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The Audio Dramatist’s Critical Vocabulary in Great Britain
Tim Crook

This chapter investigates how British audio dramatists and producers developed the notion and
theory of practical sonic production narratology. They relied on and interrogated the traditions of
theatrical and novelisticstorytelling. Authors and auteurs such as Gordon Lea, Lance Sieveking,
Tyrone Guthrie, Val Gielgud, FelixFelton, Donald McWhinnie, and William Ash offered little evidence
that they fully engaged the theory of Mikhail Bakhtin, Julia Kristeva, Roland Barthes, Vladimir Propp,
Gérard Genette, Tzvetan Todorov, Mieke Bal, Claude Bremond, and Franz Karl Stanzel. These auteurs
had confidentideas of what would constitute variously described successfulsound, microphone, and
broadcast and audio plays and dramas. The analysis explores how these authors developed their
opinionson techniques and concepts that have given sound dramaits unique literary as well as
dramaticidentity.

Future Directions of Narratological Reflection

It is axiomaticthatin the beginning, before academics began to discourse on narratology,
practitioners of sound drama discussed and produced theirown theory about this genre of
storytelling. An analysis of the British tradition alone offersits own narrative of how they understood
and valued any unique aspects of their practice. The stability of BBC Radio funding through sound
broadcasting monopoly and from 1927 publiccorporation license fee taxation meant that audio
drama had excellent conditionsin which to develop contentand build audiences during the
twentieth century. Inthe result, it would appear radio drama was first published as dramatic
literature in Britainin 1925. Thisis the case with Reginald Berkeley’s full-length play The White
Chateau, written and produced for Armistice night of that year and politically interrogating the Great
War of 1914-1918 and advocatingfor peace. The script indicates amodernist use of music, and the
characterization of the White Chateau building as a central metaphorforthe play could arguably be
intrinsically radiophonic. Itis also the case that Berkeley’s play was written and produced for radio
first, with its stage and television dramaversions following afterward and informing later, longer
radio productions of the play. Thisis hardly the dynamicof what Val Gielgud dismissed as the
Cinderellamedium. This cultural case history emphasizesthat sound drama developed and thrived
before sound filmandtelevision drama.

Gordon Lea’s Radio Drama and How to Write It of 1926 immediately soughtto define sound
drama’sunique properties as a narratological medium. He began the journey of past practice and
critical analysis that has engendered passionateand important debates aboutform, style, and the
very nature of sound dramaas an art formas well asa social and cultural phenomenon. Guthrie,
Gielgud, Sieveking, Felton, McWinnie, and Ash continued to recognize and take positions on some of
the enduring oscillations in understanding audio dramaturgy and the listening experience. The
narrator and self-contained methods were adopted, mixed, and attenuatedin ordertoserve the
purpose of successful listening. Similarly, Gielgud and Sieveking’s argument over whether technology
must be operated or played has often been resolved by the pressure and demand to connect with
and be appreciated by the greatest number of listeners. Assertions about sound drama constituting
atheater of the mind or imagined cinemascope have been balanced with poeticand intellectual
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explanations of amore complex embodiment of perception where feeling, emotion, and conscious
participation extends well beyond the limited notion of mere imagination.

Words, music, silence, sound effects, soundscapes, voices, and spatiality orchestrated to
play uponthe consciousness of the individual listener have certainly been identified as the essential
tools and devicesthat constitute the elements of the greater wholein audio storytelling. This history
isalso marked by an enduringtension between experimentalists of the sound medium seeking to
discoverand explore asonicintrinsic narratology thatis powerfullycreative and poetic, and
production entertainers wishing to deploy storytelling strategies for the sound medium that give
satisfaction forthe greatest number of listeners.

The BBC in Britain was able to hosta mediainstitutionalaccommodation of the
experimentalists and entertainers after the Second World War with the national networks branded
as the Home Service (later BBCRadio 4) and the Light Programme (later Radio 2), which served the
exigencies of entertaining growing popularaudiences, and the Third Programme (later BBCRadio 3),
which satisfied the need to culturally and artistically impress, and indeed, accentuate a separate
literary tradition of radio drama.

The academicinterventionsinthis volumehave the potential to expand the creative and
aestheticboundaries of criticizingand understanding audio dramaturgy and narratology, and there is
no doubtthat the practitioner’s critical vocabulary faces some transformative changes and
inspirationinthe yearstocome. The following chapters certainly serveto demonstrate whetherthe
British practitioner’s praxis was theoretically and philosophically limited and more intuitive than
consciously deliberated. Did the how-to writers have the ability to communicate an equivalent skill
set of enabling the cognitive, rhetorical, text-genetic, transmedial, and transgenericdimensions of
radiodrama? There is no shortage of evidence that Lea, Guthrie, Gielgud, Sieveking, Felton,
McWhinnie, and Ash believed that the writerand producer could intend meaning by exploiting the
unique tools sound drama provided. But on the axis of the diegeticand nondiegeticinterplay of
narrative streams of performance, how could they be sure of the construction of meaningandthe
experience of dramaticand cultural irony?

It might be argued that the sound dramatic mediumin performing for hearing consciousness
certainly made it easierforwriters and producers to transcend time, place, space, and focalization.
An individual identity could be dramatized with multiple perspectives, personalities, and positions,
sometimes with no specifically signposted and rooted human voice at all. The listener could be given
a greaterintensity of imaginative participation. The changing technological context magnified,
expanded, and extended the range and depth of that participation. Early radio drama was of the
moment, incapable of being recorded and played back. Later radio drama became stereophonicand
then surround sound. The microphone play was first mainly listened to through headphones, then
viavalve-powered speakers. The marketization of audio books via cassette, CD, computer,
smartphone, and online sound meantthe sound play could be paused, rewound, and reheard over
and overagain and with much more sophisticated experiences of sonicimmersion conjured forthe
listener’simagination.

The purpose in starting with an analysis and elucidation of the practitioner'stheoryinone
country where sound drama has been culturally significant, strong, and enduring—indeed is now
saidto be experiencingarevolutionin fictional podcasting production and listening —is thatitisa
starting point forthe academician. It provides afoundation to criticize, analyze, and discourse
narratological strengths, lacks, and perhaps some aestheticand intellectual epiphanies that can
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provide feedback to the storytellers themselves and their listeners who constitute such a powerful
participationinthe determination of meaning.

