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who find that they can 1lve without God, for whom the
language of rellglon has lost 1lts meanling, who have a
great ignorance of the Christian faith, and yet, who
still are dissatiasfled with materialism,

In actually assumling 1ts responsibillty the Church
then will bean 1te meusage of help to the emerging
vitalities of our age: tho veteran and hls famlly, the
working man, the manager class, the farmer, adults 1n
the first ten years of marrled 1ife, tho puzzled and
caught present generation of young people, the school
chlldren of jJjunior and high school sge, and family groups.23

As the church thus undertakes to fulfill her duty
of teaching a!l the natlons the Gospel of Jesus, it 1s
essentlal that she first re-examine the word "teach." By
this 1s meant the controlling and regulating of exper-
lence so that the "learner" is gulded into the deslred
channels of facts, events, attitudes and emotlonal
responses, The church has emphasized only the "preach"
experience, and has lgnored the other aspects and
possibilities. The church has been unconscious of the
possibilities radio offers 1ln applying the "teach=command"
of Jesus to its listeners.

In attempting to clear the spiritual dariness from

the American people, the church has neglected the

235. Parker et al., on. cit., Pe 5.
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possibilities of radlo almost completely. It has
emphasized only 1ts concept of "teach," talk" and “preach,"
wlthout seriously considering bhe oppobtunitles offered ;
by radio itself. In this mammer the ray of light which
can plerce the darimess has been shaded and diffused,

so that many are unable even to see 1it, Radio Bibllcal
Drama is one means anong many for the lifting of the vell
which masks the religious radlo programs of the present

day.




IV, Advantages and Types of Radlo Blblical Drama

Radio Biblical Drama 1is an important and necessary
means whizh must be considered as the Church undertakes
to "teach" the Gospel. It should be noted, however, that
it is but one of many possibllities in the radio medium.
Radio Biblical Drama heads the 1list of the following
posslibilities: religicus music prograns; advice on per-
sonal problams; spot announcements with facts and say=-
ings; miniature five minmute talks; religious eplsodes and
prayers; sermons; revisws of religlous books; great
religious dramas; religlous news broadcasts; dramatiz-
ations of current religious novels; religlous storles
1

for children; and soclal action toplcs.

Advantages of Radio Biblical Drama

Radio Biblical Drama deals with a variety of topilcs,
covers a wide range of life-experience, and thus presents,
in many cases, the Christian attitude toward, and answers for,
real living problems. The basic motivatilons for human
conduct never change; only the scene, characters and
situation remain in a constant state of transformatlon.

liany will become acqualnted with the Word of God through

» 3 et in
1. John XK. Hough, "The Greatest Story Ever Told,
Education on the %;}, 0. Joe Olson, €d., beVezteanth Yearbook
of the Instiltute for Educatlon by Radlo, D. 342.
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interest-catching Radio Bibllical Drama, and God Hiumself
has promised that His Word wlll not return wvoid,

Closgly allled with thls is the entrance of the
Word of God into unchurched homes, Hany who will turn off
the Deveotiona®l program will listen to the dramatized
Bible Story, because 1t 1s drama. And the underlying
mesaage Wwilill enter the ear and transfilx the heart. Here
1s an entrance into that home which cannot be reached
in any other way or manner.

These dramatizatlions of the Bible will alsc glve the
blind, the bed~rldden, and shut-ins something that hesreto-
fore has boen denled them. They can hear the spoken word,
feel the draia, visuallze the characters and settlings, and
abasorb the lessons iMQarted.a

Shildren rceive their share of Gospel-Message also,
for the seemingly un-living creatures of another age are
suddenly human beings, in understandable human situations.
They speak human words, and bring a freshness and vitality
into the Bible Stories as children know them.3 The three
to five hours of daily listening then 1ls utilized by the
Church. Truth enters the mind, and replaces the former
attitude of fable and storye.

The testimonlal lobtters received by various producs

ers of Radlo Biblical Drema demonstrate forclbly the value

2. Putting the Bible on the Air, p. l4.
3. Rita Senton, The Dible Play dorkshop, P. 14

Pl
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of this technlque. Iere 1ls a letter a father wrote about
a tect program for "The Radlo Edition of the Zible":

We have, according to my personal knowledge,
wilthin the past Tifty years, dilstributed many
kinds of Biblical litersture to the four corners
of this earth, in our attempts to interest every-
one In the Bible.

