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To the Brock Prize Board of Jurors:  

 

Please accept the following letter in consideration of Michele Hilmes’ contributions to media 

literacy and media research. Dr. Michele Hilmes retired in 2016 after a long and distinguished 

career at the University of Wisconsin-Madison. Between 2011 and 2016 alone she served as a 

juror for the Peabody Awards, developed a core curriculum for a new graduate program as a 

Fulbright Scholar in the United Kingdom, and received the prestigious Danielson Award for 

Distinguished Contributions to Communication for her numerous publications, with dozens of 

graduate student legacies now working as professors. Perhaps she would even be a viable 

candidate on behalf of the discipline of “Media Studies” just for her skillful and successful 

advocacy to add the “M” to SCMS – the Society of Cinema and Media Studies (formerly Society 

of Cinema Studies) – the largest media studies conference in the world, or her internationally 

appropriated history of broadcasting textbook, Only Connect. 

 

These recent accolades have only served to signify her deep intellectual and methodological 

influence upon an entire discipline. To encapsulate her three major books – Hollywood and 

Broadcasting, Radio Voices, and Network Nations – and numerous edited collections and articles: 

Michele Hilmes has defined the emergence of a new methodological approach to the study of 

cultural history from an interdisciplinary, mediated, evidentiary perspective. Beginning with film 

training at NYU, and informed by feminist and cultural studies discourses, in the late 1980s 

Michele Hilmes set out to account for how gendered and alterity groups have been represented 

historically, to understand how specific discursive tropes have been formulated and influenced 

public culture. Along the way she developed a methodology to account for each and every stage 

of the process creative production - from image, and character, to storyline, beginning with 

concept and development, through exhibition and reception. Previous to Hilmes’ work there were 

a few precedents in film studies, and to some extent British cultural history work. But no 

scholarly approaches attempted to qualify an entire historical trajectory of available datum into a 

holistic assessment of how “representations” have been organized in mass media. Michele Hilmes 

innovated a historicist view of media literacy, in service of qualitative analysis of how creative 

industries have worked on a day-to-day basis. 

 

She has interrogated the sound history of race, gender, and class, and the transnational 

institutional exchanges between U.S. and British media systems, as a way to engage 20
th

 century 

cultural history. According to Hilmes, to best understand content decisions, one must consult with 
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extant primary sources, which reveal “intention” and negotiation among creative agents among 

various stages. For example, she has famously written about how daytime and nighttime radio 

became “gendered”. As she observed in Radio Voices, the industrial framework for radio was far 

from complete in the 1930s, and programming decisions were made almost solely upon social 

expectations for gendered performance. Daytime radio became “female” in the 1930s, and 

commercials and content were developed along the lines of those assumptions. Evening was 

consequently produced for male demographic, due to the dominance of males in the workplace, 

and radio followed from these assumptions and honed topics for this assumed audience such as 

theatrical drama.  

 

Through her historical research, Hilmes has conceived of an approach to media literacy that looks 

at how the identity of discursive groups, producers, and even nations are constructed to frame the 

specificity of their perspectives for public circulation. At every point in the process of 

development, a decision is made by content producers about how to differentiate their text, 

political belief, or a geographic area from other texts, beliefs, and spaces. As Hilmes has shown, 

these careful political and aesthetic calculations can be identified, traced, and engaged by 

scholarly and classroom communities.  

 

According to her work, media texts – radio and television shows, movies, and even news – are 

composed over a rigorous process of research, development, and testing, followed by aesthetic 

adjustments to content, which results in the plotlines and characters we see on the screen. To 

understand how and why an aesthetic decision has been made, according to Hilmes, requires 

empirical analysis of why content was organized as it was, even for media content that degraded 

long ago, or was lost from the archives. To understand media, Hilmes has argued that we must 

look at primary sources such as correspondence and memos, the limits and pressures set by 

policies upon production values, or the trade journals and ledgers that indicate how a radio or 

television show is framed for a general audience. Analysis additionally requires literacy of the 

conventions of voice, production sets, genres, recurring character types, and show formats. When 

development materials aren’t available, Hilmes has addressed informational content by focusing 

on aesthetic evidence – timbre of voice, the way that characters address each other, and the way 

that audiences responded to these texts with reader notes.  

 

The result has been that when media researchers are lucky and they’re able to triangulate a 

multitude of sources from concept to reception, researchers in the discipline of Media Studies 

have long followed her lead. And in cases when many historical materials have been lost, she’s 

provided direction for how to put the puzzle pieces together into a coherent analysis.  

 

It’s for these reasons that I have nominated Michele Hilmes for the 2017 Brock Prize. She has 

innovated an approach to the study of mass media representations through the triangulation of 

primary sources, aesthetics, and institutional analysis, informed by debates in cultural studies, 

feminism, and film. A Hilmesean approach asks critical questions about “why” we’re seeing or 

hearing what we’re seeing or hearing, and then asks scholars to prove why they’ve come to an 

interpretative conclusion. According to a Hilmesean model, media texts provide a historical 

snapshot not only into broadcasting history, but the emergence and negotiation of specific beliefs, 

media industry framing of information, and audience reception to information. In this way media 

serves as a major pedagogical tool of public thought deserving of rigorous interrogation, for 

which she has provided the strongest and most sustainable interdisciplinary model. 

 

Thank you for considering her candidacy, 

 

Josh Shepperd, Ph.D. 



!"#$%&%'$"&!%(' ' ' ' ' !"#$%&'"#()*"#%+"
,-($,./01(/&2.*3" " " " " " " " 45$*"67)(89:";<""

=>?@AB!@CCDA" " " " " " " " B?>BE"

"

'

'

)*+,-..+*'%/-*0123'!-402'254'#6716*27'(1640-.:"F.7%)G,.8G"5H"45,,38(&%G(58"I)G/:"

J8(K.)/(G+"5H"L(/&58/(8@M%*(/58"

" 8-92*1/-51'#:20*3"C?BB@C?BD"

" 80*-;1+*'+,'<*24621-'(1640-.3'C??N@C?BB"

" =..+;021-'#:20*3'#+//650;210+5'=*1.:"C??!@C??E"

(6//-*'#:20*3'#+//650;210+5'=*1.3'C??>:"C??E"

80*-;1+*'+,'>54-*?*24621-'(1640-.3!BNNE@C??D"
I//5&(%G."O)5H.//5):"BNN>@BNN="

I//(/G%8G"O)5H.//5):"BNND@BNN>"

"

@67A*0?:1'B-.-2*;:'(;:+72*3'>50C-*.01D'+,'E+1105?:2/3'C?BD@B!"

"

80*-;1+*3'F0.;+5.05'#-51-*',+*'@07/'254'G:-21-*'B-.-2*;::"F.7%)G,.8G"5H"

45,,38(&%G(58"I)G/:"J8(K.)/(G+"5H"L(/&58/(8@M%*(/58:"C??D"P"C?B?"

"

$+5+*2*D'=..+;021-3'#-51*-',+*'!-402'$0.1+*D3'!2;H62*0-'>50C-*.01D3'(D45-D3'

=6.1*2702'

'

=..0.1251')*+,-..+*3'8-92*1/-51'+,'#+//650;210+5'=*1.3'(9*05?'$077'#+77-?-3'!+A07-'

"BN=A@BNNC"

4-%():"45,,38(&%G(58"I)G/"F.7%)G,.8G:"67)(89"Q($$"45$$.9.:"I393/G"BN=N"@"I393/G"BNN?"""

R.&G3).):"J8(K.)/(G+"5H"653G-"I$%S%,%:"M5S($.:"I$%S%,%:"T%83%)+"BN=D@M%)&-"BN=D"

"

%46;210+5'

):I8I'4(8.,%"6G3*(./:";.1"<5)'"J8(K.)/(G+:"BN=E"

!=:"4(8.,%"6G3*(./:";.1"<5)'"J8(K.)/(G+:"BN=B"

J='1(G-"Q585)/"(8"45,7%)%G(K."R(G.)%G3).:"U8*(%8%"J8(K.)/(G+@#$55,(89G58:"BNA>"

'

$+5+*.'254'=K2*4.'

V(/(G(89"R.&G3).):"J8(K.)/(G+"5H"R(K.)755$:"M%+"C?BE"

L%+8."F%8(.$/58"I1%)*"H5)"*(/G(893(/-.*"&58G)(S3G(58/"G5"&5,,38(&%G(58/"/&-5$%)/-(7:"

" M55*+"45$$.9."5H"45,,38(&%G(58/"%G"G-."J8(K.)/(G+"5H"W.X%/@I3/G(8:"C?B>2"

Y3$S)(9-G"Z./.%)&-"Y.$$51/-(7:"J8(K.)/(G+"5H";5GG(89-%,:"J["C?BD@B!"

Z./(*.8G"Y.$$51/-(7:"U8/G(G3G."H5)"Z./.%)&-"(8"G-."Q3,%8(G(./:"JL@M%*(/58"Y%$$"C?B?"

Q.$,"Y.$$51/-(7:"U8*(%8%"J8(K.)/(G+:"63,,.)"C?B?"

Z5&'.H.$$.)"I)&-(K."4.8G.)"\)%8G@(8@I(*:"63,,.)"C??N"

Y%&3$G+"F.K.$57,.8G"6.,(8%):"7%)G(&(7%8G"(8"]W-."F(9(G%$"Q3,%8(G(./^"Y%$$"C??N"

M.$$58"Q3,%8(G(./"L5)'/-57:"]I3*(5"43$G3)."(8"G-."V(/3%$"_)%:^"C??A@?="

4.8G.)"H5)"_3)57.%8"6G3*(./"W)%K.$"\)%8G:"F.&.,S.)"C??D"



V($%/"Y.$$51/-(7:"J8(K.)/(G+"5H"L(/&58/(8@M%*(/58"\)%*3%G."6&-55$:"BNNN@C??B"

6%SS%G(&%$"$.%K.:"45,,38(&%G(58"I)G/"F.7%)G,.8G:"BNNN@C???:"C??E@C??A:"C?BD@C?B!"

6G..8S5&'"Y.$$51/-(7:"J8(K.)/(G+"5H"L(/&58/(8@M%*(/58"\)%*3%G."6&-55$:"63,,.)"BNNA"

LIZY"\)%8G:"63,,.)"6%$%)+"63775)G:"J8(K.)/(G+"5H"L(/&58/(8@M%*(/58"\)%*3%G."6&-55$"

Z./.%)&-"45,,(GG.."

F3'."J8(K.)/(G+2""W)%K.$@G5@45$$.&G(58/"\)%8G:"T38."BNND"

67)(89"Q($$"45$$.9."Y%&3$G+"R.&G3)."6.)(./:"I7)($"BNNC""

67)(89"Q($$"45$$.9."F%1/58"Z./.%)&-"%8*"6.)K(&."O)5H.//5)"I1%)*:"BNNB"

Y5)*"Y538*%G(58"M3$G(&3$G3)%$"6G3*(./"\)%8G:"BNNB"

"

J++L."""

!"#$%&'""()*+%%,%&-#*-./#%012*'.$%'3%4.'/5)/2*1"6%1"%*7(%8"1*(5%9*/*(2:"Y53)G-".*(G(582""

" 4.89%9.:"C?BD"

;/51'<2%=(>%?/@(+%A#'B/#%9'-"5%1"%*7(%C161*/#%D./:"45@.*(G.*"1(G-"T%/58"R5K(9$(52"Z53G$.*9.:"

" "C?BD"

=(*>'.E%=/*1'"2+%,%F./"2"/*1'"/#%012*'.$%'3%4.1*127%/"5%,G(.1)/"%4.'/5)/2*1"6:"

" Z53G$.*9.:"C?BB"

=4&+%%,G(.1)/<2%=(*>'.E2""_*(G5)2""J8(K.)/(G+"5H"4%$(H5)8(%"O).//:"C??A"

F7(%F(#(@121'"%012*'.$%4''E:%%_*(G5):"1(G-"T%/58"T%&5S/2""#)(G(/-"Y($,"U8/G(G3G.:"C??D"

&'""()*1'"2+%%,%4.'/5)/2*1"6%012*'.$%;(/5(.2"_*(G5)2""L%*/15)G-"O).//:"C??C"

;/51'%;(/5(.+%%D22/$2%1"%*7(%&-#*-./#%012*'.$%'3%;/51'2""45@.*(G.*"1(G-"T%/58"R5K(9$(52""

" Z53G$.*9.:"C??B"

;/51'%H'1)(2+%%,G(.1)/"%4.'/5)/2*1"6%IJKK%L%IJMK:""J8(K.)/(G+"5H"M(88./5G%"O).//:"BNNA"

0'##$>''5%/"5%4.'/5)/2*1"6+%%N.'G%;/51'%*'%&/B#(2""J8(K.)/(G+"5H"U$$(85(/"O).//:"BNN?"

"

F+*L'05')*+?*-..'

&'"*(GO'./.$%F./"2/*#/"*1)%F(#(@121'"%C./G/:%45@.*(G.*"1(G-"Z5S.)G%"O.%)/58"%8*"M%GG"

" Q($$/2""`XH5)*"J8(K.)/(G+"O).//:"H5)G-&5,(89"C?BA"

P7'*'6./O7$%1"%9'-"5+%F7(%;/51'%N(/*-.(%3.'G%91(@(E1"6%*'%9(.1/#%%@"(8")./.%)&-"/G%9."

"

%401+*027'254'%C276210C-'F+*L'

45@_*(G5):"F7(%;/51'%Q'-."/#+%R"*(."/*1'"/#%9*-51(2%1"%;/51'%/"5%,-51'%S(51/:%%U8G.$$.&G"

" O).//:"C?B>@"

6G%8*(89"_*(G5)(%$"#5%)*:"!T3'.5%41B#1'6./O71(2%!"#1"(+%&1"(G/%/"5%S(51/%9*-51(2:"C?BB@"

O.%S5*+"I1%)*"6&)..8(89"45,,(GG..:"C?B>:"C?BE"

_*(G5):"67.&(%$"U//3.a"]L5,.8"%8*"6538*15)':^"N(G1"12*%S(51/%012*'.1(2U"Y%$$"C?B!2"

_*(G5):"]U8"Y5&3/a""6538*"6G3*(./:^"&1"(G/%Q'-."/#U%L(8G.)"C??="

_*(G5):"67.&(%$"U//3.a""];5)G-"I,.)(&%8"Z%*(5:^";/51'%Q'-."/#:"63,,.)"C??="

"

%401+*027'J+2*4.'