Founding British Radio Drama Narratology

The British how-to writers of sound drama explored key subjects specificto the sound medium such
as the point of listening, telling, and showing; characterization; deployment of linkingand
performative voices; interiorand exterior perspectives; spatiality; and sound symbolism and
metaphor. These practitioners revealed theirawareness of the creative process and their
understanding of the techniques that they de cided achieved more effective connection with their
listeningaudience.

Some cautionisneededinany discourse thatrelies on texts that operate as monuments or
ornaments of oracle by men and for meninwhat was a patriarchal, imperialist society with
entrenched racistand sexist attitudes. When radio dramabegan to be broadcast by the BBC, there
was not an equal franchise forwomenin general elections, women were subject to humiliatingand
exclusionary discrimination in many aspects of their participation in society, and the prevailing
mediaconsensus represented the view that the United Kingdom was entitled to subjugate non white
peoplesasa form of civilizing enlightenment. Anything considered worthy in alternative cultures was
“Orientalized,” to apply the key word in the theory of the late professor Edward Said. In our twenty-
first-century analysis, the integrity of ouracademicanalysis must pay heed to consideration of
historicism and the historiographical context. Much isto be gained by identifyingaudio drama
productionthat may have been hiddenin plainsight,and rendered invisible by canonization and
those whowielded the powerand control of publication and broadcasting.

The first book on British radio drama and how to write it was authored by a BBC producer
called Gordon Lea in 1926. Lea began with the prophesy: “We shall find, I think, anew sphere of art,
achievementinwhich will react upon literature toits permanent enrichment” (Lea 1926: 23). He
talked abouta new literary form “whichis full of possibilities,” observing that “here is the new clay
for moulding” (91), and he invited the potters to come forward to take radio drama from its cradle
and pioneerand experiment. Lea’s textis significant because it was prefaced and endorsed by the
first director of drama productions, R. E. Jeffrey, and the BBC's first managing director and later
director-general, John Reith, instructed that a copy would be sent to all the BBC stations and centers
of productionthroughoutthe country. This means the book was a potential and likely reference
pointand guide foranyone producing and directing radio drama from the time of its publication.

Lea immediately grasped the importance of the role of the listener by means of headphones
or loudspeakers: “Objectively, they see nothing, but subjectively they can see everything. Thisis
what the radio dramatist has to bearin mind” (38). Lea regarded the significance and participation of
the listenerassocrucial he devoted an entire chapter toit, titled “The Listener’s Part.” There is
certainly acase for arguingthat Lea may well have been one of the first radio drama philosophers or
poets. Thisis because his pedagogy and criticism were philosophical and poeticin style. His language
throughout emphasized the intrinsicoverthe instrumental: “All artis an expression of imagination —
the radio-sceneis beyond art. Itisreality itself, notanisolated expression of imagination, but
imaginationitself’ (40). He realized that radio drama offered the dramatist “a more spacious
structure, whose architecture is more artisticand nearertruth” (33).
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Gordon Leaexhorted the ideathatradio drama liberates the imagination by scattering the
problem of perspectiveand opening up a new world tothe dreamer of dreams: “Anythingthatis
conceivable inthe imagination of the dramatistis capable of complete expression and interpretation
to the imagination of the playwright's world. If they wish to set their playinthe heart of the
buttercup, the imagination of the hearerwill provide the setting” (41).

He recognized the special intimacy of radio work: “The listenerisin direct touch with the
player—there is nointervening convention—no barrier. Soul speaksto soul” (69). Lea’stextisa
celebration of sound drama as an intense political, social, and cultural conjunction of human voice
and word, the dialogicfusion of the spoken and written word, of everyday chatterand enduring
literature. His understanding of the poeticaestheticwas beautifully expressed when he talked about
the voices of the playerinradio drama coming out of silence: “Theywere... like jewels against the
background of black velvet” (72).

Lea thereby openedthe debateabout how bestto write radio dramathrough finding a
dramaticregulation of performed consciousness. Forthe auteur, or producing collaboration of
playwright, director/producer, and performer, he connected the necessary bridges between
orchestration of sound through the audio-dramaticscore and its representation of reality and
human consciousness through performance and production. When he wrote about the importance
and value of music, it was in poeticratherthan utilitarian terms: “From out this darkness grew green
music, coloring the mind and pointing the emotions to theirdestined end” (21). He granted a
cultural and artisticimportance forthe writerinradio drama: “The one real essential is something
behind the text—the idea or dramatic purpose of the author” (32), and connected this with the
importance of appealingtothe individual listener: “The radio drama does not make itsappeal to a
crowd butto an individual ... forwhat will appeal to a crowd will almost certainly appeal tothe
individual, butitis by no means certain that what will appeal to the individual will appeal to the
crowd” (37). He recognized the significance of voice as the agency of characterization where an
actor’s shape and physical characteristics are irrelevant: “Whatis writtenin the text will be given
pure and untrammeled to the mind of the listener” (39). He realized that through what became a
convention of interiorvoice and listener’s point of hearing, radio drama was the ideal medium for
the aside and soliloquy: “In stage-work the ‘Aside’ and the ‘Soliloquy’ were incapable of sincere use.
In radio-work they can be used with every appearance of sincerity and truth” (39).

Lea (1926) emphasized thatinradio drama, the unstageable does notneed ascene break or
transition: “lllusion once created need never be brokenin the radio-play. The dramatist can be as
extensive as he likes, sincethe whole world or any part of it can be hissetting” (42). The suspension
of disbelief and art of illusionin sound dramais, therefore, much more fluid and not so much
confined by the physical boundaries of the physical stage set or filmiclocation. The dramatist has
directaccessto the listener onthe emotions of the play and they are therefore immune when “the
house is made to ‘rock with mirth.” Inthe quietude of your own room, you can react truly and
naturally and so be sincere. All this makes for truth and reality” (42). He directed new practitioners
of the craft to the need to adopt a professional attitude rooted in the sound medium. The radio
dramatist need not write to communicate a crowd psychology: “In conversation with afriend you
can use a direct method, an intimate method, which would not be suitable foran orator’s platform.
The radio-play gains just thisintimacy which astage-play can never hope to have” (43).

Evenas early as 1926, with the technological limits of sound production at that time being
on the cusp between mechanical and electrical recording, he advised againstan over-immersive
indulgence of sound forsound’s sake. While “the horizon of the dramatist’s dreamsis widened
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beyond all knowledge, some restraint needs to be exercised in respect of sound-effects. .. these
should be used sparingly. An ounce of suggestionisworth aton of irritation” (43).