It has 1ndeed been most disappointing that
more children's interest could not be awakened.
We have trled to make the printed relligious liter-
ature for children more appealing, and we have used
beautifully illustrated and splendidly colored
books so that thelr childish minds nmight nmore
thoroushly grasp the storiles, and becone in-
terested in them. But, I long ago declded that
1t was too much to expect of their childlish mlnds,
until one Sunday, when the test broadcast of
a Bible Story came into our home over the radio.
I sat and watched the reactions cof my children.
The result was gratifying to me.

¥y chlldren had frequently heard us read
about the Biblical characters vwho were to them,

I assume, purely fictlonal personzsges because
they could nelther be seen or heard, and con-
sequently were more or less mythical people who
lived in a dim and a hazy past beyond the com=
prehension of their 1ittle minds,

The Bilble Story broadcast that Sunday to which
I refor, enabled my children to actually hear the
voices of those characters they had read aboul,
and who had been described to them at Church and
Sunday School., Oonsequently, they had been in-
stantly changed from flctional, mythical person=
ages into apparentiy real, live, pulsating people,
and the truths of the Bible and its storles were
more indelibly printed.

It is my cendld opinion that those proposed
Sunday Broadcast Stories which are so cleverly
arranged, judging from the ones I heara, will
constitute the greatest step forward in the way
of religious education., They &re impressive,
interesting, thrilling, convincing and more
forcibly emphasized than anything that has been
advanced in the past 50 years.

But the influence of Radlo Biblical Drama does not
stop with children. A British listener wrote this to

4. Puttine the Bible on the Alr, pp. 13-i%.
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Dorothy sayers:

Your play, The d¥an Born To Be King, 1s quite

changing the atmosphere in our house, and

where there has been resentment and criticlsm,

we can feel 1t all dying away ln the presence

of Chrlst. I am sure thils is true in every

home where this program 1s heard.

Types of Radlo Blbllcal Drama

There are numerous varlatlons within the fleld
of Radio #iblical Drama. It 1s not limited to a zinzgle
program which 1s entitled "drana," but rather it contains
countless poscsibilities which enhance thls valuable tech-
nique of "teaching." It will be impossibic to explore
every technique avallable in Radio Biblical Drama; only
basic putterns will be considered, which then radlate
into innumerable patterns and variations. The most im-
portant of these baslc patterns zre: First Person Narration,
Second Person Narration, Third Person Narration, the
Dramatic Narrative, Narration-Dialogue Alternation, and
the "You are There" dramatic production.

First Person Narration

PAUL: I am Paul, a Jew, born in Tarsus, but
breught up in Jerusalem at the fect of
Gamaliel, instructed in the Law of our
Fathers, and zealous for God. I was a
Pharisee, and lived after the strictest
sect of our religlon. I verily thougnb
with myself, that I ought to do many things
against the name of Jesus, And this I
did. I persecuted this way unto the death,
binding and delivering into prisons both
men and women, and punishing them ofte?-
times, I strove to moeke bthem blasphema;

5. Eastman, loc. clt.
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and I cast my vote agalnst those that

were put to death. And being exceedingly
mad agalnst them, I persecuted them even
unto forelgn cltles. Then == I journeyed
to Damascus, with the authority and commisslon
of the chief Priest, that if I found any
that were of The Way, whether men or women,
I mizht bring them bound to Jerusalem.

And 1t came to pass, that as I made my
Journey, and drew nizsh to Damascus; that
at midday there suddenly shone fron

heaven a great lisht round me. . . 6

Thils type of drama ubtilizes one of the most effective
kinds of narration., The listener gets the impression of
mecting someone who lknows what he 1s talking a.bout..7 AS 2
matter of fact, he meets the character who 1s directly
involved in the actlon, and 1n this manner is able to
receive a clear and vivid first-person account of the
eplsode. Great characters are able io tell thelr own
stories, explain thelr own emotions and 2ctlons, and the
listener i:s able to see, feel and evaluate as 1f he were

present wlth the character.