_*(G5)(%$"#5%)*:"R"*(."(*%012*'.1(2:"C?BE@"

_*(G5)(%$"#5%)*:"N(G1"12*%S(51/%012*'.1(2U%KVIWL%

_*(G5)(%$"#5%)*:"S(51/%R"5-2*.1(2U%C?BD@"

_*(G5)(%$"#5%)*:"F7(%S'@1"6%RG/6(U"C??=@"

_*(G5)(%$"#5%)*:"S(51/%012*'.$U"C??A@"

"



_*(G5)(%$"#5%)*:"R"*(./)*1'"2+%9*-51(2%1"%&'GG-"1)/*1'"%X%&-#*-.(U%C??=@"

_*(G5)(%$"#5%)*"bH538*(89c:"F7(%;/51'%Q'-."/#+%R"*(."/*1'"/#%9*-51(2%1"%4.'/5)/2*%/"5%,-51'%

S(51/:"C??C@"

_*(G5)(%$"#5%)*:"Q'-."/#%'3%;/51'%/"5%,-51'%S(51/:"C??!@2"

_*(G5)(%$"#5%)*:"F(#(@121'"%/"5%=(>%S(51/U%C??B@'

"

=*10;7-.'254'#:291-*.'

]O#6:^"(8"F7(%=(>%F(#(@121'"%R"5-2*.1(2+%,%A-15(%*'%&7/"61"6%&7/""(#2U%.*2"F.).'"T5-8/582"

" Z53G$.*9.:"H5)G-&5,(89"C?BA'

]6538*d6538*15)':^"Y($>'.52%1"%S(51/%9*-51(2U%.*2"T58%G-%8"\)%+"%8*"R%3)(."`3.$$.GG.:"

" ;.1"<5)'"J8(K.)/(G+"O).//:"H5)G-&5,(892"

]W-."R5/G"4)(G(&%$"Q(/G5)+"5H"Z%*(5:^",-2*./#1/"%Q'-."/#12G%;(@1(>"67.&(%$"_*(G(58"]Z%*(5"

" Z.(8K.8G.*a"G-.".8*3)(89"%77.%$"5H"%3*(5"(8"G-."*(9(G%$"%9.:^"DEaC:"67)(89"C?B>2''

]W)%8/8%G(58%$"WVa"L-%G"F5"L."M.%8"S+"]45@O)5*3&G(58:^"I8+,5).e:^"S(51/%R"5-2*.1(2%

% Q'-."/#U%BaC:"Y%$$"C?B!2"

"];.K.)"_8*(89"6G5)+a""I3G-5)/-(7:"6.)(%$(G+:"%8*"G-."Z%*(5"L)(G.)/"\3($*2^"U8"&'GO/"1'"%*'%

S(51/%,-*7'.271O:".*2"T58%G-%8"\)%+"%8*"F.).'"T5-8/582""L($.+"#$%&'1.$$:"C?BD2"

]W-.";.1"M%G.)(%$(G+"5H"Z%*(5a"6538*"58"6&)..8/^"(8";/51'<2%=(>%?/@(:".*2"M(&-.$."Q($,./"

" %8*"T%/58"R5K(9$(52""Z53G$.*9.:"C?BD2"

"]fW-.";.1"V.-(&$."5H";%G(58%$(/,fa"Z%*(5"\5./"W5"L%)2^""!T3'.5%0/"5B''E%'3%P.'O/6/"5/%

9*-51(2:".*2"Z3//"4%/G)585K5"%8*"T58%G-%8"I3.)S%&-2""`XH5)*"J8(K.)/(G+"O).//:"

C?BD2"

]W-."_K5$3G(58"5H"6%G3)*%+";(9-G2^""U8"9=Z:"4($'"5%9/*-.5/$%=167*U%.*2"Z58"#.&'.):"M%GG"

" 6(.8'(.1(&g:"%8*";(&'"M%)X2""U8*(%8%"J8(K.)/(G+"O).//:"C?BD2"

"]W-."L-5$."L5)$*f/"J8$('.$+"Q.)5(8.a"86#$%4(**$%%/"W)%8/8%G(58%$"O-.85,.858^"(8"

" ;(/51"6%86#$%4(**$+%FH<2%4(**$%A'(2%A#'B/#U%T%8.G"M&4%S."%8*"[(,"I'%//:".*/2"

" R58*58a"U2#2"W%3)3/:"C?BD:"CE@!!2"

]6538*"Z.7)./.8G%G(58a";%G(58:"W)%8/$%G(58:"M.,5)+^"(8"S(51/U%9'-"5%/"5%&-#*-.(%1"%Z/*1"%

,G(.1)/%/"5%*7(%&/.1BB(/":".*2""I$.h%8*)%"#)58H,%8"%8*"I8*).1"\)%8G"L55*2"

J8(K.)/(G+"5H"O(GG/S3)9-"O).//:"C?BC2%

]4(8.,%"%8*"G-."I9."5H"W.$.K(/(58:"BN!>"P"BNA>:^"4#/)E>(##<2%012*'.$%'3%,G(.1)/"%N1#GU".*2"

"4+8G-(%"I2"R3&(%".G"%$2:"C?B?2"

]W-."L5)'"5H"G-."I)&-(K."(8"G-."I9."5H"F(9(G%$"Z.7)5*3&G(58a"Y.%G3).*"45$$.&G(58/"%G"G-."

" L(/&58/(8"4.8G.)"H5)"Y($,"%8*"W-.%G.)"Z./.%)&-^"&.1*1)/#%9*-51(2%1"%F(#(@121'"%>aC"

" bC?B?c"

"]W-."i;5)G-"IG$%8G(&"W)(%89$.fa""#)(G%(8:"G-."J6:"%8*"4%8%*%"(8"BN>?/"W.$.K(/(58:^"S(51/%

%012*'.$"BEaB"bC?B?c"DB@>C2"

]L-5/."W.XG"U/"UG"I8+1%+e""4).%G(K(G+:"I3G-5)/-(7:"%8*"G-."W)%8/8%G(58%$"(8"W.$.K(/(58:^"

" &.1*1)/#%9*-51(2%1"%F(#(@121'"%DaC"bI3G3,8"C??=c"B??@B?C2"

]W.$.K(/(58"6538*a"L-+"G-."6($.8&.e^"S-21)U%9'-"5U%/"5%*7(%S'@1"6%RG/6(%CaC"bC??=c"B>D@

" BEC2"

];%($(89"M.)&3)+a"W-."O)5S$.,"5H"M.*(%"U8*3/G)+"Q(/G5)(59)%7-+:^"S(51/%R"5-2*.1(2+%

% 012*'.$U%F7('.$U%/"5%S(*7'5:".*2"I$(/%"O.)).8"j"T.88(H.)"Q5$G2""R58*58a"#$%&'1.$$:"

" C??=:"CB@DD2"

]I"67.&(%$"Z.$%G(58/-(7a"##4dJ6"4)5//@U8H$3.8&./"(8"W.$.K(/(58"F)%,%:^"(8"US"#h58*.Sh.)9:"

" I8*).%/"Y(&'.)/:"%8*"T58%G-%8"#(98.$$:".*/2:"D-.'O(/"%F(#(@121'"%012*'.$:%%R58*58a"



" #$%&'1.$$:"C??=:"BEB@BE!2%"

]F(9(G%$"W.$.K(/(58a""F.H(8(G(58/:^"(8"C161*/#%&-#*-.(2+%8"5(.2*/"51"6%=(>%S(51/%

".*2"\$.8"4)..S.):"`7.8"J8(K.)/(G+"O).//:"C??=:"!E@>=2"

[N.'"*%Z1"(%N/G1#$a""L5,.8f/"43$G3)."45,./"G5"G-."##4:^"S(51/U%&-#*-.(%/"5%9')1(*$"CNaB:"

" bT%83%)+"C??Ac">@CN2"

];#4"%8*"G-.";.G15)'"U*.%a""F.H(8(89"iW-."I,.)(&%8"6+/G.,:f"BNCE"G5"BND!^"(8"=4&+%

% ,G(.1)/<2%=(*>'.E2"#.)'$.+a"J8(K.)/(G+"5H"4%$(H5)8(%"O).//:"C??A:"A@C!2"

];.G15)'";%G(58a""L)(G(89"#)5%*&%/G(89"Q(/G5)+"%/"43$G3)%$"Q(/G5)+:^"1(G-"6-%18"V%8453):"

" (8"=4&+%,G(.1)/<2%=(*>'.E2""#.)'$.+a"J8(K.)/(G+"5H"4%$(H5)8(%"O).//:"C??A:"D?=@DCC2"

]W-."#%*"`Sh.&Ga"W.$.K(/(58"(8"G-."I,.)(&%8"I&%*.,+:^"&1"(G/%Q'-."/#"!>aB:"Y%$$"C??>""

kY%88+"#)(&."%8*"G-."6&-855'/"6G)%G.9+:k"9O()*/*'.U""T38."C??>"bBN"77c2"""

]W)%8/8%G(58%$"Z%*(5"(8"G-."\$5S%$"I9.U\%(8K(G.*"H5).15)*:"Q'-."/#%'3%;/51'%9*-51(2:""

" 63,,.)"C??!"bC"77c2""

]Z%*(5:^"9)71.G(.%D")$)#'O(51/%'3%N1#G2""W-5,/58@\%$.:"C??E2""

kY.,,./"#5HH"O)59)%,"W577.)/a""L5,.8"#).%'"U8G5"O)(,."W(,.:"BN!D@BN!=k"(8"63/%8"

" #)(8/58"%8*"T2"_2"L(88:".*/2:""F./"2G1**1"6%*7(%P/2*+%%012*'.1)/#%/"5%&-#*-./#%

% P(.2O()*1@(2%'"%4.'/5)/2*1"6:"J8(K.)/(G+"5H"I$%S%,%"O).//:"C??>2""

]W-."L(/&58/(8"Q(/G5)(&%$"65&(.G+f/"M.*(%"45$$.&G(58:^"D")$)#'O(51/%'3%*7(%S15>(2*2"""

" C??!2""

]_)('"#%)8531^"(8"Q5)%&.";.1&5,S:".*2:"D")$)#'O(51/%'3%F(#(@121'"U%C8*".*(G(582"";<a"Y(Gg)5+"

" F.%)S5)8:"C??!2"

]Z%*(5";%G(58/a""W-."U,75)G%8&."5H"W)%8/8%G(58%$"M.*(%"6G3*+^"(8",*#/"*1)%

% &'GG-"1)/*1'"2+%P'#1*1)/#U%9')1/#%/"5%&-#*-./#%P(.2O()*1@(2%'"%S(51/%/"5%S(51/%

% F()7"'#'6$%1"%,G(.1)/"%/"5%A(.G/"%012*'.$%1"%*7(%KV*7%&("*-.$2"R58*58a"#.)9"

" O3S$(/-.)/:C??D2"

]#)5%*&%/G(89:"4%S$.:"%8*"6%G.$$(G./^"9/6(%0/"5B''E%'3%S(51/%9*-51(2:".*2"T5-8"F518(89:"

F.8(/"M&l3%($:"_$$.8"L%)G.$$%2""R58*58"%8*";.1"<5)'a""6%9.:""C??!2""

"]W-."Z(/."5H"G-."45,,.)&(%$";.G15)'"#)5%*&%/G(89"6+/G.,"(8"G-."J8(G.*"6G%G./:"BNCC@

" BN!E:^"C1(%R5((%5(2%;/51'2"V2"!:"M.*(%"38*"Q(/G5)+"I883%$:"6G3*(.8').(/"Z38*H38'"

" 38*"\./&-(&-G.:"#.)$(8:"\.),%8+:"C??!2""

"]W-."`)(9(8/"5H"G-."45,,.)&(%$"#)5%*&%/G(89"6+/G.,"(8"G-."J6:^"]4%S$.:"6%G.$$(G./:"%8*"G-."

4-%$$.89."5H"F(9(G%$"M.*(%:^"]J6"W.$.K(/(58"(8"G-."M3$G(&-%88.$"I9.:^"(8"F7(%

% F(#(@121'"%012*'.$%4''E2""#)(G(/-"Y($,"U8/G(G3G.:"F.&.,S.)"C??D2"""

]#)(G(/-"l3%$(G+:"I,.)(&%8"4-%5/a""Q(/G5)(&%$"F3%$(/,/"%8*"L-%G"W-.+"R.%K."`3G:^"F7(%

% ;/51'%Q'-."/#:"V5$2"B"mB:"67)(89"C??D2"C@BA2"

]L-5"L."I).:"L-5"L."I).";5Ga"#%GG$."5H"G-."\$5S%$"O%)%*(9,/:^"(8"P#/"(*%F(#(@121'"2""_*/2"

" R(/%"O%)'/"%8*"6-%8G("[3,%)2"";.1"<5)'"J8(K.)/(G+"O).//:"C??D2""

]Z.G-(8'(89"Z%*(5:^"(8%;/51'%;(/5(.2"_*(G.*"S+"M(&-.$."Q($,./"%8*"T%/58"R5K(9$(52""

" Z53G$.*9."O).//:"C??B2""

]4%S$.:"6%G.$$(G./:"%8*"F(9(G%$"M.*(%^"(8"F7(%=(>%S(51/%4''E2""_*(G.*"S+"F%8"Q%))(./2""#)(G(/-"

Y($,"U8/G(G3G.:"C??C2""

]Y%88+"#)(&.:^"]Q5$$+155*"%8*"Z%*(5:^"%8*"]L5,.8"%8*"Z%*(5:^"D")$)#'O(51/%'3%;/51'"

" .*(G.*"S+"4-)(/G57-.)"6G.)$(892"4-(&%95"%8*"R58*58a"Y(Gg)5+"F.%)S5)8:"C??B"

]Z%*(5^"%8*"]65%7"`7.)%/:^"D")$)#'O(51/%'3%,5@(.*121"62""4-(&%95"%8*"R58*58a"Y(Gg)5+""

F.%)S5)8:"C???2"

kF./().*"%8*"Y.%).*a"L5,.8f/"V5(&./"(8"Z%*(5"Q(/G5)+k"(8"F(#(@121'"U%012*'.$%/"5%



,G(.1)/"%&-#*-.(+%N(G1"12*%&.1*1)/#%D22/$22""_*(G.*"S+"M%)+"#.G-"Q%)%$5K(&-"%8*"

R%3).8"Z%S(851(Gg:"F3'."J8(K.)/(G+""O).//"BNNN2"

kR5&%G(89"43$G3).a""Q5$$+155*"%8*"C?G-"4.8G3)+"M.*(%:k"(8"S(51/%1"%*7(%KV*7%&("*-.$:".*2"

" 6-(8"M(g3'5/-(2"W5'+5a"T3/G/+/G.,"U8&:""BNNE2""bG)%8/$%G.*"(8G5"T%7%8./.c"

kW-."\5$*S.)9/k"%8*"kQ5$$+155*"%8*"W.$.K(/(58:k"D")$)#'O(51/%'3%F(#(@121'"%

.*2"Q5)%&.";.1&5,S2""4-(&%95"%8*"R58*58a"Y(Gg)5+"F.%)S5)8:"BNNA2"

k4(8.,%"(8"G-."I9."5H"W.$.K(/(58k:"(8"!T3'.5%012*'.$%'3%*7(%&1"(G/:"B=N>@BNN>2""\.8.)%$"