Lea setthe course of debate on the ideal dramaticstructure of storytellinginaudiodrama,
and it has not changed much since 1926. He recognized and discussed the merits of the narrator
method and the self-contained method. Thisis the binary of tellingand showing. He accepted that
using a narrative voice offers the chance to characterize an interesting angle and develop sympathy
and tensioninthe way of Shakespearean drama. The narrator can create mind pictures and bridge
dramaticaction. Narrative voice is a good and convenient method of dramatizing prose and novel
writing (44-53).

Lea made itclear that he preferred the self-contained method, as do most contemporary
writers and directors. He said while the narrator method can knittogetherand make coherentlong
stage plays, “as a form fororiginal radio drama, it is not good” (53). By removing the narrator, the
writer creates a total mental vision so that the listener can effectively overhearthe drama: “It can be
made as startling and realisticasif the listener were overhearing somethinginthe nextroom
through a half-open door—with the advantage that the people in the nextroomobligingly let the
eavesdropper know all aboutit” (54).

Lea (1926) advanced thatin the self-contained method, the scenery and settingisindicated
by the characters themselves and what they say: “This can be done quite naturally and effectively.
The characters should be made to see everything objectively and to think of what they are doing
objectively, sothat thiswill appearintheirspeech ... [and] produce anillusion of naturalness” (55).
He advised writers to avoid making theircharacters give crude word pictures of where they are
whenthe language is not natural to their personalities. The word picture needs to emerge gradually.
Exposition needs to be subtle: “Thisillusion of appearance and costume is necessary .. . [and] should
be done by means of the dialogue ina mannerto stimulate the listener’simagination” (56-57).

He argued that dramaticactionis betterthan witty dialogue: “I started out with the theory
that plays which depended mainly on witty dialogueand very little on action would be more
intelligibleto the listenerand so be more successful. Imagine my surprise when | discovered that the
contrary was the case” (57).

It could be argued that Lea had an holistic multisensory recommendation for playwrights
conjuringthe color, smell, touch, and texture of their characters’ experiences. He was enthusiastic
about establishing speed and distance through movement—known as kinesics (speed) and
proxemics (distance) in drama (62—64). It mightalso be argued that Lea was rather postmodernist
duringa modernisttime by articulating the radio drama experience as an embodiment of the
relationship between performance and listening participation. There is something phenomenological
about his observation that “by the very fact that the listeneris called upon to give so much of his
own personality to the radio-playis his enjoyment and appreciation of itintensified . .. and he gains
through the medium of the human voice a mental pageantry of colorand delight which no artistin
the world can emulate” (71).

When discussing the technique of radio actors, Lea recognized that voice actingrequires
absolute control of the voice, and actors need to concentrate theirthinking behind the voice
enunciation and expression. Leaemphasized thatinradio acting, the performer needs to
concentrate on “his thinking and the regulation of his consciousness . .. hisaim mustbe to radiate
personality—the personality of his particular part—to convey atmosphere by co-operation with
otherradiating personalities and to do all this through the medium of the voice” (75-79).
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Phonographic Contextand Erasing the Role of Innovation by Women Writers

Lea’s book was strong on rhetoricbut very short on successful examples of sound play that
demonstrated how to write and produce forthe new medium. Itignored the decades of successful
sound montage and word-based drama developed by the phonograph industry through short
descriptive sketches. Productions of The Departure of a Troopship (from 1902) and The Battle of the
Marne (1914) by Russell Hunting, and Major A. E. Rees’s On Active Service series for Columbia (1917)
had pioneered sound-led dramaticexposition through self-contained montage and, indeed, inthe
case of On Active Service, an origination of the sound dramaserial across six episodes.

The book failed to recognize thatit was a woman writer, Phyliss M. Twigg, who had
inaugurated and authored “the first speciallywritten wireless play, The Truth about Father
Christmas” (Burrows 1924: 74), which was performed livein the London studio of the BBC’'s London
radio station 2LO at 5 p.m. on Christmas Eve 1922. Her script has not survived and there was
certainly nosound of the production everarchived. However, the script of the first full studio
production of a modern and original stage play from a BBC studio has survived. Thiswas the
achievement of anotherwoman writer, Gertrude E. Jennings. Five Birds in a Cage may have been the
first play to be broadcast from a BBC studio that was not Shakespeare, on November 29, 1923, but
more importantly, itis clearfromits previous provenance and content why it should have been
discussed as writing that engaged so effectively with the listener’simagination. This one-act farce
featuringfive peopletrappedinalondon Underground lift was later described as “brilliant” by the
Radio Times in 1934: “possibly the best ever written by the best-known writer of one-act plays of
modern times. It sparkles with witand draws character with a deft hand” (Jennings 1934: 46). Lea
utterly failed torecognize why a play originally produced at the London Haymarket Theatre fora
special matinée in 1915 continued there inthe eveningbill forafurther 285 consecutive
performancesand became one of the BBC's most popularradio plays.

Later histories on BBCRadio Drama and BBC History, all written by men, would perpetuate
the trope that a male dramatist, Richard Hughes, originated the first successful play specially written
for radio (Gielgud 1957: 20). Intriguingly, his script, Danger, seemed inspired by Gertrude Jennings’s
exploration of the comedy of trapping charactersin a claustrophobicsituation —in his case, itwasa
coal mine. Danger would subsequently have its canonization further confirmed by a production of
the Columbia Radio Workshop live on CBSinthe US in 1936.

Advice for Radio Dramatists—Experts 1926 to 1934

In 1931, Tyrone Guthrie engaged thoughts about the microphone play with anintroductionto the
publication of three of his works written specifically for the medium. Squirrel’s Cage, Matrimonial
News, and Flowers Are Not For You to Pick were intended to be experimental, and he hoped “that
they may have somethingtosay” (Guthrie 1936: 8). He wrote that though the radio broadcast play is
denied “all these sensual sopsto Cerberus ... the mind of the listeneristhe more free to create its
ownillusion” (8). Guthrie echoed Leawhen he wrote:

Because its pictures are solely of the mind, they are less substantialbut more real than the
cardboard grottoes, the calico rosebuds, the dusty grandeur of the stage; less substantial
and vivid, because not apprehended visually, more real because the impression s partly
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created by the listener himself. Fromthe author’s clues the listener collects his materials,
and embodiestheminapicture of hisown creation. Itis therefore an expression of hisown
experience —whether physical or psychological —and therefore more real to himthan the
ready-made picture of the stage designer. (9)

Guthrie appreciated as a writerthat the listener’simpressions of the microphone play were more
intimate and more subtle whenreceived privately athome and “not coarsened by beingflunginto
an auditorium, where individuals are fused togetherinto one mass, which becomes asingle crowd
personality, easily swayed to laughter or tears, butincapable of the minute pulsations of feeling, the
delicate gradations of thought which each member of the crowd experiences when alone” (Guthrie
1936: 10). The deployment of the developing multiple-studio technique in Squirrel’s Cage—one for
the actors, one for the chorus, one for the “noises,” and one for the orchestra, all balanced by a
mixing control panel—would bring to the sound play the effect of superimposed photographyin
filmsand enduresin present-day technology through digital multitracking.

