Michigan. 164

Excerpt from a Variety Show “The Song and Dance Man” presented on the
Bell Telephone Hour. Courtesy of Henry Jaffe Enterprises Inc. 166

Pilot Script for Family Feud. By Permission of The Family Company. 174

Dialogue Excerpts from the TV Play “Twelve Angry Men” by Reginald Rose.
Reprinted by permission of International Creative Management.

Copyright 1956 by Reginald Rose. 211
Excerpt from the TV Adaptation of Walter Lord’s book A Night to Remember

by George Roy Hill and John Whedon. Courtesy of George Roy Hill. 214
Excerpt from “Blind Date,” an episode in the Taxi series by Michael Leeson.

Courtesy of John Charles Walters Productions. 258, 259
Excerpt from Women Like Us by Betty Rollin. Courtesy of Betty Rollin,

Marie Higgins, Judy Dubois, Benita Somerfield, and NBC. 272
Excerpt from the Donahue Show. Courtesy of Multimedia Broadcasting Co. 277
Public-Service Announcements. Rundowns for Rapp Session, Radio Call-In

Show. Courtesy of Marvin Moss, WCHB Radio, Detroit. 289, 290
Radio Editorial on “Busing.” Courtesy of WCPR-FM, Detroit. 291
Rundown for “To Grandmother’s House,” a program in the Captain

Kangaroo series. Courtesy of Robert Keeshan Associates. 296
Segment from The Electric Company. Courtesy of Children’s Television

Workshop. 297
Excerpt from “To Grandmother’s House,” a program in the Captain

Kangaroo series. By Permission of Robert Keeshan Associates. 298
Segment from Sesame Street. Courtesy of Children’s Television Workshop. 304
OTHER ACKNOWLEDGMENTS
To Family Communications Inc. for permission to use introductions to writers

of Mister Rogers’ Neighborhood. 133
To The American Federation of Radio and Television Artists, National

Women's Division, for permission to quote from The Sensitive Listener

of the 1980’s: A Glossary. 279

For the use of brief quotations from their works, we thank Phyllis Diller, Peter
DeVries, Henry Morgan, Jean Kerr, Archibald MacLeish, and Goodman
Ace.

List of Scripts and Script Excerpts



Prologue







The Writer
and the Media

Writing involves a craft that you have to learn and a talent that
you must possess. Neither is common and both are essential.

GOETHE

People looking forward to careers as scriptwriters
for the broadcasting and film media need to know
the answers to a number of significant questions.
Do these media confront writers with any unusual
problems or demand of them any special talents?
Which of these talents must writers possess as in-
nate gifts and which can be acquired through
training or experience? What are the conditions
under which the television, radio, and film indus-
tries operate, and do these conditions impose any
restrictions on the writer’s creativity? What type
of employment is available to writers and how is
it found? How does the task of writing actually
take place? These are the questions we address as
we consider the general situation of the writer in
the broadcasting and film industries.

THE MEDIA’S DEMANDS
ON THE WRITER

The experience of a number of writers who have
made successful transitions into the broadcasting
and film fields from other types of writing suggests
that the techniques demanded by television,
radio, and film can be mastered by those whose
general writing skills are fully developed. Walter
Cronkite and Harry Reasoner first established
their reputations as newspapermen before going
on to distinguished careers in broadcast journal-
ism. Archibald MacLeish’s poetry brought him his
first national notice; when he turned to radio, such
poetic dramas as The Fall of the City were almost
immediately acclaimed as classics. Evan Hunter
drew attention originally as a novelist with The

Blackboard Jungle and then went on to create
television and film scripts as well as many more
novels. In one instance, he wrote a police novel,
Fuzz, under the pseudonym Ed McBain and later
adapted it for the screen under his real name.
Movement in the other direction has also taken
place. Sidney Sheldon earned his living as a script-
writer for television and film before The Other
Side of Midnight and Bloodline made him one of
our best-selling commercial novelists. Their ca-
reers indicate that people who have mastered the
art of writing can apply it in a number of ways.
Although the broadcasting and film media do
not constitute forms that have a unique identity or
embody special demands all their own, they en-
compass a number of different fields which do
have separate identities and impose unique re-
quirements. Various skills are needed in broad-
casting and film, among them the ability to move
people emotionally through drama; the wit to con-
trive comedy situations; the ingenuity to think up
game show ideas; the capacity to influence behav-
ior and opinions with commercials, documenta-
ries, and editorials; and the gift of writing clear
exposition in newscasts and in scripts designed to
inform. Individuals who are effective in writing
one type of material may not necessarily be effec-
tive in writing another type. This situation is also
true outside the broadcasting and film fields.
Charles Dickens and Henry James are among the
English-speaking world’s most acclaimed novel-
ists; yet, though they both yearned for success as
playwrights and sought it by writing for the stage,
they were never able to achieve it. To reverse the
coin, George Bernard Shaw’s novels are now ig-



nored; only when he turned to drama did he find
the vehicle that has made his name live.