" .*(G5)a""\.5HH).+";51.$$@6,(G-2""R58*58a""`XH5)*"J8(K.)/(G+"O).//:"BNNE2"

kU8K(/(S$."M.8a"nI,5/"n8n"I8*+n"%8*"G-."Z55G/"5H"#)5%*&%/G"F(/&53)/.k:"&.1*1)/#%9*-51(2%1"%

% S/22%&'GG-"1)/*1'":"F.&.,S.)"BNND:"772"D?B@DCB2%

,G(.1)/"%Z1*(./.$%012*'.$2"_//%+d).K(.1"5H"8.1"1)(G(89"58""G.$.K(/(58"bP.1@/*(%9).(("1"62+%

F(#(@121'"%/"5%*7(%N(G/#(%&'"2-G(.:".*/2"R+88"67(9.$"%8*"F.8(/."M%88o"P.1G(LF1G(%

N/G1#1(2+%F(#(@121'"%&-#*-.(%1"%P'2*>/.%,G(.1)/:"S+"_$$%"W%+$5)o"F7(%DTO/"51"6%H12*/+%

,G(.1)/"%F(#(@121'"%1"%*7(%Y(""(5$%](/.2:"S+"M%)+"I88"L%G/58c2""L(8G.)"BNN!:"772"

ANC@=?C2"

k#).%'(89"G-."#)5%*&%/G"#5GG$.8.&'a"O%+"W.$.K(/(58"%8*"G-."Y($,"U8*3/G)+"6(8&."BNA>k:"(8"

"0'##$>''5%1"%*7(%,6(%'3%F(#(@121'"2""_*(G.*"S+"W(85"#%$(52""#5/G58a"J81(8"Q+,%8:"

"BNN?:"772"CNA@DB=2"

kL-.)."_K.)+S5*+"[851/"<53)";%,.a"4-..)/"%8*"G-."M.*(%G(58"5H"43$G3)./k:"?15(%,"6#("

" BC"852"C:"I7)($"BNN?:"772"E!@AD2"""

kW-."#%8"W-%G";.K.)"L%/a"Q5$$+155*"%8*"G-."#)5%*&%/G(89"U8*3/G)+"(8"BNDCk:"F7(%H(#@(*%

% Z167*%F./O:"M%)&-"BN=N:"772"DN@!=2%

kI$G.)8%G(K./"G5"G-.";.G15)'/a"63S/&)(7G(58"W.$.K(/(58:"BN!A@BNECk:"^-/.*(.#$%;(@1(>%'3%

% N1#G%9*-51(2:"63,,.)"BN=>"b73S$(/-.*"T%83%)+"BN=Ac:"772"CBD@CCD2%

kW-."W.$.K(/(58"I77%)%G3/a"F().&G"I**).//k:"Q'-."/#%'3%N1#G%/"5%H15(':"L(8G.)"BN=>:"772"CA@

" DE2"

"

B-9*051.'254'%M;-*910+5.'

[U8K(/(S$."M.8a",G'2%_"<%,"5$"%8*"G-."Z55G/"5H"#)5%*&%/G"F(/&53)/.:^").7)(8G.*"(8";'-*#(56(%

% ;(/5(.%'"%D#()*.'"1)%S(51/%012*'.$U%.*2"F58%$*"\2"\5*H).+"%8*"63/%8"#)(8/582"";<a"

" Z53G$.*9.:"C?B>2"

]Z%*(5"%8*"G-."U,%9(8.*"45,,38(G+:^"(8"F7(%9'-"5%9*-51(2%;(/5(.U".*2"T58%G-%8"6G.)8.2""

" ;<a"Z53G$.*9.:"C?BC2"

[N.'"*%Z1"(%N/G1#$a""L5,.8f/"43$G3)."45,./"G5"G-."##4:^""Z.7)(8G.*"(8";/51'+%&.1*1)/#%

% &'")(O*2%1"%S(51/%/"5%&-#*-./#%9*-51(2U".*2"I8*).1"4)(/.$$:"R58*58a"6%9.:"C??N2'

]#)(G(/-"l3%$(G+:"I,.)(&%8"4-%5/a""Q(/G5)(&%$"F3%$(/,/"%8*"L-%G"W-.+"R.%K."`3G:^"

" Z.7)(8G.*"(8";/51'+%&.1*1)/#%&'")(O*2%1"%S(51/%/"5%&-#*-./#%9*-51(2U".*2"I8*).1"

" 4)(/.$$:"R58*58a"6%9.:"C??N2""

]L-5"L."I).:"L-5"L."I).";5Ga"#%GG$."5H"G-."\$5S%$"O%)%*(9,/:^"Z.7)(8G.*"(8'

% &-#*-./#%9*-51(2+%,"%,"*7'#'6$:".*2"M(&-%.$"Z+%82""R58*58a"#$%&'1.$$:"C??A'

kL-.)."_K.)+S5*+"[851/"<53)";%,.a"4-..)/"%8*"G-."M.*(%G(58"5H"43$G3)./k:"Z.7)(8G.*"(8"

" &.1*1`-1"6%*7(%91*)'G+%,%;(/5(.:".*2"T5%88."M5)).%$.2""6+)%&3/.a"6+)%&3/."J8(K.)/(G+"

" O).//:""C??D2"

'

'

N-D5+1-'=44*-..-.3'"5C01-4'G27L.3'254'(D/9+.02'



O$.8%)+"O%8.$a"W-."Y3G3)."5H"Z%*(5"6G3*(./:"W)%8/8%G(58%$"Z%*(5"_8&538G.)/"&58H.).8&.:"

" JG).&-G:";.G-.)$%8*/:"T3$+"C?BE"

[.+85G."%**).//a""]\.8*.)"%8*"6.)(%$(G+a"I"Z.&58/(*.)%G(58:^"F5(89"L5,.8f/"Y($,"%8*"

" W.$.K(/(58"Q(/G5)(./"UUUa"6G)3&G3)./"5H"Y..$(89:"F.M58GH5)G"J8(K.)/(G+:"R.(&./G.):"J[:"

" M%+"C?BE'

U8K(G.*"O%)G(&(7%8G:"O.%S5*+"WV"I)&-(K./"458H.).8&.:"`&G5S.)"C?B>%

U8K(G.*"O%)G(&(7%8G:"J8(K.)/(G+"5H"653G-"4%)5$(8%"M.*(%"6G3*(./"6+,75/(3,:"`&G5S.)"C?B!"

U8K(G.*"W%$':""]W-."Y3G3)."5H"4(8.,%"(/"W.$.K(/(58:^"V%//%)"45$$.9.";5K2"C?B!:"

U8K(G.*"O%)G(&(7%8G:"]Z.G-(8'(89"W.$.K(/(58a"I"4)(G(&%$"6+,75/(3,^"&1"(/2*("V2"DNa!:"Y%$$"

C?B!"

U8K(G.*"W%$':"]J6dJ["W.$.K(/(58"45@O)5*3&G(58a""L-%G:"L-.).:"Q512^""J8(K.)/(G+"5H"63//.X:"

" J[:"M%)&-"C?B!2"

U8K(G.*"W%$':"]43$G3)%$"458G%9(58e^""J8(K.)/(G+"5H"Q.$/(8'(:"Y(8$%8*:"Y.S)3%)+"C?B>2"

[.+85G."/7.%'.):"]F(9(G%$"I)&-(K./:"I3*(5K(/3%$"M.*(%:"%8*"43$G3)."M.,5)+2""J8(K.)/(G+"5H"

" 457.8-%9.8:"F.8,%)':";5K.,S.)"B!@B>:"C?BD"

[.+85G."/7.%'.):"]67%&./"5H"W.$.K(/(58^"&58H.).8&.:"J8(K.)/(G+"5H"Z.%*(89:"J[2""6.7G.,S.)"

" B=@C?:"C?BD"

[.+85G."/7.%'.):"]L-%G"U/"W.$.K(/(58e^"&58H.).8&.:"J8(K.)/(G+"5H"`).958:"M%)&-"B@D:"C?BC"

[.+85G."/7.%'.):"]#)5%*&%/G(89"(8"G-."R589"BN>?/^"J8(K.)/(G+"5H"IS.)+/G1+G-:"L%$./:"T3$+"

"C?BB"

[.+85G."$.&G3).):"]\$5S%$(/%G(58:"_,7()."%8*"43$G3).^"bI8*).1"L2"M.$$58"6.,(8%)c:"

" J8(K.)/(G+"5H"\%$1%+:"U).$%8*:"D?";5K@!"F.&.,S.):"C??N"

U8K(G.*"7%)G(&(7%8G:";.1"I9.8*%/"(8"\$5S%$"45,,38(&%G(58"%8*"M.*(%"458H.).8&.:"

" J8(K.)/(G+"5H"W.X%/"%G"I3/G(8:"`&G5S.)"B>@BE:"C??N"

U8K(G.*"7%)G(&(7%8G:"]4588.&G(58/a"W-."6G%G."5H"M.*(%"6G3*(./:^"J8(K.)/(G+"5H"V()9(8(%:"I7)($"

"C??N"

[.+85G."/7.%'.):"]W.$.K(/(58"L(G-53G"#5)*.)/a"W)%8/H.)/:"W)%8/$%G(58/:"%8*"W)%8/8%G(58%$"

" "_X&-%89.:"Z.%*(89:"J[:"CA@CN"T38."C??="

O$.8%)+"I**).//:"]W-(8'(89"W-)539-"G-.";%G(58%$a"I"W)%8/8%G(58%$"I77)5%&-"G5"G-."

" 43$G3)%$"Q(/G5)+"5H"#)5%*&%/G(89:^"Z.G-(8'(89"W.$.K(/(58"Q(/G5)(./a"F(9(G(/(89"

" _3)57.f/"W.$.K(/3%$"Q.)(G%9."&58H.).8&.:"[(89f/"45$$.9.:"J8(K.)/(G+"5H"R58*58:"BN@CB"

" I7)($"C??A"

[.+85G."I**).//:"]#$%,."4%8%*%a"65%7"`7.)%:";%G(58%$"43$G3).:"%8*"W)%8/8%G(58%$"

" M(9)%G(58/:^"458H.).8&."58"M.*(%"Q(/G5)+"(8"4%8%*%:"W5)58G5:"T38."C??E"

O$.8%)+"I**).//:"];%G(58%$(G+"%8*"W.$.K(/(58a"W-."I89$5@I,.)(&%8"4588.&G(58"%8*"(G/"

" \$5S%$""458/.p3.8&./:^"65&(.G+"H5)"4(8.,%"%8*"M.*(%"6G3*(./"458H.).8&.:"

" V%8&53K.):"M%)&-"" C??E"

[.+85G."I**).//:"]#.+58*"I,.)(&%8/%G(58a"W-."\$5S%$"6(98(H(&%8&."5H"G-."I89$5@I,.)(&%8"

" Z.$%G(58/-(7"(8"#)5%*&%/G(89:^"M.*(%:"45,,38(&%G(58/:"%8*"43$G3)%$"6G3*(./"

" I//5&(%G(58:"R..*/:"J[:"T%83%)+"C??E"

U8K(G.*"O%8.$(/G:"F3'."J8(K.)/(G+"458H.).8&."58"O5*&%/G(89:"6.7G.,S.)"C??>2"

[.+85G."%**).//:"]W-."M.%8(89"5H"R(K.a"Q51";.1"W.&-85$59(./"I)."M%'(89"J/"Z.G-(8'"`$*"

F.H(8(G(58/:"%8*"L-%Gf/"%G"6G%'.:^"W-."Z%*(5"458H.).8&."C??>a"I"W)%8/8%G(58%$"

" Y5)3,:"ZMUWdJ8(K.)/(G+"5H"M.$S53)8.:"M.$S53)8.:"I3/G)%$(%2""T3$+"BB@BD:"C??>2"

U8K(G.*"/7.%'.):"J8(K.)/(G+"5H";5G)."F%,.:"6.7G.,S.)"C??!2"

[.+85G."/7.%'.)"%8*",.,S.)"5H"U8G.)8%G(58%$"#5%)*"5H"Z.H.)../:"Z%*(5"63,,.)"6&-55$:"



J8(K.)/(G+"5H"6(.8%:"UG%$+:"T3$+"CE@D?:"C??!2"

[.+85G."%**).//:"]Y)58G"R(8."Y%,($+a""L5,.8f/"43$G3)."45,./"G5"G-."##4^:"V(/(58/"UUa""##4"

Q(/G5)+"458H.).8&.:"J8(K.)/(G+"5H"4.8G)%$"R%8&%/-().:"J[:"T3$+"C??!2"

]_3)57."IGG%&'/q""W-."W1(/G.*"Q(/G5)+"5H"G-."Z.%$(G+"6-51"b%8*"1-%G"(G"G.$$/"3/"%S53G"53)"

" 8.1"G)%8/8%G(58%$",.*(%"&3$G3).c^:"(8K(G.*"$.&G3).:"L%/-(89G58"J8(K.)/(G+:"6G2"R53(/:"

" M`:"6.7G.,S.)"C??D2"

]W-."Z(/."5H"G-."45,,.)&(%$";.G15)'"6+/G.,"(8"G-."J8(G.*"6G%G./:^"U8K(G.*"7)./.8G%G(58:"

Z./.%)&-"4()&$."58"#)5%*&%/G(89"Q(/G5)+:"#.)$(8:"\.),%8+:"M%)&-"C=@CN:"C??D"

]Z%*(5";%G(58/a""W-."U,75)G%8&."5H"W)%8/8%G(58%$"M.*(%"6G3*+^"(8K(G.*"'.+85G.")./758/."