In 1933, the second BBC director of productions, Val Gielgud, like Guthrie, offered a triple
bill of his own plays, but hisintroduction was ratherapologeticand defensive. He described the
radio play as the Cinderella of dramaand an “infantinarms” (Gielgud 1933: 11) compared to stage
theater. Inthe How to Write Broadcast Plays introduction, he devoted many paragraphsto
emphasizing that his own playsincluded were not “artisticmasterpieces” and were interesting more
for “theirshortcomings than fortheir merits” (Gielgud 1933: 13).

In contrast, Lance Sieveking’s 1934 The Stuff of Radio was an explosion of creativity. He
positively raged against Tyrone Guthrie’s tendency tointerpolate his reflections on the status of
radio drama with an expression of stage theater’s lack as an art form. As for his BBC colleague Val
Gielgud’s book How to Write Broadcast Plays, he found “a great many things with which | disagree
violently. Butthatis only natural, forinlife | disagree with him on almost every subject, even about
the desirability of beingalive at all” (Sieveking 1934: 57). Sieveking picked apartand debunked
practically every aspect of Gielgud’s guide to writing radio drama, but the essence of their cultural
divide can be best explainedintheirrespective attitudes to the role of the mixing desk, introduced
to the BBC in the late 1920s, which was somewhat grandiloquently named “The Dramatic Control-
Panel.” Sieveking growled: “He thinks the instrument should be ‘operated,’ | think thatitshould be
‘played’” (58).

Sieveking was an evangelist forsound dramain the context of modernismto break out of
any prescribed literate straitjacket. Gielgud and other authors advising on a utilitarian approach to
writing audio dramadiscouraged any scripting of the radiophonicor audiogenic—those aspects of
sound-based dramathat are artistically special and expressive of the sound medium. Sieveking
(1934) conjured a new lexicon forwriting the sound drama creatively and effectively: The Realistic,
Confirmatory Effect; The Realistic, Evocative Effect; The Symbolic, Evocative Effect; The
Conventionalized Effect; The Impressionistic Effect; and Musicas an Effect (66). Sieveking argued
that “It isaxiomaticthat every Sound Effect, to whatever category itbelongs, mustregisterinthe
listener’'s mind instantaneously. Thatis one of the primary considerations which should weigh with
authors and producers continually” (66). Sieveking makes sound effects and musicas much the
artisticresponsibility of the radio playwright as the director, producer, orsound designer, should any
production have the luxury of all these additional roles.

Sieveking (1934) developed Gordon Lea’s discussion when he led with the assertion at the
beginning of his chapter 8, “Writing for the Microphone”: “The art of writing plays forthe wireless
mediumisan art, the practice of which may be treated inthe same general terms as any other art,
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sinceitis subjecttothe same aestheticand emotional laws asany otherart” (74). Sievekingtore up
the terms and conditions approach of writing radio plays:

To begin at the beginning: the radio dramatist must ask himself, what are all the things that
people see subconsciously? In his play, what are the things which, notseeing, they will
desire tosee? Whatare the things which, desiringto see, they will, in some form, see?
Helped and prompted by him, to what degree? And the degree of his mastery of the
technique by means of which those problems can be solved, may be estimated by the
degree inwhich notonly he but hisaudience is unaware of its presence. ( 74)

Sieveking explained that the radio dramatistis more like the composer of musicratherthan a
novelist orstage playwright: “He hears what he writes, conceives and works out his play before his
mind’s ear. He is more like the composerthan the theater playwrightin this respect, forwhereas the
theater playwright hastosee his play as itgoesalong and hear italso, the radio dramatistand the
musician are dealing only with things to be heard” (74). Sieveking excitedly enthused that the radio
dramatist has by far the greaterorchestrato write forsince the field of expressionis notonly the
tone, pitch, volume, timbre, and general character of musical instrumentation but words and “every
sound inthe world which may be taken inits original form, orimitated; which may be used
realistically orin some abstract way” (75). In short, Sieveking’s grand principle of audio drama
writing was that the world is your audience and orchestra, and thisis an open-ended phenomenon.

The Missing Links: Modernist Innovation, Science Fiction, and Political Drama

If Lea’s text can be criticized for being suffused with asurfeit of loose philosophical and poetic
optimism, Gielgud, Guthrie, and Sieveking can be accused of excessive egotism and artifice. They all
decided thatthe art of radio drama writing was best exemplified by referencing theirown work,
thoughin Gielgud’s case with adisappointing mood of inferiority. Sieveking was somewhat
preoccupied with impressive sonicfrolicking with modernist artificein mainly art forart’s sake
indulgencesthattried the patience and understanding of listeners and colleagues. His most visceral
and innovative writing nevergotto air and has largely gone unnoticed as asignificant work of audio
drama. This was his collaboration with the art photographer Francis Brugui ere, published in book
formas Beyond This Pointin 1929, and may have been one of the firstsound art installations
presentedinalondonart gallery. Sieveking produced some of his text for phonograph playingin the
exhibition, butthe records he made have notsurvived.