Second Perscn Narration

NARRATOR: Your name 1s James Uohen. Ag?, 16.
Jolor, white., Halr, black. XYou re not
tall and not heavy...you weigh about a
hundred and thirty pounds. You 1live in
Anerica, on this street, 163 Malr?se
Avenue.... you and your father and mother....
in this small cottage. ¥
It's June 28th, and you, Jlamuy Cohen, are
going swimaing. Arnle is going wlth you,
Arnold Kaplan that 1is, your friend from :
next door. There are a number of heaches
in South Boston, and you and Arnle have

tion
6. "Proclaim on the Housetops," from The Radio Edllﬂg.

of the Bible, quoted in Parker, et al., QR 2ike, P.
7. P&l“kel“ _e_t;. _3;]___-,213_0 _C_.LEO’ P. l s

..




declded to go to South Beach. Alrsady
you can feel the sand between your toes...
the warm sun tanning your shoulders. You
close your eyes and see the c¢lear, cold,
sparkling water.
You, Jimmy Cohen, are going swimming!
This 1s golng to be a wonderful day, -
You agree to meet Arnle in five minutes,
and rush upthe steps to your home€...
your hani fumbles with the lock,...the
door comes open, you rush through...

SGUND:  DOOR OLANMS
And you yell,..

J Iz ¥pther? Hother? D' Y'know where m'towel
'n'trunks are? Arnie and I are going
ev imming?

NARR Your mother comes out of the kitchen, dry-
ing her hands on the corner of her apron,
a question on her 1lips, but you hurry on
wlth...

JIM: It's all right, Mum. Arnle has been there
before. L ] 08

Second Person Narration was developed during the
war by writers of the Uolumbia Broadcasting System in the
series, "The Man Behind the Gun." This technlque em=
ploys the "you" and "your" approach: "You do this," "Ygu
say that." The use of this kind of narration 1s really
an invitation to the listener to 1dentify himself with the
actor, to become the person who 1ls experiencing the
action.g The use of the present tense augments this
experience, for the listener does not find himself listen-
ing, but experilencing.

Third Person Narration

CHROHICLER: Now bellevers were added to the Lord,

multitudes of both men and woumen, insomuch

k into the
that they even carried out the slc
streets,yand 1a4d them on beds and couches,

8. Darre'l Helmers, "Neighbors All," unpublished ms.
9. Parker, et al., loc. cit.
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thet as Peter came by, at least his
shadow mlzht overshadow somecne of them.
But the High Prilest, and all that were
with hi=, were Tllled wilth indignatlon,
and called the council together, and
all the Senate. {MURMUX IN) 4and laying
haends on the apostles, they had them
orought -~= but without vlolence, for they
feared the people. (MURKUR U, THEN QUIETS)

- PRIEST: We commanded you not to teach in thils
name: and behold, ye have fllled Jerus=
alem with your teaching, and lhtend to
bring this man's blood upon us.

GHRONICLER: Peter ansvered:

PETER: We must obey God rather than man. The
God of our fathers raised up Jesus who
was crucified. Him did God exalt to be
a Savior, to glive repentance and remission
of sins. And we are wltnesses of these
chings.

CHRONICL.ER: The Jouncll, when they heard this, 10
were enraged, and minded to slay them. . .

Wy

There are many kinds of Third Person Narratlon

available to the radlo writer. Probably one of the most
common 1s the impersonal Volce, (llsted on the script as
either narratcr or announcer) who introduces the progran,
shifts the scenery between eplsodes on radio's lmaginary
atuge, and then sums up or recapltualtes befdre the sign=-
ing off of the program.™-©1 This will perhaps becowe ever

clearer in the 1light of the following examples

SOUND:  OOING CLINKING AS DROZZED INTO 4 HUX .

NARRATOR: Do you hear that, boys and girls?bxou re
right, that's money dropplng into a 1g§...
pennies, nickels, dimes, quarga;iaef ¥
cent pieces =--—= your money §na »
Every time those coins jingle, they carry a
a certain meaning... food to someono starv
ing, clothing to someone freezing, medicine
to someone dying. Every time these coins
jingle, they ring out a message of help

10, Ibid., p. 149.
L% Thid,
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for some poor helpless person. Llstent
3 COING DROPPING INTO 30X: INTO DOOR SLAM
HALE VOICw I3 (UR{C'H:?-ITL.I% Nurze., (LOUDER