" H5)"]IG$%8G(&""45,,38(&%G(58/a""O5$(G(&%$:"65&(%$"%8*"43$G3)%$"O.)/7.&G(K./"58"M.*(%"

%8*"M.*(%"W.&-85$59+"(8"I,.)(&%8"%8*"\.),%8"Q(/G5)+"H)5,"G-."BAG-"G5"G-."C?G-""

4.8G3)+^:"[).H.$*"Q(/G/G5)(&%$"6+,75/(3,:"[).H.$*:"\.),%8+:"M%+"C??C"

]I"Q(/G5)+"5H"#)5%*&%/G(89a""F%+G(,."Z%*(5^"L(/&58/(8"O3S$(&"Z%*(5:"8"1@(.21*$%'3%*7(%

,1.:"6.7G.,S.)"N:"C??B2"

[.+85G."67.%'.):"]#)(G(/-"l3%$(G+:"I,.)(&%8"4-%5/a""Q(/G5)(&%$"F3%$(/,/"%8*"L-%G"W-.+"

" R.%K."`3G:^"Z%*(5*+//.+"458H.).8&.:"#)(9-G58:"_89$%8*:"T3$+"C??B2"""

]M.*(%:";%G(58:"\.8*.)"%8*"G-."O3S$(&"67-.).2^""6.)(./"5H"G-).."(8K(G.*"$.&G3)./:"J8(K.)/(G+"

" 5H"T+K%/'+$%"%8*"J8(K.)/(G+"5H"Q.$/(8'(:"Y(8$%8*:"I7)($"C???2"

[.+85G."/7.%'.):"kW-."J/./"5H"I,.)(&%8(g%G(58k:"M%7$."R.%H"%8*"_%9$."458H.).8&.:"

" Q.$/(8'(:"Y(8$%8*:"M%+"BNN=2"

]W-."\.8*.).*"_K5$3G(58"5H"G-."6(G3%G(58"45,.*+2^""J8(K.)/(G+"5H"4-(&%95:"(8K(G.*"$.&G3).:"

;5K.,S.)"BNN=2"

]L-5"L."I).:"L-5"L."I).";5Ga"Z%*(5"%8*";%G(58%$"U*.8G(G+"(8"G-."J8(G.*"6G%G./"%8*"\).%G"

#)(G%(82^""J8(K.)/(G+"5H";5)G-"W.X%/:"(8K(G.*"$.&G3).:"M%)&-"BNN="

U8G.)K(.1:"][%8/%'388%8"%%8(2""M(&-.$."Q($,./"h%")%*(58"'3$G33)(-(/G5)(%:^"S+"W3(h%"

" M5*(85/:"Y-#*--.1"*-*E1G-2"bT+K%/'+$%:"Y(8$%8*c:"B!bBNNAca"!:"772"D@B?"

U8*(%8%"J8(K.)/(G+"@#$55,(89G58:"H.%G3).*"7%)G(&(7%8G:"kR5&%G(89"43$G3)%$"6G3*(./a""I(,/:"

`Sh.&G/:"O3S$(&/k"Y.S)3%)+"BNNA'

'

=4C0.+*D3'O*?250P210+527'254'#+5,-*-5;-'J+2*4.'

458H.).8&."O)59)%,"F().&G5):"Z%*(5"O)./.)K%G(58"W%/'"Y5)&.:"C?B>@"

#5%)*"5H"F().&G5)/:"65&(.G+"H5)"4(8.,%"%8*"M.*(%"6G3*(./:"C??A@B?2""

O%$9)%K."_3)57.%8"Y($,"%8*"M.*(%"6G3*(./"S55'"/.)(./:"%*K(/5)+"S5%)*:"C?BD@"

_*(G5)(%$"#5%)*:"D")$)#'O(51/%'3%;/51':".*2"4-)(/G57-.)"6G.)$(89:"Y(Gg)5+"F.%)S5)8"

" O3S$(/-.)/"

458H.).8&."O$%88(89"45,,(GG..:"W)%8/8%G(58%$"Z%*(5"458H.).8&.:"J8(K.)/(G+"5H"R(8&5$8:"

" J[:"T3$+"C??A"

I*K(/5)+"45,,(GG..:"]6-."M%*."UG:^"M3/.3,"5H"W.$.K(/(58"%8*"Z%*(5:";.1"<5)'2"

C??!2"

O)59)%,"45,,(GG.."4-%():"U8G.)8%G(58%$"458H.).8&."58"W.$.K(/(58:"I3*(5:"V(*.5:";.1"

" M.*(%"%8*"Y.,(8(/,a""458/5$.@(89"O%//(58/"b;.1"`)$.%8/:"RI:"M%+"D?@T38."C:"C??!c"

I&%*.,(&"I*K(/5):";%G(58%$"_8*51,.8G"H5)"G-."Q3,%8(G(./"_K%$3%G(58"O%8.$:"L%/-(89G58:"

F4:"T%83%)+"C??!"

Y538*.)"%8*"6G..)(89"45,,(GG.."4-%():";5)G-"I,.)(&%8"Z%*(5"6G3*(./";.G15)':"C??D@"

458H.).8&."O$%888(89"45,,(GG.."45@4-%():"W-."Z%*(5"458H.).8&.a"I"W)%8/8%G(58%$"Y5)3,"

b&58H.).8&."-.$*"(8"M%*(/58:"LU:"T3$+"C=@DB:"C??D2c"



#5%)*"M.,S.):"458/5$.@(89"O%//(58/"458H.).8&."58"Y.,(8(/,"%8*"V(*.5:"BNN=@"

I*K(/5)+"#5%)*:"T5-8"L2"Q%)G,%8"4.8G.)"H5)"6%$./:"I*K.)G(/(89"%8*"M%)'.G(89"Q(/G5)+:"

" F3'."J8(K.)/(G+"R(S)%)+"

I*K(/5)+"#5%)*:%D")$)#'O(51/%'3%,5@(.*121"6:"Y(Gg)5+"F.%)S5)8"O3S$(/-.)/"

I&%*.,(&"I*K(/5)+"#5%)*:"R(S)%)+"5H"I,.)(&%8"#)5%*&%/G(89:"45$$.9."O%)':"MF"

'

#+5,-*-5;-')25-7.'254')*-.-51210+5.'

"

]U8G.)G.$a"W-."R5/G"Q(/G5)+"5H"%"4)(G(&%$"M5,.8G"(8"W)%8/8%G(58%$"F5&3,.8G%)+^"I,.)(&%8"

" Q(/G5)(&%$"I//5&(%G(58"&58H.).8&.:"IG$%8G%:"\I:"T%83%)+"C?BE"

]Z%*(5f/"R5/G"4)(G(&%$"Q(/G5)+:^"I)&$(9-G"458H.).8&.:"M%+"C?B>2"

]M%'(89"M%/G.)7(.&."M%GG.)a"W-."W)%8/8%G(58%$"43$G3)%$"L5)'"5H"I,.)(&%f/"R589./G@

" Z388(89"O)(,."W(,."F)%,%"6.)(./2^""64M6"458H.).8&."C?B>2"

]#$%&'"Z%*(5"(8"G-."M(*1./Ga""L6#4@4-(&%95"%8*"G-."#)5'.)%9."6+/G.,:^"L5)$*"Z.&5)*/"

" 6+,75/(3,:"J8(K.)/(G+"5H"L(/&58/(8@M%*(/58:"M%)&-"C?B>2"

[F7(%S/"%?7'%?("*%*'%?/.a""LLUU:"Z%&.:"%8*"W)%8/8%G(58%$"M.*(%"Q(/G5)+:^"I,.)(&%8"

" Q(/G5)(&%$"I//5&(%G(58"458H.).8&.:"T%83%)+"C?B>2"

O%8.$"`)9%8(g.):"]`K.)"G-."#5)*.)$(8.a"W)%8/8%G(58%$"Z%*(5"Q(/G5)(./^"64M6"C?BC"

O%7.)"7)./.8G%G(58:"]#3($*(89"#)(*9./:"4)5//(89"L()./a"W-."##4f/";5)G-"I,.)(&%8"6.)K(&.:^"

" 64M6"C?BC"

L5)'/-57"O%)G(&(7%8G:"]6538*"W-(8'(89a"Z(&'"I$G,%8"%8*"6538*"6G3*(./^"64M6"458H.).8&.:"

" M%)&-"C?BC:"#5/G58"

]Z%*(5"Z5&'.H.$$.):^"64M6";.1"`)$.%8/:"M%)&-"C?BB2"

O%)G(&(7%8G:"]W-."Y3G3)."5H"W.$.K(/(58^"15)'/-57:"64M6"O-($%*.$7-(%:"M%)&-"C??='

4-%():"]Z%*(5"Q(/G5)(59)%7-+a"W-."R.//58/"5H"C>"<.%)/"5H"#)(G(/-"Z%*(5"Q(/G5)+:^"W-."Z%*(5"

" 458H.).8&.a"I"W)%8/8%G(58%$"Y5)3,:"BE@BN"T3$+"C??A"

]#)5%*&%/G(89:";%G(58:"%8*"#%GG$(89"_,7()./a"W-."U8K.8G(58"5H"#)5%*&%/G";.1/:^"UIMQU6W"

" rrUUd"M.*(%"%8*"U,7.)(%$(/,"458H.).8&.:"I,/G.)*%,:"T3$+"B=@CB:"C??A"

Z./758*.8G:"]M.*(%"%8*"O3S$(&"67-.)./^"7%8.$:"65&(.G+"H5)"4(8.,%"%8*"M.*(%"6G3*(./"

" 458H.).8&.:"4-(&%95:"=@BB"M%)&-:"C??A"

]W.$.K(/(58"6538*a"L-+"G-."6($.8&.e^""L5)'/-57"58"W-."Y3G3)."5H"6538*"6G3*(./:"65&(.G+"

" H5)"4(8.,%"%8*"M.*(%"6G3*(./"458H.).8&.:"4-(&%95:"=@BB"M%)&-:"C??A"

4-%():"][.+85G./"5H"6538*"6G3*(./s4)5//(89"F(/&(7$(8%)+"%8*";%G(58%$"#5)*.)/:^"

" )538*G%S$."%G"I,.)(&%8"6G3*(./"I//5&(%G(58"&58H.).8&.:"`%'$%8*:"4I:";5K.,S.)"

" C??E"

4-%():"]R5&%G(58:"R5&%G(58:"R5&%G(58a"Z%*(5"67%&./"%8*"G-."O)5S$.,"5H"G-."R5&%$:^"I,.)(&%8"

6G3*(./"I//5&(%G(58"&58H.).8&.:"L%/-(89G58:"F4:";5K.,S.)"C??>"

]W-."##4"%8*"G-."i#$3."#55'fa"W)%8/@IG$%8G(&"43)).8G/"(8"#)5%*&%/G(89"O5$(&+"%8*"Z.H5),^"

7%7.)"7)./.8G.*"%G"4)5//G518"W)%HH(&a""I89$5@I,.)(&%8"43$G3)%$"_X&-%89."/(8&."

" B=E>:"I"&58H.).8&."&5@/758/5).*"S+"W-."#)(G(/-"I//5&(%G(58"H5)"I,.)(&%8"6G3*(./:"

" W-.";5)G-"I,.)(&%8"458H.).8&."58"#)(G(/-"6G3*(./"I8*"W-."Z5+%$"Q(/G5)(&%$"65&(.G+:"

" T3$+"C??!2"

]_3)57."IGG%&'/q"W-."R.9(G(,%G(58"5H"G-."Z.%$(G+"6-51:"]"U8G.)8%G(58%$"458H.).8&."58"

W.$.K(/(58:"V(*.5:"I3*(5"%8*"Y.,(8(/,a""458/5$.@(89"O%//(58/:";.1"`)$.%8/:"

T38."C??!"

]W)%8/@IG$%8G(&"43)).8G/a"##4"j"J6"#)5%*&%/G(89:"BND?@BN!=:k"#)5%*&%/G"_*3&%G(58"



" I//5&(%G(58"&58H.).8&.:"R%/"V.9%/:"I7)($"C??!2"

4-%():"]W-.";%G(58%$"#)5%*&%/G(89"45,7%8+:^"b7%8.$c:"W-."Z%*(5"458H.).8&.a"I"

" W)%8/8%G(58%$"Y5)3,:"C=@DB"T3$+"C??D:"M%*(/58:"LU"

O%)G(&(7%8G:"]L-(G-.)"Z%*(5"Q(/G5)+ea"I"6+,75/(3,^:"4-)(/"6G.)$(89:"&-%():"W-."Z%*(5"

"458H.).8&.a"I"W)%8/8%G(58%$"Y5)3,:"C=@DB"T3$+"C??D:"M%*(/58:"LU"

4-%():"]Z%*(5"Y5),"%8*"I./G-.G(&/a"O.)H5),%8&."%8*"G-."U,%9(8%G(58k""b7%8.$c:"65&(.G+"H5)"

4(8.,%"%8*"M.*(%"6G3*(./"&58H.).8&.:"M%)&-"E@N"C??D:"M(88.%75$(/:"M;"

"]U8K.8G(89"G-."Z%*(5"O3S$(&a"]4(G(g.8/"K.)/3/"458/3,.)/^"(8"G-."J6"%8*"\).%G"#)(G%(8:"

BNCC"G5"BN!E2^""O%7.)"7)./.8G.*"%G"I,.)(&%8"6G3*(./"I//5&(%G(58"458H.).8&.:"="

;5K.,S.)"C??B:"L%/-(89G58:"F4"

]W-."\.8*.).*"O3S$(&a""]4(G(g.8^"K/2"]458/3,.)^"(8"G-."J6"%8*"G-."J[^2""O%7.)"7)./.8G.*"%G"

458/5$.@(89"O%//(58/"458H.).8&.:"#)(/G5$:"_89$%8*"T3$+"C??B"

4-%():"]Z%*(5"%8*";%))%G(K./"5H"I,.)(&%8"F.,5&)%&+a"Y)5,"G-.";.1"F.%$"G5"G-."45$*"L%):^"

7%8.$"H5)"I,.)(&%8"Q(/G5)(&%$"I//5&(%G(58"458H.).8&.:"#5/G58"T%83%)+"C??B"

]Y.,,./"#5HH"O)59)%,"W577.)/a""L5,.8"#).%'"U8G5"O)(,."W(,."BN!D@!=2^""O%7.)"

" 458/5$.@(89"O%//(58/"458H.).8&."58"Y.,(8(/,"%8*"V(*.5:"653G-"#.8*:"U;"M%+"C???"

O%8.$(/G:"]W-."Y3G3)."5H"W.$.K(/(58"6G3*(./^"15)'/-57:"65&(.G+"H5)"4(8.,%"6G3*(./"

" 458H.).8&.:"O%$,"#.%&-:"I7)($"BNNN"

Z./758*.8G:"]Z%*(5"V5(&./"%8*"G-."458/G)3&G(58"5H"I,.)(&%8"U*.8G(G+:^"7%8.$"%G"G-."

" I,.)(&%8"6G3*(./"I//5&(%G(58"458H.).8&.:"6.%GG$.:"LI:";5K.,S.)"BNN=2"

k#)5%*&%/G(89"%G"G-."#5)*.)/a"M%)9(8%$"M.*(%"%8*"O3S$(&"43$G3).:k"7%8.$"H5)"I,.)(&%8"

"6G3*(./"458H.).8&.:";5K.,S.)"BNNA2""`)9%8(g.):"4-%()"%8*"45,,.8G%G5)2"

kQ.%)(89"R5//a"Z%*(5"F(%$593."%8*"G-."458/G)3&G(58"5H"I,.)(&%8"U*.8G(G+:k""7%7.)"