His exploration of the nihilisticdespairand consciousness of aman blowing his brains out
with a revolverwould have outraged and provoked the sensibility of BBC censors and listeners, but
the challenge was neverengaged. Lea, Gielgud, Guthrie, Sieveking, and all the how-to writers after
themignored the innovative and political radio dramalandmarks created by Reginald Berkeley in his
plays The White Chdateau (1925), The Quest of Elisabeth (1926), and Machines (1927). Perhapsthe
origination fused with political agitation was too hot to handle, with the last beingthe most brilliant
and significant play to challengethe failures of capitalism and the machine age. Machines was
favorably compared with Fritz Lang’s expressionist science fiction film Metropolis. Berkeley made
sure it was published, like his two previous BBC plays, forthe microphone, asradio dramalliterature.
Sadly, though produced fora few performancesinalondontheaterclubin 1931, Machines was
censored by the BBC and Britain’sthen theatrical state system of blue penciling known as the Lord
Chamberlain.
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Successful science fictionin the audio dramaformat was pioneered and experimented with
at the BBC duringthe 1920s, and this has been neglected by scholars and writers on British radio
drama as well as beingignored by the how-to authors. The first director of drama productions, R. E.
Jeffrey, somebody largely criticized and dismissed by radio drama scholars as failingto develop the
potential of radio dramaduringthe 1920s, appearsto have beenthe pioneerwriterandinnovatorin
this genre. Unlike Gielgud and others, he never got around to boastfully publishing his radio
playwriting as models of experimentation and accomplishment. And because of the awkwardness at
the BBC about producer/directors being auteurs as well, it may well be the case that he was
responsible fortwo important science fiction plays originally written for radio that have designated
authorship, continuing his ritual of using a pseudonym.

Jeffrey wrote Speed underthe name Charles Croker; it was broadcast April 2, 1928, and
described as “A Tragi-Comic Fantasy of Gods and Mortals” and conjured “specially for radio
transmission” (Croker 1928: 12). The play was scheduled in the Radio Times with the modernist
ritual of fast racing car, aeroplane, and speedboatillustration. Jeffrey self-consciously implored the
audience to be intheirlistening chairs and plaintively hoped: “If the author has been successful, this
fantasy of the gods on high Olympus and the speed-mad, self-destructive mortals below will tell its
own story initsown way” (Croker 1928: 12). It is speculativethough likely that Jeffrey also wrote
The Greater Power underthe pseudonym Francis J. Mott. It was broadcast September 18, 1928, and
was about “a mad inventor of a death-ray such as science has only dreamed of, who from the island
where he lives surrounded with strange apparatus and tended by a hunchback henchman threatens
destruction to the civilized world” (Mott 1928: 26). The same can be said for X, by George Crayton,
broadcast October 29, 1928, where “X” isthe name givento an unknown radio station broadcasting
the same program every night until the one occasion whenitwasinterrupted by adesperate cry for
help. The underlying theme of the play is “that unknown quality —that dangerous, incalculable ‘X’ —
that lurksin the machinery made by men” (Crayton 1928: 18). Thisisa significant pioneeringcanon
of full-length science fiction modernist original writing specially for the radio drama medium hitherto
unnoticed by radio scholars. The scripts of Speed and X have survived. Confirmation of Jeffrey’s
possible authorship of all three merits furtherinvestigation.

Advice for Radio Dramatists —Experts 1949 to 1959

Felix Felton’s The Radio Play (1949) and Donald McWhinnie’s The Art of Radio (1959) presented
radio drama as an artisticopportunity. The abiding departure and advance they both made wasin
presenting radio playwriting as a multiplicity of human participation on the part of writers,
director/producers, performers, and listeners and embracing it as an experience. The limitations of
the rhetoricof “Theaterof the Mind” and “The Mind as a Stage” was that the play, whichis certainly
the thing, becomes confined ortrapped in a notion of the mind rather thanliberated as an
experience that transcends human consciousness.

Feltonwas a producer, composer, teacher, and actorin the art form. Hisinsight explained to
writers what the form could aesthetically achieve by the experience of everyone involvedinit. So
when he observed that the “actor speakstothat microphone asifit were the ear of hislistener”
(Felton 1949: 10), we are inspired to reflect upon the question that actors who participate in the
production are listening, too, in the radio drama studio oron location should the play be produced
like filminsitu. Felton used metaphorand symbol to explainan artisticand, in modern philosophical
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terms, phenomenological experience. The journey from microphone to loud speakerwas a
conversion of sound waves, with the speaker “like amicrophone inreverse.” The waves have
become “the exactreplica of those which entered the microphone inthe studio” ( 10). This metaphor
can be extended to appreciate the idea of words and writing as waves and rhythm participating with
the consciousness of the listener.

In Felton’s text, “the mechanics of production” were given adramatic purpose, whereasin
Gielgud’s 1948 handbook on discouragement, the writer was offered a chapteractually labelled “A
Glimpse of the Machine” —that which Gielgud believes was only what the writer should be given and
allowedtosee. Felton (1949) enthusiastically explained in a broadcast of Blithe Spirit: “I gave Elvira’s
voice a ghostly quality by getting herto work on a microphone of herown placedinside an opened
grand piano, with the sustaining pedal pressed down, so that her voice picked up a faintaeolian
rustle fromthe strings” (2).

Itissignificantthatin 1949 Felton made it perfectly clearto writers that “itis also possible to
record certain scenes out-of-doors orin otherbuildings” (Felton 1949: 2). He liberated the
imprisonment of sound dramaas an art form inthe studio. Unlike television drama’s migration to
filmlocation and a specially constructed set, radio drama production has been largely confined to
the studio, and thisis true of most present-day BBC practice. There are some inspiringand elegant
exceptions. The work of John Dryden at Goldhawk Productions and Roger Elsgood for Artand
Adventure has been aesthetically emancipating by taking performance, production, and listener to
authenticlocationsinrecentyears.

Felton (1949) described Tyrone Guthrie’s more positive and much quoted observations that
listeners provide theirown moonshine and make theirown décoras the art of servinga writer’s
radiophonicoraudiogenicintention. He explained:

There was a beautiful example of thisinJohn Cheatle’s production of aradio-play by Robert
Kemp, called The Country Mouse goes to Town. The mouse, and his wife, find themselvesin
a vast metropolitan pantry, wherethe holesinthe Gruyéere cheese are as bigas railway
tunnels. The problem was to make the listenersee the scene through amouse’s eyes. It was
swiftly done. One mousesaid: “It’s so quietin here you could heara pin drop,” and
immediately alarge iron crowbar was sent crashing down upon a slab of concrete. (43)

In his chapteron “The Use of Music,” Felton urged that engagingits powerfordramatic purpose
must also respect the discipline of its artisticintegrity. He quoted the composer Arthur Bliss, who
before ameeting of radio producers advised: “If, then, they wished to quote a piece of musical
prose, they would surely treat its grammar and syntax, thatis to say, its phrasing, with similar
courtesy” (120). In Felton’s text, the working playwright discovers that the art of musiccan inform
the very rhythm and overall structure of the sonicprose script. In the chapteron documentary, he
described how he adopted the musical Rondo Form forafeature about the journey of a postcard to
the Orkneys: “This consists of a Principal tune ‘A,’ followed by anothertune ‘B.” ‘A’ isthen repeated;
then comesathirdtune ‘C’; then ‘A’ again; thena fourth tune ‘D,” and so on” (105).