The career of Paddy Chayefsky provides a
good illustration of the point that one does not
master a medium such as television or film, but
rather that one masters a type of writing that can
be expressed effectively through them. Chayefsky
achieved fame overnight when his drama Marty
was broadcast in the early days of television. Later
he wrote successful plays for the Broadway stage
and then turned to writing for the movies, where
his script for Network won an Academy Award.
Chayefsky mastered the art of creating dramas in
television and then applied that skill to writing
dramas for the stage and screen. To cite MacLeish
again, he was primarily a poet who found radio a
natural outlet for his special gifts. What counted
for MacLeish was his essential talent as a poet; he
found that adapting his talent to the special de-
mands of radio was relatively easy.

One of the things beginning writers must do is
to undertake a voyage of exploration to discover
the nature of their own resources. The result of
that search should lead to some conclusions about
the kind of material they are best qualified to
write. One step in that process is practice in writ-
ing various types of scripts. This book, by provid-
ing instruction for writing in the various script
categories, can assist you as you explore your own
potentialities. But before setting out to learn the
special techniques and demands of various media
and script forms, you need to think about the
characteristics that distinguish all good writing no
matter what its nature. In the next section we dis-
cuss the talents, both innate and acquired, which
you must possess if you are to be a successful
writer in any field.

INNATE TALENTS
OF THE WRITER

It is commonly said that writers are born, not
made, and that writing cannot be taught. This
statement rests on the assumption that writers
must have within them certain innate talents. It
does seem to be true that instruction cannot bring
certain necessary talents into being, though it may
be able to nurture them if they do exist. Let us
begin, then, by considering what capacities aspir-

ing writers must bring with them to their teachers.
These capacities will differ, of course, according
to the type of writing the student plans to do.

Something to Write About

An obvious necessity for writers is material on
which to base their work. The immediate inspi-
ration for beginners is usually their own experi-
ence, and an essential is the capacity to live fully.
Writers cannot afford to let experience merely
wash over them. It must mark them with indelible
imprints. But to provide all of the substance re-
quired for writing, observation must reach beyond
the bounds of immediate reality. Writers need a
native curiosity that will lead them to gain a sense
of what Taine, the French historian, called the
“moral temperature of their times” and an under-
standing of the world that existed before their
own day. Only in this way can they gain the sen-
sitivity to the present and the sense of the past that
are necessary to measure the relevance of their
own experiences. To put it another way, they
must have the capacity to escape the limits of
their own backgrounds, for one who relies entirely
on personal experience soon exhausts those re-
sources and becomes shallow and monotonous.
Moreover, even works that find their main inspi-
ration in the lives of writers must reflect faithfully
the personalities and experiences of others in-
volved in the story, people whose passions and
ways of life may be utterly alien to their own. For
the dramatist, the ability to project into other lives
is an absolute requirement.

Language Facility

The tools of writers are words and they must have
a special way with them. Clarity and precision in
word choice, for example, are essential for the
newswriter who must describe events accurately.
This skill can be sharpened with instruction, but
some innate feel for language is necessary. An-
other basic requirement for all writers is the abil-
ity to see on their own what hangs together and
what does not, as well as to recognize whether
what they write at any given moment stems from
what they have just written and whether it will
lead directly into what they are about to write.

Only if they have this capacity for self-criticism
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will their work have unity and coherence, quali-
ties especially important to the documentary
writer, who must analyze a problem and handle
its treatment with clarity and logic.

Always choose your words carefully so that they
will convey precisely the meaning you intend. If
a word or expression seems awkward or inexact,
a dictionary or thesaurus will suggest alternatives.
The commentator, Eric Sevareid, conceding that
there are times when a picture may be better than
a thousand words, also insisted that there are times
when one well-chosen word may be better than a
thousand pictures.

Writing for the Ear

The writer for broadcasting and film must be par-
ticularly sensitive to the sound of spoken lan-
guage. “Word deafness” may be a handicap to a
novelist, but in a television or film writer it is a
fatal flaw. If people lack this sensitivity, no teacher
can give it to them. Audience members must be
able to absorb the material without having the op-
portunity to study it; they cannot ask a speaker to
repeat a fact or request clarification of a complex
point because they do not understand it. This fac-
tor has important implications for all those who
write material for the ear—among them the writ-
ers of newscasts, feature talks, commentaries, con-
tinuities, and dramas.

The first fact the writer of radio and television
material should understand is that the audience is
composed of isolated people who cannot experi-
ence the social facilitation operating in a group
assembled in one auditorium. Even though mil-
lions may be listening, you are writing, not for a
mass audience, but for a single person sitting at
ease in a home setting. This means that you should
employ the direct, informal style characteristic of
conversation. To attain a conversational style use
contractions ( “don’t,” not “do not”); give your
language an informal tone by avoiding inversions
and relative clauses; use shorter sentences than
you generally would in writing material to be
read, though not to the point of becoming monot-
onous; proceed directly from the subject to the
predicate in most instances.