"" 7)./.8G.*"%G"65&(.G+"H5)"4(8.,%"6G3*(./"458H.).8&.:"F%$$%/:"W.X%/:"M%)&-"BNNE2"

O%8.$(/G:"L5)'/-57"58"Z./.%)&-(89"%8*"L)(G(89"G-."_&585,(&/"5H"Y($,"%8*"W.$.K(/(58:k""

" 65&(.G+"H5)"4(8.,%"6G3*(./"458H.).8&.:"F%$$%/:"M%)&-"BNNE2"

4-%():"kW.$.K(/(58"(8"G-."BN>?/k2""O%8.$"%G"65&(.G+"H5)"4(8.,%"6G3*(./"458H.).8&.:"F%$$%/:""

M%)&-""BNNE2"

4-%()"%8*"45,,.8G%G5):"kW)%8/,(GG(89"U*.8G(G(./a""Z%*(5"%8*"J262"65&(.G+:"BNC?@BN>?:k"

" 7%8.$"7)./.8G.*"%G"I,.)(&%8"6G3*(./"I//5&(%G(58"458H.).8&.:"O(GG/S3)9-:"OI:"

" ;5K.,S.)"BNN>2"

kM%'(89"M+G-/:"4).%G(89"M58/G.)/a"O%G"L.%K.)"%8*"M%)+"M%)9%).G"M&#)(*.:k"7%7.)"

" "7)./.8G.*"%G"458/5$.@(89"O%//(58/"458H.).8&.:"6.%GG$.:"I7)($"BNN>2"

k#.%G(89"G-.";.G15)'/"%G"W-.()"`18"\%,.a"W-."Q5$$+155*dI*"I9.8&+"I$$(%8&."5H"G-."

" BND?/2kO%7.)"7)./.8G.*"%G"G-."65&(.G+"H5)"4(8.,%"6G3*(./"&58H.).8&.:";<4"BNN>"

k\$5)(H(.*:"\-.GG5(g.*:"%8*"_K(&G.*a""W-."O.&3$(%)"Q(/G5)+"5H"L5,.8"(8"_%)$+"#)5%*&%/G(89k:""

7%7.)"7)./.8G.*"%G"G-."458/5$.@(89"O%//(58/"458H.).8&.:"W3&/58:"I7)($"BNN!2"

kZ.9(58%$"Z55G/a"W-."653G-"58"Z%*(5k2""O%7.)"7)./.8G.*"%G"G-."65&(.G+"H5)"4(8.,%"6G3*(./"

"458H.).8&.:";.1"`)$.%8/:""Y.S)3%)+"BNND2"

O%8.$"4-%():"k653G-.)8"45,H5)G:";.G15)'"L5))+k2""65&(.G+"H5)""4(8.,%"6G3*(./"&58H.).8&.:"

;.1"`)$.%8/:"Y.S)3%)+"BNND2"

kU8K(/(S$."M.8a",G'2%a"a%,"5$"%8*"G-."`)(9(8/"5H"G-."6(G&5,k"O%7.)"7)./.8G.*"%G"G-."65&(.G+"

H5)"

4(8.,%"6G3*(./"&58H.).8&.:"J8(K.)/(G+"5H"O(GG/S3)9-:"M%+"BNNC2"

O%8.$"4-%():"kW-."O%&'%9(89"5H"O5//(S($(G+a"\.8)."F.K.$57,.8G"(8"#)5%*&%/G(89k2""646"M%+"

"BNNC2"



kW.%&-(89"G-."45$$.9."453)/."(8"45,,38(&%G(58/"W.&-85$59+"6+/G.,/a"I"4)(G(&%$d43$G3)%$"

I77)5%&-k2""L5)'/-57"7)./.8G.*"%G"G-."67..&-"45,,38&%G(58"I//5&(%G(58"

458H.).8&.:"IG$%8G%:";5K.,S.)"BNNB2"

kW5"6.$$"O)5*3&G/"5)"43$G3).a"W-."##4"K.)/3/"G-."I,.)(&%8"_X7.)(.8&.:"BNCC@BNCEk2""O%7.)"

"" 7)./.8G.*"%G"G-."65&(.G+"H5)"4(8.,%"6G3*(./"&58H.).8&.:"R5/"I89.$./:"M%+"BNNB2"

O%8.$"4-%():"kW.$.K(/(58"W.XG/"%8*"458G.XG/k:"646"R5/"I89.$./:"M%+"BNNB2"

kQ5$$+155*"(8"G-."M(8./a"4#/)E%N-.$"%8*"L%)8.)"#)5G-.)/:"BNDCk2""O%7.)"7)./.8G.*"%G"G-."

"Y$5)(*%"6G%G."458H.).8&."58"Y($,"%8*"R(G.)%G3).:"W%$$%-%//..:"Y.S)3%)+"BNN?2"

kL-.)."_K.)+S5*+"[851/"<53)";%,.a""&7((.2%%8*"G-."M.*(%G(58"5H"43$G3)./k2""O%7.)"

"7)./.8G.*"%G"G-."65&(.G+"H5)"4(8.,%"6G3*(./"&58H.).8&.:"U51%"4(G+:"I7)($"BN=N2"

O%8.$"4-%():"kW-."U8/G(G3G(58"(8"G-."W.XGk2""646"U51%"4(G+:"I7)($"BN=N2"

kZ%*(5a"W-."Q5$$+155*"V.)/(58k2""O%7.)"7)./.8G.*"%G"G-."O573$%)"43$G3)."I//5&(%G(58"

"&58H.).8&.:";.1"`)$.%8/:"M%)&-"BN==2"

k_8&5*(89"6(G./"%8*"6G)3&G3)./"(8"G-."Z%*(5"F(/&53)/.a"W-."Z-T%;/51'%F7(/*.(k2""O%7.)"

"" 7)./.8G.*"%G"G-."65&(.G+"H5)"4(8.,%"6G3*(./"&58H.).8&.:"#5g.,%8:"M58G%8%:"T38."

BN=A2"

O%8.$"4-%():"kZ%*(5"F%+/a"W-."`8G5$59+"5H"#)5%*&%/G"6G)3&G3)./"%8*"O)59)%,/k2""646:""

#5g.,%8:"T38."BN=A2"

kM5)."W-%8"T3/G"M3/(&222I9%(8a"W-."6G%G3/"5H"Z%*(5"(8"BN=Ek2""O%7.)"7)./.8G.*"%G"G-."67..&-"

"45,,38(&%G(58"I//5&(%G(58"&58H.).8&.:"4-(&%95:";5K.,S.)"BN=E2"

kZ%*(5"\5./"Q5$$+155*a"W-."U8H$3.8&."5H"G-."Y($,"U8*3/G)+"58"G-."Y5),/"5H"Z%*(5"

"#)5%*&%/G(89:"BNDE@BN!>k2""O%7.)"7)./.8G.*"%G"G-."J8(K.)/(G+"Y($,"%8*"V(*.5"

"I//5&(%G(58"458H.).8&.:"IG-.8/:"`-(5:"I393/G"BN=E2"

kQ5$$+155*"%8*"#)5%*&%/G(89a"W-."Y5),%G(K."<.%)/k2""O%7.)"7)./.8G.*"%G"G-."65&(.G+"H5)"

"4(8.,%"6G3*(./"458H.).8&.:";.1"<5)'"J8(K.)/(G+:"T38."BN=>2"

k63S/&)(7G(58"W.$.K(/(58"%8*"W-.%G.)"WV:"BN!A@BNECk2""O%7.)""7)./.8G.*"%G"G-."`-(5"

J8(K.)/(G+"

"Y($,"458H.).8&.:"IG-.8/:"`-(5:"I7)($"BN=!2"

"

J++L'B-C0-K.'

?1#2'"%^-/.*(.#$:").K(.1"5H"[)(/G.8"Q%)(89:"0/G%;/51'<2%F()7"1)/#%&-#*-.(%bMUW"O).//"C??Ec"%

&.1*1)/#%9*-51(2%1"%F(#(@121'"U"]WV"Y(&G(58"_X&-%89.a""R5&%$dZ.9(58%$d;%G(58%$d\$5S%$a"I8"

" U8G.)8%G(58%$"458H.).8&.:^"C??A2"

D-.'O(/"%Q'-."/#%'3%&'GG-"1)/*1'":").K(.1"5H"S'.(%F7/"%/%S-21)%4'T+%%;/51'%&-#*-.(2%/"5%

%&'GG-"1*1(2%1"%/%S-#*1LS(51/%?'.#52""I8*).1"4)(/.$$:".*(G5)2"";.1"<5)'a""

"#.)9-%88"#55'/:"C??D2""C??>"b="772c"

Q'-."/#%'3%4.'/5)/2*1"6%/"5%D#()*.'"1)%S(51/:").K(.1"5H""F7(%N'.6'**("%=(*>'.E+%%C-S'"*%

% /"5%*7(%41.*7%'3%,G(.1)/"%F(#(@121'":"S+"F%K(*"L.(8/G.(8:"C??>"b="77c2"%

,G(.1)/"%^-/.*(.#$U").K(.1"5H"F7(%,-51B#(%P/2*+%&-#*-./#%!.161"2%'3%9'-"5%;(O.'5-)*1'""S+"

T58%G-%8"6G.)8."%8*"F7(%9'-"52)/O(%'3%S'5(."1*$+%,.)71*()*-./#%,)'-2*1)2%/"5%*7(%

&-#*-.(%'3%Z12*("1"6%1"%,G(.1)/U%IJVVLIJbb:"S+"_,($+"I88"W-5,7/582""M%)&-"C??>"

bB?"772c2"

Q'-."/#%'3%&'GG-"1)/*1'"2""]L-.)."(/"O#6f/"`7)%-e""M.*(%"6G3*(./"%8*"G-."Y.%)"5H"G-."

" "O573$%)2^"Z.K(.1"5H"S(51/%8"#1G1*(5+%%0'>%*7(%F'..("*%'3%RG/6(2%/"5%9'-"52%

%!@(.>7(#G2%!-.%Z1@(2"S+"W5**"\(G$(8"%8*"H1(>(.2%Z1E(%]'-c+%%0'>%P-B#1)%F(#(@121'"%

%N/1#(5%*7(%P('O#(%S+"R%3)(."`3.$$.GG.:"M%)&-"C??!2"bB?"772c"



012*'.1)/#%Q'-."/#%'3%;/51'U%F(#(@121'"%/"5%N1#G:%%Z.K(.1"5H"%H'1)(2%1"%*7(%P-.O#(%0/d("S+%

M(&-%.$"[.(G-2""M%)&-"BNN="b>"77c2"

F()7"'#'6$%/"5%&-#*-.(:%%Z.K(.1"5H"S(51/%/*%?/.+%;/51'a2%&7/##("6(%*'%*7(%=(>2O/O(.2U%IJKW%

LIJbJ"S+"\1.8+G-"R2"T%&'%1%+2"I7)($"BNNA"b>"772c"

F7(%,G(.1)/"%012*'.1)/#%;(@1(>:"Z.K(.1"5H"97/.(5%P#(/2-.(2+%,%012*'.$%'3%S'@1(%P.(2("*/*1'"%

%1"%*7(%8"1*(5%9*/*(2"S+"F539$%/"\5,.)+2""T38."BNND2"bD"772c"

F7(%,G(.1)/"%012*'.1)/#%;(@1(>:""Z.K(.1"5H"?7("%F(#(@121'"%?/2%]'-"6+%P.1G(*1G(%&/"/5/U%

%IJMKLIJef"S+"O%3$"Z3G-.)H5)*2BNNC2"

Q'-."/#%'3%,G(.1)/"%012*'.$:%"Z.K(.1"5H"&'G1)%4''E2%/"5%,G(.1)/:"S+"L($$(%,"Q2"6%K%9.:"T)2"

""" F.&.,S.)"BNNB2"

"

)*+,-..0+527'(-*C0;-'

4-%():"[5K%&/"_//%+"I1%)*:"65&(.G+"H5)"4(8.,%"%8*"M.*(%"6G3*(./:"C?BC"

W.83)."%8*"O)5,5G(58"Z.K(.1/"

" J8(K.)/(G+"5H"W.X%/:"C?B!"

" J8(K.)/(G+"5H"V()9(8(%:"C?B!"

" J8(K.)/(G+"5H"M(&-(9%8:"C?B!"

" J8(K.)/(G+"5H"63//.X:"C?B!"

" J8(K.)/(G+"5H"#53)8.,53G-:"C?BD"

" J8(K.)/(G+"5H"O.88/+$K%8(%:"I393/G"C?BD"

" J8(K.)/(G+"5H"M.$S53)8.:"I3/G)%$(%:"T3$+"C?BD"

" J8(K.)/(G+"5H"U51%:"`&G5S.)"C?BD"

" J8(K.)/(G+"5H"#53)8.,53G-:"J[";5K.,S.)"C?BC"

" M%//%&-3/.GG/"U8/G(G3G."5H"W.&-85$59+:"M%)&-"C?BC"

" J8(K.)/(G+"5H"63//.X:"C?BC"

" J8(K.)/(G+"5H"L./G,(8/G.):"6.7G.,S.)"C?B?"

" #(),(89-%,"bJ[c"4(G+"J8(K.)/(G+:"T%83%)+"C?B?"

" M%//%&-3/.GG/"U8/G(G3G."5H"W.&-85$59+:"M%)&-"C?B?"

" 4%G-5$(&"J8(K.)/(G+:"6.7G.,S.)"C??N"

" J8(K.)/(G+"5H"R(K.)755$"bJ[c:"I7)($"C??="

" #)518"J8(K.)/(G+:"Y.S)3%)+"C??="

" J8(K.)/(G+"5H"M(&-(9%8:"6.7G.,S.)"C??A:"6.7G.,S.)"C??=:"Y.S)3%)+"C??N"

" J8(K.)/(G+"5H"L+5,(89:"`&G5S.)"C??E"

" \.5)9.G518"J8(K.)/(G+:"6.7G.,S.)"C??>"

" #5/G58"J8(K.)/(G+:"6.7G.,S.)"C??>"

" U8*(%8%"J8(K.)/(G+:"T3$+"C??>"

"""" J8(K.)/(G+"5H"M%//%&-3/.GG/@#5/G58:"F.&.,S.)"C??D""

" J8(K.)/(G+"5H"V()9(8(%:"`&G5S.)"C??D"

J8(K.)/(G+"5H"M(&-(9%8:"F.7%)G,.8G"5H"45,,38(&%G(58"6G3*(./:"I393/G"C??D"

J8(K.)/(G+"5H"M(&-(9%8:"F.7%)G,.8G"5H"45,,38(&%G(58/"6G3*(./:"M%)&-"C??D"

F%)G,53G-"45$$.9.:"F.7%)G,.8G"5H"Y($,"%8*"W.$.K(/(58:"T%83%)+"C??D"

;.1"<5)'"J8(K.)/(G+:"F.7%)G,.8G"5H"4(8.,%"6G3*(./:"`&G5S.)"C??C"

4%)8.9(."M.$$58"J8(K.)/(G+:"F.7%)G,.8G"5H"_89$(/-:"Y%$$"C??B"

U8*(%8%"J8(K.)/(G+:"F.7%)G,.8G"5H"45,,38(&%G(58"%8*"43$G3).:"Y%$$"BNNN"

;5,(8%G(89"45,,(GG.."M.,S.):"65&(.G+"H5)"4(8.,%"%8*"M.*(%"6G3*(./:"C??!@>"

_K%$3%G5):";%G(58%$"_8*51,.8G"H5)"G-."Q3,%8(G(./:"F5&3,.8G%)+"O)5h.&G/"P"T%83%)+"C??!"