In “The Interpretation of the Script,” Felton’s experience as aradio actor and director richly
informed an explanation of the necessary art of interpreting the playwright’s score, the very words
uponthe page: “He must broadcast, not with his voice, but with his mind. If the microphoneisalens
focused onthe voice, the voice isanotherlensfocused on the speaker’s brain” (Felton 1949: 123). In
the process, Felton’sinterrogative checklist forthe actor’s necessary imagining provides the writer
with a cross-section of understanding: (a) the mental state, (b) the emotional state in which his
characterisinvolved atthe time of the surprise, (c) the nature of the surprise, and, therefore, (d) the
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degree of mental and emotional shock likely to be produced. Also, if he iswise, (e) he thinks
backwards and forwards in continuity to help “place” his actingin propersequence and size and
shape (133). In understanding the creative art of radio acting, the radio writer better practicesthe
art of writing.

Donald McWhinnie began by giving his 1959 volume the right title: The Art of Radio. He then
approachedthe subject with broad approaches foranalysis: “The Nature of the Medium,” “The
Participants,” andfinally, “The Art As It Exists.” All three sections were connected by analyzing the
art form of radio dramaas an experience and an art formthat can be considered existential. He
selected examplesto show and play ratherthan tell and operate. In the process, sound storytelling
becomesanarrative intertextuality. He quotes from play scripts and authors who are timeless with
theirartisticachievementand what can be defined asaspecificliteraturein radio drama. The radio
plays of Giles Cooper or Samuel Beckett, whom McWhinnie produced, have certainly been
academically analyzed and criticized in Britain as significant literatureand dramaticliterature.

McWhinnie (1959) understood the synthesis of realism and surrealismin audiodrama, a
medium that has the potential to communicate “subtleand varied patterns, emotions and ideas”
(93). He explained:

To achieve the radio “integrity” they must be blended into an artisticunity. There are no
immutable rules governing this transformation, and | should not envy the new-world
Aristotle who tried to extractrulesfrom current practice. There is one simple and vital fact
governingradioform, which | have already indicated: the radio act comes out of silence,
vibratesinthe voidandin the mind, and returnsto silence, like music. (93)

McWhinnie articulates avital principleforthe writer: “There isno limit to the aural magic” (108), but
“the quicksand of radio lies between its need forabsolute clarity and its fascinating capacity for
complexity” (108). The very use of its communication means thatitis notblind, but at the same time
itisnot solely an experience of imaginative spectacle. McWhinnietalks about the writerand creator
of sound storytelling givinga “blind” medium a guiding hand so that any listenerin the dark has
illuminated signs put up to help himfind his way, and he properly advises that the mostvivid
signposts will be those that simultaneously inform on characterand plot without awkward
superimposition (109). His quotation from Giles Cooper’s Without the Grail offered up an example of
radio drama as significantand high-quality aural literature:

(Fadein Carrunning: It slows and stops.)

(Pause.)

INNES: What’s the matter?

INDIAN DRIVER: Stop to cool engine.

INNES: Okay, you’re the driver (Pause.)So thisis the jungle.
DRIVER: Yes, all jungle here.

INNES:H'm. ... Verydustylooking.

DRIVER: The road is makingit dusty. Inside is green.
(Pause.)

INNES: There’s arailway line overthere. Where doesitgo?

DRIVER: No place intothe jungle, stop.
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INNES:Eh? ... Why?
DRIVER: Military reasons. Now abandoned.
INNES: Wartime?

DRIVER: Yes, wartime. In Assam there were armies all the time. Now in the jungle here live
all things.

INNES: Er—animals, you mean?

DRIVER: No, things. Wheels and chains gone rusting. Old guns and tanks not moving. Inone
place were fifty thousand teeth-brush, abandoned. All Abandoned.

(Pause.)
(Carstarts and moves off. Fade out.) (McWhinnie 1959: 52)

McWhinnie offered this extract as an opportunity to demonstrate how writing pared to the bone
when performed can be sorich in overtones. Inavery short period of time, heat and exhaustion
permeatesthe world of anyone experiencing the play asa listener. We are in the location. There is
insightintothe leading characterand there is diversion of humorand suspense in the dialogue. By
the way, what do fifty thousand abandoned toothbrushesinthe junglelook like? The answeris the
kind of aural magicthat every listener can conjure. McWhinnie explained throughout his book that
the answeralsolayin the experience of the radio play’s happening, its very existence as an art form:
“The art of radio cannot be reproduced on the page exceptas a pale shadow:itis as uncapturable as
a half-forgottensong” (151).

Despite the large, almostindustrial scale and extent of BBC production of radio plays then,
and inthe contemporary age, now accompanied by the online distributed podcast or audio fiction,
McWhinnie advocated intrinsicconfidence in pursuing artisticambition for the art form ratherthan
complacently sustaining some form of managerialandinstitutional survival: “For me, any radio
performance which does not compel attention and belief, inevitably and irresistibly, is somuch
wasted effort. And betterathousand failures which try to explore new recesses of the mediumthan
a dozen supremely competent reproductions” (182).

The BBC’s Arrogant Silo—Audio Drama Nationalism and Imperialism

The how-to texts covering this period renderinvisible the contribution and significance of origination
audio drama authoring and production by women. There are no reference points to the work of
Mabel Constanduros, who founded the sitcom in British radio with her live short story multivoiced
performances of The Buggins Family through the late 1920s, ’30s, '40s, and '50s, until herdeathin
1957. She was a prolificdramatistand dramatizer. Her friend Ursula Bloom was also a significant
original writer of radio dramathrough the 1940s, '50s, and early’60s. They worked closely with
accomplished, experimental, and originating producer/directors such as Mary Hope Allen, Barbara
Burnham, Nester Paine, Betty Davies, and Audrey Cameron. The significance and performance of
political radio dramaisanothersilence, despitethe pioneering drama-documentary and feature
output of the BBC ManchesterSchool underthe editorship of E. A. “Archie” Harding, who included
the brilliant modernist verse playwright D. G. Bridson and the impactful social producer-writerteam
of Joan Littlewood and Olive Shapley.
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| would argue that the how-to books reflect a cultural silo of arrogance. Too many of the
practitioners and proponents of British radio dramawere nationalisticin their creative mindset and
conceived British radio dramaas being a superior, almostimperialist source of authority and
practice—something to be exported and taught. Inthe result, British audio drama writing was not
fullyinformed orinspired by American sound dramatists such as Lucille Fletcher, whose Hitchhiker
(1941) and Sorry Wrong Number (1943) were acknowledged and in one case actually reproduced as
models of innovative and successful radio scriptwritingin US how-to books (Mackey 1951: 271, 378).