Because you are writing material to be read out
loud, you should take special pains to avoid tongue
twisters that might trip up the announcer. Nu-

The Writer and the Media

merical figures should be spelled out because
words can be converted into language more easily
than can numbers. Beware of homonyms, words
that sould alike but have different meanings. The
following sentence, though clear when read,
might perplex a radio listener. “The young man
got his girl a ring and thus he got her, too!” The
sentence, “She gasped in surprise at the bear
keeper” is subject to misinterpretation when only
heard. Unless the reader is very skillful, the sen-
tence, “While we were drinking, the river, previ-
ously quiet, began to eddy and swirl,” might mis-
lead listeners.

The Ability to Create

Experience and knowledge make a major contri-
bution to a writer’s work, but most forms require
writers to create something that never existed be-
fore. If they are to bring new ideas into being,
they must be gifted with native inventiveness. The
commercial writer needs it to find a new way of
presenting an old appeal. The documentary writer
needs it to devise a framework for presenting fac-
tual material in an interesting way. Television or
film dramatists need it to work their way out of
plotting cul-de-sacs which might prevent a story
from flowing credibly and inevitably to its end.
The task of bringing new characters into being re-
quires, in addition, the gift of creative imagina-
tion. These characters may reflect real persons but
if that is all they do, the dramatist has failed to
move beyond the achievement of mere verisimil-
itude. The most satisfying characters emerge
when reality is enriched with imagination. The
ability to recombine and modify familiar ele-
ments into something that never existed before
cannot be created by instruction. It must be there
when instruction begins.

The Capacity to Reexperience

Writers must have good memories, and there are
some who have displayed a gift of almost total re-
call, but the mere recollection of events is not
enough. If writers are to infuse their work with
the vibrations of actual existence, they must be
able to live through experiences again. Many peo-
ple can recite accurately the facts of a past event,
but only a few have the ability to bring back those



facts clothed with the emotions and sensations
they originally aroused. The writer of comedy
must add to this talent the knack of seeing people
and events from a unique point of view.

Storytelling

The ability to tell a good story is of crucial impor-
tance in creating drama and some types of docu-
mentaries. The great dramatists seem to know in-
stinctively how to grip the attention of an
audience from the first moment and hold it to the
end. Instruction can provide writers with some
knowledge of the techniques involved in the art of
storytelling, but much of this understanding must
come to them naturally.

Self-Evaluation

The practice of writing is a lonely art and loneli-
ness seems particularly to be the fate of broadcast
writers—one they share with poets and
novelists—who rarely see the reactions of their au-
diences. In most instances, radio and television
writers have access only to the reactions of those
who put on the program and their judgments, like
the writer’s, may be warped by this participation.
Broadcast writers need a generous gift of self-crit-
icism to be able independently to measure the
reach of their accomplishment. The ability to
maintain a fresh and objective eye for something
as personal as a piece of writing, into which one’s
whole being may have been poured, is not a com-
mon one. People fired with dedication and com-
mitment may easily confuse the high purpose
they set out to achieve with what they have ac-
tually written.

ACQUIRED SKILLS
OF THE WRITER

The argument that writing cannot be taught
seems to imply that it is impossible to acquire any
writing skills at all. Tt is axiomatic, of course, that
a teacher cannot give a person the innate gifts we
have just considered, but it seems equally clear
that certain skills can be acquired through instruc-
tion. Though students cannot learn to be inven-
tive, they can learn how to apply what gifts they

do possess. They can learn the lore and disciplines
of the medium; they can be taught how to adapt
to a particular medium’s demands; they can dis-
cover the ways in which an idea may be framed
for presentation on radio or television. In this way
the potentialities they possess can be expanded
and developed. Knowledge of the principles in-
volved in such functions as designing dramatic
scripts, selecting items for a newscast, persuading
people to buy products, or motivating laughter
can also provide students with criteria for evalu-
ating their own work. As a result, they may floun-
der less in error and spend more time in reward-
ing trial. Most important of all, a teacher can be
a first audience for writers, providing the feed-
back that lets them know that they are either on
target or have completely missed the mark.

D. H. Lawrence’s statement regarding the
novel that “all rules of construction hold good only
for novels which are copies of other novels,” seems
to be true only in part. There is need, at the very
least, for criteria that give the various forms of
writing their shape and identity. And while the
writer’s skill is still untested and unproved, it may
be dangerous to disregard practices that experi-
ence has shown are effective. Some rules are made
to be broken, perhaps, but not by beginners.

Still, the study of writing may have its dangers.
Young writers desperately seeking guidance may
assume that there are certain techniques and for-
mulas that can be used in script after script. Such
an assumption may carry them into prescribed
channels which repress their imaginative powers
and limit their capacity to find new ways of ex-
pressing ideas. Principles should not become fro-
zen into detailed procedures which become so in-
flexible that they enclose and stultify. Beginning
writers can use the patterns of the past as refer-
ence points, but in the end they must try not to
write like someone else but to write in their own
individual ways.

THE NATURE OF THE INDUSTRY

Writers, no matter what their medium, must re-
spond to requirements that may, in fact, prevent
them from realizing their full creative potentiali-
ties. The major influence as far as commercial
broadcasting is concerned is that most of the
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