O)59)%,"4-%():"U8G.)8%G(58%$"458H.).8&."58"W.$.K(/(58:"V(*.5:"I3*(5:";.1"M.*(%"%8*"

Y.,(8(/,a"458/5$.@(89"O%//(58/:";.1"`)$.%8/:"M%+"D?@T38."C:"C??!"

65&(.G+"H5)"4(8.,%"6G3*(./:"458H.).8&."O)59)%,"45,,(GG..:"BNNA@N='

H(#@(*%Z167*%F./O"I*K(/5)+"#5%)*:"BNN>@"

4-(&%95"Y($,"6.,(8%)2""Z./758/."G5"7)./.8G%G(58:"M%)&-"BNNE2"

Y.S)3%)+"BNN!2""J8(K.)/(G+"5H"U51%:"F.7%)G,.8G"5H"45,,38(&%G(58"6G3*(./2""O3S$(&"$.&G3)."

%8*"/.,(8%)2"

"

M%83/&)(7Gd%)G(&$.").K(.1"

" `XH5)*"J8(K.)/(G+"O).//"

" J8(K.)/(G+"5H"4-(&%95"O).//"

" F3'."J8(K.)/(G+"O).//"

" `7.8"J8(K.)/(G+"O).//"

" Z53G$.*9."O).//"

" ;.1"<5)'"J8(K.)/(G+"O).//"

" J8(K.)/(G+"5H"M(88./5G%"O).//"

" J8(K.)/(G+"5H";5)G-"4%)5$(8%"O).//"

" J8(K.)/(G+"5H"4%$(H5)8(%"O).//"

" Z3G9.)/"J8(K.)/(G+"O).//"

" J8(K.)/(G+"5H"M(//(//(77("O).//"

" J81(8@Q+,%8"O3S$(/-.)/"

" Q539-G58@M(HH$(8"O3S$(/-.)/"

" S(51/%012*'.$%

% Q'-."/#%'3%;/51'%9*-51(2%

% 0/.@/.5%4-21"(22%012*'.$%;(@1(>%

% Q'-."/#%'3%,G(.1)/"%012*'.$%

% &1"(G/%Q'-."/#"

"

(%BQ"#%"

>50C-*.01D'+,'F0.;+5.05R!240.+5'#+77-?-'+,'&-11-*.'254'(;0-5;-'

6.%)&-"45,,(GG..:"I//5&(%G."F.%8"H5)"6G3*.8G"I&%*.,(&"IHH%()/:"C??>2"

Rj6"_G-8(&"6G3*(./"U,7$.,.8G%G(58"45,,(GG..:"C??D"P"C??>"

`3G/(*."Z.K(.1"45,,(GG.."H5)"F.7%)G,.8G"5H"4$%//(&/:"67)(89"C??C"

I)G/"%8*"Q3,%8(G(./"F(K(/(58"_X.&3G(K."45,,(GG..:".$.&G.*"I7)($"BNN=:"4-%()"67)(89"C??B"

M.8G5):"L5,.8f/"Y%&3$G+"M.8G5)(89"O)59)%,:"BNN>@"

Rj6"_p3(G+"%8*"F(K.)/(G+"I&G(58"45,,(GG..:"BNNE@Ao"4-%():"BNNA@N"

Rj6"45,,@#"453)/."45,,(GG..:"BNNA@N="

"

8-92*1/-51'+,'#+//650;210+5'=*1.'

O.)/588.$"%8*"W.83)."45,,(GG..:"C??!@C?B>"

#3*9.G"45,,(GG..:"C??!@C?B>"

4-%():"6.%)&-"45,,(GG..:"C??=@?N"

\)%*3%G."45,,(GG..:"C??=@?N"

M.,S.):"6.%)&-"45,,(GG..:"C??A@?="

4-%():"W.83)."45,,(GG.."bR(/%";%'%,3)%c"C??E"

4-%():"W.83)."45,,(GG.."b6-%8G("[3,%)c:"C??>"



4-%():"6.$H@6G3*+"45,,(GG..:"F.7%)G,.8G"5H"45,,38(&%G(58"I)G/:"C??B@?C"

4-%():"6.%)&-"45,,(GG..:"C??B"

F().&G5)"5H"J8*.)9)%*3%G."6G3*(./:"F.7%)G,.8G"5H"45,,38(&%G(58"I)G/:"BNN!@C??C"

Q3,%8(G(./"F(K(/(58"_X.&3G(K."45,,(GG..:".$.&G.*"I7)($"BNN=:"4-%()"67)(89"C??B"

M.8G5):"L5,.8f/"Y%&3$G+"M.8G5)(89"O)59)%,:"BNN>@NN"

Rj6"_p3(G+"%8*"F(K.)/(G+"I&G(58"45,,(GG..:"BNNE@Ao"4-%():"BNNA@NN"

Rj6"45,,@#"453)/."45,,(GG..:"BNNA@N="

"

#O!!>E"GS'(%BQ"#%"

4-%():"#)5%*S%8*"W.$.&5,,38(&%G(58/"Z.K(.1"#5%)*:"4(G+"5H"M%*(/58:"BNNA@C??B'

M%*(/58"[(1%8(/"4$3S2""R.&G3).:"T3$+"BNN='

458/3$G%8G:"U,%9./"5H"G-."BND?/"Y($,"6.)(./:"Y(8."I)G/"M3/.3,"5H"G-."653G-:"M5S($.:"

I$%S%,%:"BNNC@ND"

R.&G3).):"Y).8&-"Y($,"6.)(./:"Y(8."I)G/"M3/.3,"5H"G-."653G-:"T38."BNN?2"

YIM`6"Y($,"65&(.G+:"6.&).G%)+:"H538*(89"S5%)*",.,S.)"%8*"8.1$.GG.)".*(G5):"BN=E@=A"

M5S($."W-.%G)."\3($*:"O3S$(&(G+"F().&G5)"BN=E@=Ao"W).%/3).):"BN=>@=E"

'

OG$%B')BO@%(("OE=&'=#G"Q"G"%('

]Q51"V(%S$."U/"Z%*(5e^"L(/&58/(8"O3S$(&"Z%*(5"8"1@(.21*$%'3%*7(%,1.U%(8G.)K(.1"7)59)%,:"CE"

I393/G"C??A"

]J6"Z%*(5"%8*"G-."##4^:"L(/&58/(8"O3S$(&"Z%*(5"8"1@(.21*$%'3%*7(%,1.U"(8G.)K(.1:"BN"I393/G"

C??A"

]Z%*(5f/";.1"L%K.a"I8"`$*"M.*(3,"(/"Z.(8K.8G.*:^"(8K(G.*".*(G5)(%$"4'2*'"%A#'B("CC"M%+"

C??>2""

Z%*(5"(8G.)K(.1/a""L`ZW"NdCCdNAo"LURR"EdC!dN=o"M.*(%"W%$'">dBEdNA:"M(*8(9-G"W)%(8"

EdB?dNAo"L_Z;"NdC!dN=o"LWF<"EdBNdN="

Y%&3$G+",5*.)%G5)"%8*"9.8.)%$",%8%9.):"LW`Q@YM:"67)(89"Q($$"45$$.9.:"BN=E@=N2"

_X.&3G(K."O)5*3&.):"k67)(89"Q($$"Y5)3,k:"BN=N2"

O)5*3&.):"kLW`Q"O)./.8G/k:"BN=A2""

"

)BO@%(("OE=&'!%!J%B($")('

65&(.G+"H5)"4(8.,%"%8*"M.*(%"6G3*(./"

I,.)(&%8"6G3*(./"I//5&(%G(58"

Z%*(5"6G3*(./";.G15)'"

U8G.)8%G(58%$"I//5&(%G(58"H5)"M.*(%"%8*"Q(/G5)+"

"

G%=#$"E<' b58"%"A2?"/&%$.o"*.7%)G,.8G",.%8">2=DT'

4I"D>B""U8G)5*3&G(58"G5"W.$.K(/(58" " " E2?B""

4I"!>?""Q(/G5)+"5H"#)5%*&%/G(89" " " E2>>"

4I"!>C""M.*(%"%8*"43$G3)%$"O5$(&+" " " E2AC" " "

4I"EBD""W-."W.$.K(/(58"U8*3/G)+"W5*%+" " >2=N"

4I"N!?""M.*(%:"43$G3).:"%8*"G-."O3S$(&"67-.)." E2E?"

4I"N>>""M.*(%"Q(/G5)+"%8*"Q(/G5)(59)%7-+" " E2NA"

4I"N>?""F5&G5)%$"6.,(8%)/a"""O5/G"L%)"M.*(%"43$G3)." " " E2E!"

" " " """"""""""""Z%*(5"#)5%*&%/G(89"#.G1..8"G-."L%)/" E2DN"

""""""""""""""""""""""""""""""""""""""""""""""""M.*(%:";%G(58:"O3S$(&" " " " E2NC"



" " " " 6538*"Q(/G5)(./" " " " E2=="

" " " " W)%8/8%G(58%$"M.*(%"Q(/G5)(./" " E2A="

" " " " L)(G(89"M.*(%"Q(/G5)(./" " " E2>E"

" " " " 6538*"%8*"6&)..8"(8"G-."M3$G(7$%GH5),"I9." E2=A""""

" " " " M.*(%"Q(/G5)+a"458K.)9.8&./" " " E2>>"

4I"N>>""M.*(%"Q(/G5)+"(8"G-."F(9(G%$"_)%"b67)(89"C?BBc" " " E2!D"

4I"EBD"Z%*(5"%8*"G-."I)G"5H"6538*"bY%$$"C?BB:"67)(89"C?BCc" """E2?D:"E2!!"

"

=8Q"("E<"

80..-*1210+5.'(69-*C0.-4U"M%GG-.1"M3))%+"bO-2F"BNNAc:"4$%)."#)%GG.8"bO-2F2"C??Cc:"

;5),%"45%G./"bO-2F2"C??Cc:"F539$%/"#%GG.,%"bO-2F2"C??Cc:"T.88(H.)"Y3$$.)"bO-2F2"C??!c:"

[.$$+"45$."bO-2F2"C??>c:"T.88(H.)"L%89"bO-2F2"C??Ec:"T5/-"Q.3,%8"bO-2F2"C??Ec:"#($$"

[()'7%G)(&'"bO-2F2"C??Ec:"O-($(7"6.1.$$"bO-2F2"C??Ac:"6-%18"V%8453)"bO-2F2"C??=c:"#.8"

I/$(89.)"bO-2F2"C??=c:"F.).'"T5-8/58"bO-2F2"C??Nc:"I,+"#%)S.)"bO-2F2"C?BBc:"\.),%(8."

Q%$.953%"bO-2F2"C?BCc:"6).+%"M(G)%"bO-2F2"C?BCc:"F5)(8*%"Q%)G,%88"bO-F"C?BDc:"T5/-"

T%&'/58"bO-F"C?BDc:"T5/-"6-.77.)*"bO-F"C?BDc:"F%88+"[(,S%$$"bO-F"C?B!c:"R(8*/%+"Q59%8"

bO-F"C?B>c:";5)%"O%GG.)/58"bC?BEc:"[(G"Q39-./"bO-F"C?B>c:"I8*).1"#5GG5,$.+"bC?BEc:"

4-)(/G57-.)"41+8%)"

"

80..-*1210+5'#+//011--.3'!-402'254'#6716*27'(1640-.a"6G.7-.8"4$%//.8"bO-2F2"BNN!c:"

I8('5"#5*)59-'5g+"bO-2F2"BNN>c:"O%,.$%"L($/58"bO-2F2"BNN>c:"[.K(8"\$+88"bO-2F2"BNN>c:"

T.HH).+"6&58&."bO-2F2"BNN>c:"4-%*"F.$$"bO-2F2"BNNEc:"<3"Y.8"[5"bO-2F2"BNNAc:"6g3@O(89"R(8"

bO-2F2"BNN=c:"R(/%"O%)'/"bO-2F2"BNN=c:"<3"R(89"R(8"bO-2F2"BNN=c:"F.).'"[5,7%)."bO-2F2"

BNNNc:"W%/-%"`).8"bO-2F2"BNNNc:"M(&-%.$"[%&',%8"bO-2F2"BNNNc:"T%/58"M(GG.$$"bO-2F2"BNNNc:"

F%8(.$"M%)&3/"bO-2F2"BNNNc:"4-)(/G57-.)"Q5$,./"6,(G-"bO-2F2"C???c:"F%)).$$";.1G58"bO-2F2"

C??Bc:"_$%8%"R.K(8."bO-2F2"C??Cc:"F58%$*"M.&'(HH."bO-2F2"C??Dc:"M%*-%K("M%$$%7)%9%*%"

bO-2F2"C??Dc:"Z58"#.&'.)"bO-2F2"C??!c:"[(,"#h%)',%8"bO-F"C?B!c:"M5S(8%"Q%/-,("bO-2F2"

C??Ec:"4%)+8"M3)7-+"bO-2F2"C??=c:"U8'+3"[%89"bO-2F2"C??Nc:"I/1(8"O38%G-%,S.'%)"bO-2F2"

C??Ac:"[+$."4581%+"bO-2F2"C??=c:"M.9%8"6%78%)"I8'.)/58"bO-2F2"C?B?c:"M%GG"6(.8'(.1(&g"

bO-2F2"C?BBc:";(&'"M%)X"bO-2F2"C?BCc:"R(g"_$$&.//5)"bO-2F2"C?BCc:"_)(8"4577$."6,(G-"bO-2F2"

C?BCc:"_K%8"_$'(8/"bO-F"C?B>c:"M+$./"M&;3GG"bO-F"C?B>c:"6%)%-"M3))%+"bC?BEc"

"

80..-*1210+5'#+//011--.3'O1:-*'=*-2.V8-92*1/-51.U"4%)5$+8"#)55'/"bO-2F2"Y($,"BNNEc:"

[.K(8"Q.HH.)8%8"bO-2F2"Y($,c:"M5+%"R3&'.GG"bO-2F2"Y($,c:"Q.(*("[.8%9%"bO-2F2"Y($,"c:"Z%H%.$"

V.$$%"bO-2F2"Y($,c:"4-)(/G(8."#.&'.)"bO-2F2"Y($,"C??Bc:"4-)(/G(8%"#%%*."bO-2F2"M3/(&"C??Cc:"

W3(h%"M5*(85/"bJ8(K.)/(G+"5H"T+K%/'%$%:"Y(8$%8*c:"T.//(&%"453)G(.)"bO-2F"M3/(&"C??!co"

M(&-%.$";.1,%8"bO-2F2"Y($,:"C??>co"[.K(8"Q%957(%8"bO-2F2"Y($,:"C??Ec:"[%G-%)(8."67)(89"

bO-2F2"Y($,"C??=c:"T.//(&%"453)G(.)"bO-2F2"M3/(&5$59+"C??Nc:"M%GG-.1"63,.)%"bO-F"

M3/(&5$59+"C?BCc:"6-%g(%"UHG'%)"bO-2F2"T53)8%$(/,"C??Nc:"T58%-"Q5)1(Gg"bY($,c:"M(&-.$$."