African and Asian writers were excluded from commissioning and production because of
racism. A variety program, The Kentucky Minstrels, replicated the derogatory ventriloquizing of Black
Americans by Freeman Gosden and Charles Correll’s Amos ‘n Andy, with the irony of actual African
American performers Harry Scottand Eddie Whaley “blacking up” for BBC Radio. They were
promoted as starring in a “Black-faced Minstrel Show” running from 1933 to 1949, and the Radio
Times used the appallingly offensive N-word to promote the program when it started. If US drama
was to be heardin Britain, it would be a celebration of high culture, such as Eugene O’Neill’s The
EmperorJones, starring the British Guyanese Black actor Robert Adamsin the title role (May 1937);
Archibald Macleish’s The Fall of the City (October 1937); or the plays written by Norman
Corwin. Morton Wishengrad’s The Battle of the Warsaw Ghetto (NBC 1943) and Langston Hughes’s
BookerT. Washington in Atlanta (1945) have neverbeen produced or heard on British radio though
publishedin Erik Barnouw’s edited volume Radio Drama in Action in 1945. Infact, Langston Hughes's
script was commissioned by the Tuskegee Instituteand CBS network but never produced because of
Black-listing pressures from the House Committee on Un-American Activities startingin October
1944,

Langston Hughes's collaboration with D. G. Bridsonin 1944 on a ballad operaexploringthe
friendship between African Americans going to war with the people of Britain, titled The Man Who
Went to War, was produced from New York and live broadcast by shortwave to listenersin Britain; it
has been archived by the Library of Congress. It would appearto be the first original play by a Black
American writerto be heardin Britain and was certainly celebrated as a significant cultural and
artisticeventinthe development of radio dramaby D. G. Bridson in his autobiography, Prospero and
Ariel (Bridson 1971: 109-12).

US scholars of radio drama recognize that Richard Durham at NBC's WMAQ in Chicago
originated and wrote the series Destination Freedom, with the scripting and production of ninety-
one episodes between 1948 and 1950. The series dramatized Black achievers such as Sojourner
Truth, Denmark Vesey, IdaB. Wells, Ralph Bunche, and indeed, Langston Hughes. One episode, The
Heart of George Cotton, was reproduced for the CBS Radio Workshopin 1957 and won a national
award. It has been accepted that Destination Freedomis a significant series and eventin USradio
drama history, but, in my opinion, itneeds to be elevated and recognized as one of mostimportant
audio drama achievementsin world radio history. Durham’s achievement and output transcends any
pigeonholing orghettoization as one of the important Black American writers. He is one of the
world’s most outstanding dramatists across all media par excellence.

The publication and appreciation of fifteen of his scripts by ProfessorJ. Fred MacDonald in
1989 beganto amplify that the radio world had its middle twentieth-century equivalent of William
Shakespeare toilingin Chicago’s Bronzeville (MacDonald 1989; Williams 2015). There are no authors
inthe English-speaking world who have researched and written this breadth, depth, and quality of
drama that addresses so many key aspects of the human condition. Durham’s output was the
equivalent of over thirty full-length stage plays or films. Theirappeal, relevance, and thematic
interest extends beyond Black American history to what were also at the time of writingand
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production key and urgent matters of world current affairs. He combined history, art, journalism,
culture, politics, human rights, and dramato make a contributionin storytellingthat had impactand
represents amilestone in the literature of human struggle and progress.

In technique and artisticand literary expression, he demonstrated, advanced, and enhanced
the creative possibilities of the audio dramagenre. In The Heart of George Cotton (1948), Durham
gave characterization and voice to the human heart, and this offered aunique creative perspective
on the medical techniqueinsurgery pioneered by Drs. Williams and Dailey. Durham also
orchestrated the rhythm of heartbeats with cross-fading and coruscating of dialogue in different
languagesto bringa global outlook and understanding of the story. Anatomy of an Ordinance (1949)
dramatized the struggle by Alderman Archibald Carey toimprove housing conditions, and Durham
characterized with voice and political and philosophical ontology the force of the Chicago slums. He
made them metaphysical, gave them asingle personality and a consciousness that became
menacing, cunning, and the force of indifference, cynicism, injustice, and indeed evil. His ability to
invest dramaticidentity, characterization into inanimate forms, musical instruments, and social and
biophysical phenomenashows how his understanding of the radio dramaticmedium was supreme
and originally creative. Durham could write for sonicimaginative reception and understood the
phenomenology of the listener. His writing artin the sound medium was utterly exceptional, varied,
and wide-ranging. The life of Louis Armstrong would resonate through the jazz characterization of
trumpetsound; the story of baseball player Satchell Paige would be centered with musical
exposition through folk ballad by Oscar Brown Jr. Now is the time to liberate the curriculum of radio
and audio drama writingand scholarship to referenceand draw inspiration from Durham’s work.

Advice for Radio Dramatists—Experts 1985 to Present Day

William Ash’s The Way to Write Radio Drama, published in 1985, setthe scene fora series of books
that to the present day explain and assert a confidence and explanation of how to achieve the best
possible inadramaticform now fast approachingits British centenary if we take the BBC's London
station 2LO in the early 1920s as the starting point. His structured journey picks up on practical and
theoretical concerns originated by Gordon Leain 1926, Lance Sievekingin 1934, Felix Feltonin 1949,
and then Donald McWhinnie in 1959: Narrative and Dramatic form (Lea’s self-contained or narrative
play); The Nature of Radio Drama Compared with Visual Drama; Beginning the Radio Play;
Characters, Dialogue, Sound Effects, and Music; Radio Drama Construction; The Script of Your Radio
Play and What Happens to It; and Some Radio Plays. He finished with afew pageslooking at other
forms of radio dramaticwritingin adaptation, features, and serials and politically discussed radio
drama’s future in the cultural and mediaindustrial context. Intriguingly, one of the subtopics was
“radio drama on cassette,” a technological form now long redundant, though beingindependent of
radio transmission and providing the listen-again performance of literature. This section in away did
prophesize the potential of internet plays and podcasting.