Oh, Nursel. . .12 ~

THE Dramatic Narratlve

NARIATOR: When the Lord God creabed Adam and Eve,
He mads them holy === perfact === they couid
do no vronge Then He planted a Garden in Eden,
and placed Adam and Eve in this (Garden. Ha-
gave then careful Instructlons regarding

ne care of the CGarden:
MUSIO:  CHORD:, BUILD U2 BENEATH
NARR? (REHYTHHICALLY TO HUSIS) Of every tree of
' the Garden thou mayest freely eate...
. but of the tree of the knowledge of good
and evil =-~= thou shalt not eat of 1%,
for on the day when thou eatest thereof,
S5IC:  UTING :
1t Thou shalt surely dle! (SLIGHT PAUSE)

‘ o0 Adam and Eve cared.for the Garden of
Eden. 4nd they ate of the frult of the
trees in the Garden, but remembering
God's comnand, they avolded eatlng of

he.frult ol thse &ree oflghe knowledge
of good and evil. « « o

5
(o
aYims
H .‘-‘l
L
oa

The Dramatic Narrative is nothing more than a
dramatlc reading with a musical background. The misic
creates and emphasizes the mood, and the narrator carries
the burden of the entire prograem. Thls progran technique
1s of note particularly for 1t requires a liulted cast.
Thls by no meens affects the appeal of the program, how-=
sver, and in certain Bible Storles 1% is very often preferred

oVer the obher techniques avallable. The Dramatlc Narrative

has becose popular in youns chlldren's prograsis, 1n order
A
not to complicate the actlon and confuse the children

with numerous characters and sub=plols.

12. Darrell Helmers, "The Helping Hand," from The Shristlan

School of the Air. F :
13. Darrell Helmers, The Fail into Sin, unpublished ms.
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Narration=-Dialiogue Altsrnation

NarhaToORT  In the beginning God created the
heaven and the earth, And the earth
was wlthout form and vold, and dark-
ness was upon the face of the deep.
And the Splrit of God moved upon the
face of the waters,

God salid: "Let there be llght And
there was 1light. _

MUSIC: OTING, OUT.FOR

NARR: And God saw thet the light was good,
and He called the light day.

MUSIG: UI" T VELOL JI UP AND URDER

0T R: (OFF) Tommy! 1It's timoe to gat ups.

Some ond :

TOM s YAWNS). But I'm st.ilJ_ sleepy, uother.

MOTHER: (CLOSER) You can take a nap lutGI‘ 1n the
morning. (1‘[;;:.11L {G) Oh, come oni It's
r’e.s-'z; a bezutilul day out. -

MUSIS: oI¥PLE CHORDS, OUT FOR

Naiit: And the darkness God called night.

MUSIO: SOPT LUL LABY, UP AND UnN J...R

MOTHER: Tommy, 1t's getting late. Nlght 1s the
time for 1ittle boys to be In bed. 14

TG #1171 you hesar my prayers, iHother? . . .

This technigue employs a thlrd person narrator, butb
he alternates with dlalogue, and thus a present=day, under=
standable explanation is provided for the words of.the
narrator. The entire drama is mede up of these alter-
natlions, or, if you will, oxplanations by dlalogue of
the words of the narrator. Certain Blble Storles lend
themselves to this technique very readily, and are valuable,
not only for the explanstlon given, but also for the
interest=stinulsbion to the llstener.

"You Are There"Dramatic Production

14 i MTYT TV . A Y TR
SUUND 3 TRLETYrE Ha GHIEE

NARR:  Today we turm back the hands of tlme to the

14. Darrell Helmers, The Creation of the ¥orld, unpublished ms.




year29 A.D. == to the country of Pal-
estine -- to the clity of Jerusalem, (LLIZHT
PAUSE) And now, Inagine that you are golng
with us in memory to Jerusalem, where mem=
bers of the KiUC News Department are wait-
ing to descrilbe for you scme of the things
that happened in the year 29 A.D.
COME IN, JERUSALEM!

VOICE (REPCGRTERS) SLIGHTLY MUFFLED, As IF SHORTWAVED

HEPONTER It This 1s Jerusalem., We have set up
our KiFUC mlcrophonss here ln beautiful,
golden Jerusalen, Jerusalem, the capital
of Palestine...Jerusalem, the city of the
Jews....Jerusalen, teeming wlth pecple,
peonie who are choking its narrow, twlst—
ing, winding strects. 5
We speak to you from our vantage polnt
in one of the towers of the Fortress
Antonia, looking out over the city of
Jerusalem. The window from which ve
view the scene 1l: some sixty feet above
the ground., The city of Jerusalem lies
at our very feet...sprawled out before
our eyes.
Jerusalem 1s not a large city. Reported-
ly 1t covers only about three hundred
acres.... which would make it about three- :
quarters of a mile long, and a half mlle wide.
It 1s built on four hills=--each of which
forms a corner of the clty. Fortress
Antonia is bullt on a hill in the North-
east corner of the city. Directly ln
front of us, on the slope of the South=
eastern hill of the city, 1ls the most
magnificent bullding we ve ever sSeel.
It 1s the famous tempie. It rises ==
terrace upon terrace =- surrounded by
massive walls, a gllttering spectacle of
narble and golde « o