4%/1.$$"bO-F"6RU6"C?BCc:"M%)'"M(8.GG"bO-F"Y($,"C?BDc:"R(/%"Q5$$.8S%&-"bO-F"_89$(/-"

C?B>c"

!='#+//011--.3'O1:-*'=*-2.V8-92*1/-51.a"L58/3'"[%89"bT53)8%$(/,"BNNNc:"W%.'/55"

4-5"bT53)8%$(/,:"C??Bc:"45$(8"Y(Gg7%G)(&'"b_G-85,3/(&5$59+"C?BCc2"

%M1-*527'%M2/05-*U''F%K(*"Q.)*:"J8(K.)/(G+"5H"W.&-85$59+:"6+*8.+:"I3/G)%$(%o"C??=o"R(g"

\53$*:"M%&p3%)(."J8(K.)/(G+:"I3/G)%$(%:"C?BBo"#)(%8"Y%3G.3X:"458&5)*(%"J8(K.)/(G+:"4%8%*%:"

C?BCo"I$.//%8*)5"4%G%8(%:"J8(K.)/(G+"5H";5GG(89-%,:"C?B!2"



! "!

Michele Hilmes 

 

 -- published in the !"#$%&'(&)*+,"%)&'(#-*./0(/1!#$%&'()!*+','-.!/0(+'-!!0%'.1%.,%+2!,3%!

%.+45'.6!($$%()!-7!(4+'-!'.!,3%!+'6',()!(6%89!:;2<8!#$5'.6!<="> 

!

 

    The Lost Critical History of Radio
1
 

   

 “Of all the established arts, radio broadcasting alone has no adequate corps of 

 professional critics.” – Robert J. Landry, 1940 

  

 “Radio receives little critical attention. Of the various methods for communicating 

 ideas and emotions—books, newspapers, visual art, music, film, television, the Web—

 radio may be the least discussed, debated, understood.” – Bill McKibben, 2010 

 

 Radio has been many things across its nearly 100-year history, shifting its structures, 

functions, uses and forms to suit the complexities of each historical period. As this journal issue 

testifies, we are currently in a new kind of “golden age” of soundwork, with creative forms 

proliferating across the airwaves and the internet, received via traditional broadcast radio, 

satellite, web streaming, digital downloads, and podcasts, on a host of devices both new and 

traditional.
2
  More creative soundwork than ever before is available; old art forms have been 

revived, and exciting new voices can be heard.  Yet the two quotes above, seventy years apart, 

testify to a set of troubling continuities that are intrinsically related to each other: radio’s missing 

archive, and its lack of a critical tradition. 

 For an art form to flourish, a sense of expressive continuity – a knowledge of aesthetic 

roots and a sense of how the new connects with the old – is vitally necessary, both for creative 

producers and for audiences.  Yet, across the world but in the US in particular, soundwork’s 

critical history remains in a largely neglected state. Imagine the field of literature without access 

to the vast majority of books; imagine a contemporary cinema that cannot clearly recall what 

film was like before Star Wars, or Gone With the Wind.  This is more or less the state of 

soundwork today.  In this article I will focus primarily on the United States, but most of what I 

say applies to other national contexts as well, with a few notable exceptions that I will highlight. 

 There are two aspects to radio’s lost critical history: the problem of the archive and the 

problem of critical discourse.  First, the vast majority of the soundwork archive is in a scattered, 
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perilous state. Most of the historical evidence of radio’s first seven decades of innovation either 

disappeared into the ether at its moment of broadcast, or remains locked away behind obsolete 

and decaying technologies, languishing in little-consulted collections in scattered locations, 

largely isolated and in many cases uncatalogued and inaccessible. Second, soundwork in most 

places lacks a critical tradition, formed in critical discourse. Bill McKibben continued his 2010 

observations on the neglect of radio by pointing out:   

 We have no equivalent of the late and lamented British magazine The Listener, which 

 combined independent commentary with essays and features that had originally been 

 broadcast as radio pieces; even NPR’s own (excellent) journalism forum, On the Media, 

 usually concentrates on television or print. There’s no well-known radio equivalent of the 

 Emmys or the Grammys or the Oscars (or even the Tonys). (McKibben, 2010, p. 5) 

Without such attention, soundwork remains a form cut off from its roots, with even its most 

talented contemporary practitioners innovating in a vacuum, giving audiences little purchase on 

how they might understand and appreciate the complexities of the best new work.  For a long 

time, and for many of the same reasons, scholarship neglected the field of sound as well.  

Recently this has begun to change, as more critical studies of soundwork, histories of radio, and 

explorations of sound’s many cultural manifestations have begun to appear.  But so far, this 

increased critical activity has remained confined to academic circuits with little carryover into 

more popularly accessible venues and vocabularies.  Soundwork criticism is a niche art, not least 

on radio itself, where it is rarely heard.  

 Fortunately, the same digital technologies that have sparked the current soundwork 

revival also point towards solutions to neglect of its history and critical tradition. In this article I 

examine the dilemma of radio’s missing critical history in more depth, focusing primarily on the 

US but making comparisons to other countries.  I also point to new initiatives, some of them 

well-developed but others in very formative stages, that are working to grant better exposure to 

radio past and to stimulate critical discussion and review. 

What Is a Living Art? 

 “How could movies be taken seriously if they were to remain so ephemeral, so lacking in 

 pride of ancestry or of tradition?” – Iris Barry, 1969  

It may reassure radio scholars to realize that cinema once occupied the same fragile 

historical/epistemological position that soundwork does today.  In her recent book Saving 

Cinema, Caroline Frick traces the conflicted process by which film evolved from its early status 

as an ephemeral medium of popular entertainment, valued by its owners for its commercial uses 

but little regarded by the larger cultural establishment, into a recognized global art form to be 

preserved, archived, circulated, and studied.  Through the activities of national film societies, 

libraries, museums, funding organizations, and dedicated individuals like Iris Barry, a film critic 

who became the founder of MoMA’s film department, cinema eventually became defined as an 

important aspect of national cultural heritage.  Archives collected films and presented them to 

audiences interested in education, film criticism evolved from entertainment reportage to serious 

review and evaluation, and a body of scholarship emerged predicated on access to the whole 

sweep of film heritage and the establishment of a constantly evolving critical language.
3
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:!As Frick explains, in the US this involved the joint efforts of important organizations like the 

Library of Congress, the Museum of Modern Art, the Rockefeller Foundation, and the National 

Endowment for the Arts, which created the American Film Institute, a joint venture with the 

commercial film industry.  American efforts built on the precedent set by other forward-thinking 
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Cinema’s critical history has established itself firmly in the minds of creative artists, audiences, 

and scholars worldwide. 

 Soundwork has a ways to go before reaching this level of recognition and 

institutionalization, especially in the US, where its continuity has been broken.  In Britain and in 

Germany, two places where audio forms have received more public funding and attention that 

most others, a sustained tradition of soundwork has been maintained, despite a certain amount of 

marginalization.  On BBC Radio in Britain (particularly Radio Four and its online counterpart 

Radio Four Extra), radio drama, comedy, documentary, and performance are featured daily, with 

major national daily newspapers providing previews of upcoming broadcasts for the week, 

reviews of shows after they’ve aired, and comprehensive listings that can be found in print and 

online.  Drama production is particularly strong, compared to the United States.  The BBC 

maintains a standing Radio Drama Company, and airs more than 600 hours of drama per year, 

much of it original, with audience numbers that often exceed those for well-regarded television 

programs. This includes The Archers, a radio serial that has been on the air since 1950 and shows 

no signs of slowing down.  Important historical radio dramas are rebroadcast or recreated, 

including a number from the American radio archive – as for instance a recent BBC/Cymru 

Wales production, James M. Cain’s Double Indemnity, first adapted in 1945 by The Screen Guild 

Theater on CBS. Though audiences may not be huge, a recognized and respected space for audio 

work is preserved and sustained thanks to the BBC’s continuity of tradition, public funding, and 

established national status. 

 Things are more fragmented in the US.  The commercial radio industry turned to music-

based radio formats in the 1960s to the exclusion of almost all else besides news and, more 

recently, political talk (Fornatale and Mills; Barnard).  Most of the innovative soundwork heard 

since the 1960s comes from the non-profit sector – public, community and college radio – and a 

handful of satellite channels that recirculate this and provide some original programming to the 

small percentage of US audiences who subscribe. Online audio, including podcasting, emerged 

as an enormous and lively sphere of creativity in the early 2000s. Public broadcasters, being the 

best-funded group, have led the way in program innovation and in the revolution in enhanced 

online services – including significant program archives – that are driving the soundwork 

revival.
4
  Recent innovations in the nonprofit sector like the Public Radio Exchange (PRX) and 

the Third Coast International Audio Festival not only encourage new talent but provide a place 

where listeners can sample a wide range of new work and where independent producers can 

market their work to stations and distributors. Taken together, these digitally-enhanced venues 

have sparked a wave of sound innovation and creativity that continues to unfold and expand, 

scattered across a multiplicity of sites on a financial scaffolding that has always been shaky at 

best. 

 Such American-style fragmentation produces innovation, but it also leads to significant 

gaps and discontinuities.  There are no radio shows in Britain quite like This American Life, or 

Prairie Home Companion, or RadioLab, but more traditional forms of soundwork – drama, 

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!

national groups, including most prominently the Cinematheque Francais, the Berlin 

Reichsfilmarchiv and the British Film Institute, with whom MoMA allied to form The 

International Federation of Film Archives (FIAF), dedicated to setting global standards for 

preserving and archiving the world’s film heritage. (Frick, 2011)!
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comedy, and documentary –  thrive and flourish, attract large audiences, receive critical attention, 

and continue to support new artists and cultivate existing ones. British radio exhibits an ongoing 

sense of itself and its history; American radio does not.  Radio remains a living art in Britain 

(and in other countries with a similarly-functioning national broadcaster); in the US radio thrives 

but is not considered art.  The reasons for this disjuncture, and some ideas for remedying it, 

follow in the next two sections. 

The Problem of the Archive 

 While our still-emergent era of “sound on screens” has given American soundwork a 

newly materialized presence, making creative programs literally and figuratively more visible 

and preserving the contemporary archive for sustained access, there is still an enormous 

disconnect between present-day soundwork and its nearly 100 years of creative history.  

Historical radio programs exist in a kind of archival limbo, partially accessible but not entirely 

legal, neglected by official archival institutions but enthusiastically preserved and curated by 

amateurs, rarely cited or consulted by contemporary practitioners or discussed attentively by 

academic writers, generally ignored by historians. There is little “pride of ancestry” evident for 

American radio, in a country whose radio industry led the world in size, program output, and 

global influence, much the way that its film does, and along with television continues to do. 

 There are some advantages to the “wild west” state of the American radio archive.  The 

BBC holds archival radio programs in a tight grasp.  Its websites carefully curate digitally 

available programs, making access to listening easy for a set window post-broadcast, but once 

they are pulled from the website they remain locked away behind powerful intellectual property 

restrictions.  Far fewer older programs are available to the general public, since the BBC’s 

dominating presence means that some of its former policies – such as “wiping” and reusing 

transcription discs from the 30s and 40s, and having not yet digitized or made available its 

archive of taped programs – have single-handedly rendered inaccessible a large part of the 

historical archive and have kept amateur recording and collecting to a relative minimum. 

However, plans have been underway for some time to open the entire radio and television 

archive to the public, assuming some arrangement can be made as to rights and royalties.
5
   

 Compare this to the simple abandonment of most radio recording rights by US 

commercial broadcasters and producers once television arrived, and “old-time” radio’s 

subsequent circulation for decades in the “grey market” of amateur trading and collecting.  

Treated as “orphan” works, collectors began making taped copies from transcription discs in the 

1950s, and by the 1970s a sizeable constellation of amateur “archives” and collecting societies 

had emerged, focusing primarily on popular commercial radio programs of the 1930s through the 

60s.  Among the largest were (and still are) the Society to Preserve and Encourage Radio Drama, 

Variety and Comedy (SPERDVAC) and the North American Radio Archives (NARA).  These 

are operated as nonprofit “clubs” which permit their members to circulate tens of thousands of 

recordings of old-time radio programs amongst themselves.  Though online catalogues are 

available with a few digital sample clips, such organizations do not digitize and share programs 

online (though their members may). 
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 Digital distribution and sale of historical commercial radio recordings has largely been 

the domain of a few particularly entrepreneurial collectors who offer recordings for purchase and 

download online without worrying too much about rights issues, such as David Goldin of Radio 

Yesteryear/Radiola and Jerry Haendiges of Vintage Radio, one of the founders of SPERDVAC.
6
  

Some enthusiasts branched out to create over-the-air radio shows, mostly on public and 

community stations, that rebroadcast old-time radio classics; this remains a popular type of radio 

program across the country.
7
  With the internet came a logical migration, for both commercial 

and free sharing purposes.  The Internet Archive now hosts thousands of radio programs of all 

types, and there is a lively universe of old-time radio podcasts featuring mostly the same familiar 

titles and programs, all (arguably) in the public domain and widely circulated online and off.  

Given widespread dispersion and the murky rights situation, it would be very hard to get the old-

time radio archive back into the rights-controlled bag, though the BBC apparently makes some 

attempt, since relatively few of its older programs appear on the Internet Archive radio pages.   

 Serious efforts have been made by amateur collector/curators and radio collector 

associations to assemble reliable information about their holdings and to document shows’ entire 

run of episodes, air dates, cast information, etc.  Many scholars have employed such amateur-

sourced reference works as John Dunning’s On the Air, Frank Buxton and Bill Owen’s The Big 

Broadcast, and guides published by Jay Hickerson, long-time organizer of the now-defunct 

Friends of Old Time Radio convention.  David Goldin has placed his RadioGoldIndex online, 

and gives an entertaining account of how he acquired his collection. (Goldin, 2014) Another 

cataloguing project is run by the Old Time Radio Researchers Group, which provides 

information on more than 200,000 programs. Annual conventions and conferences have gone a 

long way towards providing the kind of contextualizing activities so important to cultivating an 

art form, from re-enactments of old radio shows, to recorded interview with practitioners, to 

publicity for published work and archival discoveries.  Obviously, amateur collecting and 

curating has played an absolutely vital role in keeping at least a part of the US radio heritage 

alive, at a time when established archives were not interested in taking on the task. 