Ash’s curriculum dovetails with critical narratology of dramaand literature. Itis not difficult
to pinpointand relate his advice on how to write radio plays with the theories of focalization (Bal
1996: 115-28), Ricoeur’'sthoughtson “The Time of Narratingand Narrated Time” (Bal 1996: 129-44),
and Hayden White’s “The Value of Narrativity in the Representation of Reality” (Bal 1996: 273—-85).
Ash (1985) shows precisionin his highlighting of post-structuralist, textual, and narrative possibilities
inaudio drama through his consideration of Harold Pinter’s A Slight Ache:
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Listening to this play we have no difficulty in accepting that the old match-sellerisnotonlya
figment of the husband’s and wife’s imagination but also that this same fantasticcreature is,
at once, the shabby, menacingfigure that threatens to replace the man andthe sexually
attractive figure that appeals to the woman; and furthermore, that man and woman have
called this shadowy beinginto monstrous life by digging, underthe mostciviland urbane
surface, into each other’s and their own subconscious. Such a creature, the produce of the
author’s, the character’s and our ownimagination, all in dramaticrelationship with each
other, cannotbe reproducedinany other medium—as attempts to stage this play have
shown. (3)

Ash was the first how-to authorto reference women radio dramatists and include extracts from
plays by Rose Tremaine, Shirley Gee, Fay Wheldon, Gaie Houston, and Jennifer Philips, and he also
discussed Bloke Modisani’s The Quarter Million Boys as an example of how radio drama can deploy
ridicule asa weaponin political writing that denounces racist tyranny (Ash 1985: 116). Asa

dramatist himself, he was the first writer to adapt some of the leading novels of Nobel Prize—winning
Nigerian author Chinua Achebe for BBCRadio production with Things Fall Apartin 1984 and Anthills
of the Savannah in 1995.

The future direction of academicand aestheticanalysisin Great Britain seemstobe in the
growth of synopticpractice and theoretical writing, with the intention of establishing a symbiotic
relationship of theory informing practice and vice versa. That was certainly the intention of Crook’s
Radio Drama: Theory and Practice (1999), which predicted the potential of audiodramabyinternet
and online distribution, and engaged narratological literary studies to the potential practice of ironic
transpositioninaudio dramawriting. Rattigan’s Theatre of Sound: Radio and the Dramatic
Imagination (2002) explored the interdisciplinary possibilities of studying the medium. A
consideration of his diagram on “Transcodification of textual codes through performance and
productioninto aural codes” (Rattigan 2002: 9) offered aremarkable diagrammaticrepresentation
of the relationship between playwrightand listener as well as discussing the complexity of the
bridging journey between audio-dramatictext and audio-performance text.

Guralnick retrieved Gordon Lea’s appreciation of radio drama’s potential as poeticliterature
inher 1996 study of Beckett, Pinter, Stoppard, and other contemporary dramatists on radio, Sight
Unseen. She saw a constellation of dramaticexpression that challenged the radio play inits ability to
representthe visual, realized its limitation as animperfect eye, celebrated its musical dimension,
occupied and performed comfortably as the theater of the mind, and undoubtedly existed as a more
worldly phenomenon linking the experience of the writer, producer, performer, and listener:

From the delicatest earinthe mind of a playwright, aradio play repeats words as that ear
wantsto hear them: articulated, inflected, hence powerfully animated, yet safe from eclipse
by theatrical apparatus. And at the sound of these words, aninvisibleaudience listens
intently, notonlytothe play butalsoto itself as expressedinthe play’s events and gestures,
which perforce bearthe stamp of whoeverenvisions them. Thus do the audience and the
playwrightbecome one, unitedin their efforttorealize awork that, existing as a mutual “act
of the mind,” is what Stevens [areference to Wallace Stevens’s 1942 poem “Of Modern
Poetry”] denominates poetry. (Guralnick 1996: 192)

Dr. PaulaKnightin her 2006 thesis “Radio Drama: Sound, Text, Word; Bakhtin and the Aural Dialogue
of Radio Drama” related the medium to Mikhail Bakhtin’s theory of dialogism, polyphony, and
heteroglossia. More recently, Dr. Farokh Shirazi (2018a, 2018b) has beeninvestigating
phenomenological understanding of intensively realized contemporary podcast audio fiction and the
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problem of what he callsa “semantic paradigm” in critically accounting and evaluating radio/audio
drama’s practice. Shirazi has successfully investigated how past practitioners and critiques of the
medium have been hidebound by an over-preoccupation with visual metaphors forwhatisa
listening experience. His development and expression of an original phenomenological discourse
informs creatively aboutthe artistic potential of podcast production of what has been regarded as
radio drama, but may now require a new definition that combines sound and fictional storytelling
with listen-again properties.

Decolonizingthe Curriculum

Claire Grove and Stephen Wyatt’s So You Want to Write Radio Drama? (2013) is regarded as the
current go-to book and essential guide foraspiring sound and radio dramatistsin the UK. The
authors are rightly highly respected and award-winning practitionersin theirfield, underpinned with
the authority of their outstanding BBC careers. They selected six landmark radio plays forreading
and listening: The War of the Worlds by H. G. Wells, adapted by Howard Koch and Orson Welles (CBS
1938); Under Milk Wood by Dylan Thomas (BBC 1954); Albert’s Bridge by Tom Stoppard (BBC 1967);
Hitchhiker’s Guide to the Galaxy by Douglas Adams (BBC 1978); Cigarettes and Chocolate by Anthony
Minghella (BBC1988); and Spoonface Steinberg by Lee Hall (BBC1997). Few would argue this
selection of worthy and significant canons of radio drama history.

Unfortunately, theirethnicity, class, and social and cultural hierarchy strikes the soundings
of privilege. They are all high-achieving and elitist white men. Future how-to discussion and audio
dramaticnarratological scholarship needs to casta much widerinvestigative, culturally expansive,
and theoretically progressive approach. Much more needs to be done to elevate writingand
productionthat has been neglected and gone unrecognized and analyzed in the past. Present BBC
output now celebrates a mainstream of audio dramaticwriting by Black and Asian playwrights such
as Bonnie Greer, Winsome Pinnock, Kwame Kwei-Armah, Roy Williams, LennyHenry, Benjamin
Zephaniah, and Tanika Gupta. These and others are multiple new voices advancingand
experimenting through the medium with new and thought-provoking political and
sociopyschological imperatives, and exciting and innovative transcultural and sonicrhythms of
speech and communication.
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