)
§ 4
SIFR N

This "You Are There" technique has become popular in
the last several years ﬂn-JBS, and recently the title was
changed from "335 IS There! to "You Are There.”" This pro-
ductlon is of narticular value in the realn of‘setting and
realism., The llstener is unaware that he 1s recelving a

rather thoroush description of past places and events as

—

15. Darrell Helmers, "Time Returns," from ghg,ﬁh;;g&;gg

School of the Air, February 27, 1948.
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the reporter retreats into the past and offers 1its hia=
tory as present news. The listener sees through the eyes
of the reporter on the scene, and even imagines that he
15 helping make the news! The reallsm of the production
carries with it a splce ﬁhat nakes 1t palatable to all
age groups of the llstening sudlence.

The foregoing are but a few of the endless varlations
possible In the presentatlion of Radlo Bibllcal Drama,
Different stories will lend themselvee more easily &to one
or the other of these baslc types of drama, depending to a
great deal on the ingenmuity and capabilities of the writer.,
But these technigues are avallable, and are different
enough, one from the other, to provide an interesting,
stlﬁulating and varled approach.

The technicues avallable for Radlo Bibllgal Drana,
for spreading the Word of God, are llmlted only by the
abilitles and intelligence of the writer and producer of

the progran.,




V. Baslc Uonsideratlons in the'wrltlng of the Radlo Drana

Lvery drama has baslc fundamentals whlch must be
present if 1t is to have the lsbel "drama." These aret
title, theme, plot, confllct, charaéters, beginning,
middle and end.l Remove any of these unremovables and
the drama sags and disintegrstes. Within theae\essentials
the radio playwrizht works; they are as necessary to his
successfu’ acript as are the intelligence, abliity, pen
and paper which he utililzes.

General Zrincinles of Hriting

The guldeposts for attracting and holding the
attention of a radio audlence, and for producing & success=
fuﬁ radio drama ape numerous. Among the more important of
these are the following: 1) Catch llstener attention in
the first twenty seconds, by novelty sound, theme mualic,
Interest=challenging statement or provocative dialogue;

2) In the Tirst minute of the script arouse the curlosity
of the listener in what is to follow; 3) Direct the pro-
gram to the audlonce most 1ikely to be liztening. Keep
in mind what the majority of the listeners are likely to

be doing while listening to the program. Try to fit the

program to the supposed mental state of the listeners;

4) Reop in mind the iimitations of listeners both in terms

1. Whipple, op. cit., pP. 10




h)

of vocabulary and experience. Don't ask listeners to make
mental expedltlons too far beyond the range of their power;

5) Include listener participation, 1f 1t is nothing more

than keeging tine to musle, laughter, using p=per and pencil,
or, even more valuable, an emotional response, a deslre to

'do something about 1t;' 6) Visuallze scenes and people before

beginning the actlon, that is, set the stage; 7) Establish

each volce and sound clearly. Listeners should not be left
wondering who a speaker ls or what a sound is. Hotlvate
beforehand all future behavior of a character; 8) lMake each
line of dialosue as short as possible and to the point,
without hurting characterlzatlons or dramatization; 9) Write
the script so it 'flows." Xven more essential than on

the stage or in a moving picture, because of the 1llmited
time ond holding power, the linss of a radiloc script should
advance the plot or the subject matter steadily toward the
climax; 10) Include varlety in the script. No actor or
group of actors should be asked to carry a scene longer
than interest in a particulsr situatlon can be maintained,
about two minutes; 11) Remind the llzsteners continually

of others present:. in the individual scene, even if they

are not speaking; 12) Prepare the listeners for sounds

and actions in advance; that 1s, if the Indlans are com=
ing, anticipation of the sound of hoofbeats must be bullt
up in advence; 13) Write the dlalogue so the characters

speak in character, for residents of a partloular place