 Yet these widely circulated programs represent just the tip of the iceberg of the totality of 

soundwork produced since the 1930s (when recording became a more regular feature of radio 

operations).  Many official audio archives and sound-related collections exist, but it has been 

well documented that, as media curation and preservation came to focus more heavily on film 

and visual media than on sound, audio materials languished. (Paton, 1990)  The Library of 

Congress, the Museum of Broadcasting, the Paley Center (formerly the Museum of Television 

and Radio), the Library of American Broadcasting, and a few other sites thankfully preserve 

hundreds of thousands of recordings, but locating individual recordings and accessing them 

remains a difficult task.  Furthermore, the history of non-commercial and local broadcasting has 

been almost completely neglected, and along with these sectors documentary, feature, and non-

fiction programming generally gets left out.  Though archival holdings exist, particularly for 

programs produced by the educational/public radio sector since the 1940s, they are scattered, not 
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well documented, and have never been brought together in a common reference source.  It is no 

wonder that when today’s radio artists cite their major influences, rarely do they mention radio’s 

historical legacy, especially in the field of documentary and feature programming.  

 Thus, the problems of the soundwork archive are threefold.  First of all, sound has been 

given low priority by the archival establishment; as Christopher Ann Paton writes in one of the 

few articles to address the subject, “Over time, photographs and film have earned a respected 

niche in the world of archival documentation… Similar interest is not evident in the archival 

literature regarding sound recordings and magnetic tape.” (Paton, 1990, p. 275) Cinema’s 

success at establishing itself as a national treasure has come at sound’s expense (at least until 

recently; see below).  This has been exacerbated by the fact that the materials on which sound 

has been recorded are less stable than film, evolving from acetate or glass transcription discs, to 

vinyl recordings and magnetic tape, to audio cassette and on to CD and Mp3 files, posing a 

considerable challenge to chronically under-funded media depositories which have struggled to 

keep up.  Thus, decisions made by amateur collectors have driven our knowledge of 

soundwork’s history, and while their work has been extremely valuable, they tend to focus on a 

limited range of entertainment programming, and remain shut out of the official archival sphere. 

 Secondly, the division between paper collections and other “eye-readable materials” 

(Paton, 1990, p. 78) and recorded sound persists in the archival world even today; the vast 

majority of collections specialize in the former, as do the archivists who make decisions on 

processing and cataloguing.  As Paton argues, paper-oriented archivists understand their job as 

the preservation of the information contained on any given document or record, and not the 

original text itself: 

 Consequently, the paper archivist is likely to be concerned first and foremost with the 

 informational content of recordings. The actual sounds captured by many of the 

 recordings that come to paper-oriented repositories may be considered less important 

 than the information they convey, and the recordings themselves may be viewed as 

 dispensable once this information has been transcribed. (Paton, 1990, pp. 275-6) 

This issue is exacerbated by the fact that recorded soundwork requires an expanding array of 

different devices to “unlock” its information, while fragile and disintegrating recording media 

may actually be harmed in the process of migrating and preserving it. Additionally, listening to 

sound recordings must take place in real time; they cannot be “skimmed” or taken in at a glance.  

Given all this, one of the questions Paton suggests that archivists might ask themselves when 

assessing audio preservation  - “Is it important that the sound on this recording be preserved?” – 

is well justified but sets off serious alarm bells for soundwork scholars.  At least 

amateurs/collectors are interested in the sound.  For radio scholars, actually listening to the 

programs they study has long posed a challenge that digital distribution has only begun to 

ameliorate.  Yet those works that consider the sound of radio have produced unique insights into 

its role as a social institution and as an important influence on other art forms.
8
 

 Finally, a distinction must be made between the area of audio archiving most closely 

associated with music and performance, and that primarily associated with radio, or speech-

based forms. Music preservation has long enjoyed a higher priority than radio preservation. This 
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has to do both with the higher cultural status accorded music performance as an art form, and the 

fact that, unlike radio recordings, most musical recordings were made specifically to be fixed, 

marketable, easily accessible commercial products.  They are more likely to be collected in 

libraries and by the general public, and can be more easily classified by the way they are labeled 

and understood as unique works: performer, title, publisher. Thus a lively field of recording 

preservation primarily directed at music does exist – for instance, the National Recording 

Preservation Board (NRPB), enacted by Congress in 2000 under the aegis of the Library of 

Congress (LOC) as the audio equivalent of the National Film Preservation Board  (I will say 

more about its radio efforts shortly), the LOC’s National Jukebox Project, the Association for 

Recorded Sound Collections – but radio/soundwork preservation represents only a small 

ancillary concern in the sound preservation arena, pushed aside by the dominance of music.  

 

The Problem of Critical Discourse 

 Why does the archive matter?  Without a grasp of soundwork’s past, it is hard to imagine 

its future or to evaluate its success.  It is telling that in a (wonderful) recent compilation of essays 

by some of today’s most celebrated radio auteurs, scarcely any mention is made of historical 

precedents for their work beyond the early days of NPR (Biewen, 2010).  While creativity will 

find a way, and it would be hard to argue that the likes of Jay Allison, Ira Glass, Davia Nelson 

and Nikki Silva (the Kitchen Sisters), Alan Hall, and Dmae Roberts need much help from history 

to shape their expressive soundwork, it is interesting that only Hall – the sole British radio 

producer in the compilation – mentions a continuity with the soundwork past (though even he 

claims a more direct influence from film and music) (Hall, 2010, p. 101).  America’s 

documentary heritage, in particular, is closed off from its current practitioners.  How many have 

heard, or even heard of, documentary filmmaker Pare Lorentz’s venture into soundwork with the 

experimental radio feature Ecce Homo in 1938, on CBS’s storied Columbia Workshop?  How 

many have actually listened to the prodigious output of “radio’s poet laureate” Norman Corwin, 

or thought about his groundbreaking work in relation to theirs?  Is it possible that consideration 

of the long-running grandmother of radio news programs, The March of Time, might illuminate 

some of documentary radio’s current fiction/factual border-crossing practices?  Good luck, 

because those recordings remain largely locked behind archival doors in Lincoln Center. 

 Knowledge of soundwork’s heritage is also closed off from listeners, and here is where 

lack of a critical tradition enters the scene.  This article began with two quotes bracketing sixty 

years of an absence: that of an established critical sector for sound. As Robert Landry’s 1940 

essay shows, paucity of serious criticism and review was perceived as a problem throughout 

radio’s history, and in fact, in the wake of his call and its endorsement by other influential radio 

writers of the time (Siepmann, 1941; Wylie, 1940; Lazarsfeld, 1948), radio criticism in major 

news outlets increased.  As Ralph Lewis Smith writes, “by the end of the forties the press was 

paying more attention to the criticism of broadcasting than ever before” (Smith, 1959, p. 42).  

John Hutchins and later Jack Gould provided thoughtful commentary in the New York Times; 

John Crosby held forth in the New York Herald Tribune; Saul Carson contributed lengthier 

essays in The New Republic; and Robert Louis Shayon began his association with the Christian 

Science Monitor. However, by now television had entered the scene, and as a later study showed, 

“The abandonment of radio criticism in favor of television criticism was indeed abrupt. By 1950 

– just a few years after the ‘birth’ of television – critics were already devoting 76% of their space 

to TV.” By 1960, that number was 98% (Shelby, 1966-67, p. 30).   
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 As Shelby points out, this cannot be entirely attributed to the decline of network radio, 

since in 1950 network radio “was still very much alive.”  Even in the UK, where radio had not 

declined and in fact where the advent of the Third Programme in 1946 had given a new 

prominence to long-form soundwork, the same plaint could be heard, especially about radio 

drama: “Frankly I am at a loss to know why national newspapers particularly don’t devote more 

space to radio criticism.  Radio may be a transitory medium but despite this it’s an increasingly 

influential one in the world of drama as a whole.” (Imison, 1965, p. 9, quoted in Preissnitz, p. 28) 

This references the fact that the audience for an average radio play “would fill a West End 

theater for ten years,” but theatrical dramatic criticism far outweighed that of its sonic 

counterpart. And as Horst Preissnitz wrote more than 15 years later, in 1981: “The attitude of 

professional literary criticism is no less puzzling.  Here, the television play seems to have 

exercised an extraordinary fascination, while the far older radio play has been left as the 

Cinderella of literary history” (Preissnitz, 1981, p. 29). Thus, availability of programs was not 

the problem, audience numbers were not an issue, nor could the ephemerality of the broadcast 

medium be blamed, since live television received adequate critical coverage. Radio was simply 

overlooked. 

 Today, with ample “materialized” information and programs available across multiple 

devices and platforms, and with listening audiences growing both for broadcast and for online 

audio, there would seem to be even less reason that soundwork should not be reviewed, 

previewed, criticized and discussed as much as its visual and literary counterparts. Yet this does 

not occur.  Even in British and German newspapers and magazines, discussion of soundwork is 

minimal, and in the US virtually nonexistent.  The New York Times typically reviews upwards of 

50 movies per week, and at least as many theatrical and musical performances.  Yet rarely will 

mention of a sound-based program enter its pages, and when it does it’s usually Ira Glass.  

Influential journals like The New Yorker, The Atlantic, and the online Slate regularly review 

movies, television, music, and the other arts, but rarely radio – unless it concerns Ira Glass.  Yes, 

there are some online sites dedicated to radio and soundwork criticism, but they are obscure and 

hard to find, and seem to belong to the amateur cohort so prominent in other aspects of radio 

studies. 

 In other arts, venues of daily/weekly criticism and review rest like the tip of an iceberg on 

a more substantial body of critical analysis and theory, one that is actualized not only in 

academic publications and venues (though these are important and perhaps fundamental) but in 

an institutional scaffolding that similarly supports identification of artistic merit, meaningful 

expression, and formal innovation.  Without some agreement on what constitutes that which is 

interesting and deserving of attention in the vast bulk of soundwork available today, where can 

regular review and criticism start?  The emergence of academic work that focuses on those 

mainstays of criticism and review – the text and the artist – is an encouraging sign (see, for 

example, Verma, 2012; Madsen, 2013; Gilfillan, 2009; Heuser, 2013), as are some emergent 

online sites for deeper critique, such as the RadioDoc Review and Sounding Out!.    

 And there are some organizations that have been regularly recognizing and rewarding 

outstanding work in the field for decades.  The oldest and best-respected is the Prix Italia, which 

gives an annual prize for outstanding works in radio music, drama and documentary, with an 

international cast of entrants.  The annual Peabody awards, based in the US, give prizes for the 

best media work in radio, television, and online media from around the world, with criteria that 

include not only artistic excellence but socially meaningful content. Moreover, the Peabody 

Archive, based at the University of Georgia, retains all entries since the prize began in 1946 – a 
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truly unparalleled archive of excellence in broadcasting with a strong emphasis on public and 

educational media.  Another international festival, the New York Festivals Worlds Best Radio 

Programs, has a broad scope that includes advertising and commercial news programs as well as 

long form drama, documentary, children’s programs, and more.  Some awards are more 

nationally based, like the British Radio Academy Awards, the Hörspielpreis der Kriegsblinden in 

Germany, the Walkley Awards in Australia, and Les Lauriers de la Radio et de la Television in 

France, to name just a few. 

 Awards and prizes such as these, carefully juried and publically promoted, point to a field 

of agreed excellence within the world of soundwork, but tend to have resonance almost solely 

within the world of professional media production.  Though the awards ceremonies may be 

televised or otherwise made available for viewing, the winning productions are rarely reviewed 

or circulated (though they can usually be found online for a limited period) or discussed in the 

press.  This is true even for those organizations that enthusiastically seek a wider audience, such 

as the Third Coast International Audio Festival held in Chicago, which rarely receive much 

media publicity – not even on the radio.  There is still a lack of crossover with the educational 

sector that would work to bring soundwork into the classroom and into the academic sphere of 

recognition.  This means that conditions that might support a broader dialogue about quality, 

history, tradition, form and all the other things that go into constructing a living art do not 

happen outside of relatively limited confines.
9
  What can be done? 

Converging Solutions 

  If the radio-based soundwork archive is to survive and become part of a living heritage, if 

soundwork as a sphere of cultural expression is to break free of its niche boundaries and receive 

the kind of critical reception it deserves, it seems clear that the task will require the participation 

of scholars, critics, listeners, and the radio industry itself, most notably the nonprofit sector. Over 

the past ten years, a number of projects have been initiated that are centrally concerned with 

promoting digital access to historical and contemporary soundwork, and with using digital 

communication to encourage greater participation and engagement – and more are springing up 

every day.  For instance, many broadcasters and individual production companies are making use 

of a combination of websites, email newsletters, social media, and podcasts to perform some of 

the functions that radio schedule listings, program previews, print publicity, and on-air 

promotion used to do in the past, as well as giving access to a particular program’s archives.  

This works especially well for large national broadcasters – the BBC’s web presence had gotten 

so extensive that the last license renewal actually mandated a cut-back in online operations – but 

even there it turns soundwork publicity into a sphere of private, on-demand communication, 

rather than announcements appearing in public space. An already-committed audience is 

required. In the US, sites like PRX, Third Coast, and Transom not only give access to soundwork 

contributed by individual producers, both established and just starting out, but provide 

commentary, helpful advice, and a way to gain wider distribution.  Transom.org, which bills 

itself as “a showcase and workshop for new public radio,” gives production tips, organizes 

workshops around the country, acts as a form for producers, and features new work.  A coming 

challenge for these organizations may be to recognize and support their archival functions:  they 
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are in effect building the archive of the future, though this is far from their primarily objective at 

the moment.  And again, they only reach those who are already tuned in to the soundwork 

universe. 

 Other projects point the way towards unlocking America’s sonic past and bringing the 

current state of soundwork into productive conversation with its cultural inheritance.  One lively 

site is WNYC, New York City’s long-standing public radio station.  Prompted by a move from 

its old headquarters on Centre Street to more spacious digs, and with funding from the National 

Endowment for the Humanities, the WNYC Archive was formally established in 2000.  With 

cooperation from other archives containing WNYC-produced material, the WNYC archive of 

more than 50,000 recordings and a host of supplementary materials such as photographs, internal 

records and reports, is being assembled and preserved through digital migration and cataloguing 

that has begun to open up its holdings to researchers (WNYC, 2014). Along the way, a digital 

platform is being constructed that provides information about and allows general public access to 

a sampling of WNYC’s historical audio, contextualized and curated. Similar projects are 

underway at many of the major US public radio stations.  Pacifica Radio has long had a sense of 

the importance of its audio archive in American cultural and political history, and has made those 

archives available to researchers for a number of years.  Recently, they have reached out to the 

public with several digitization projects, including open digital access to two significant 

programs aired on Pacifica affiliate WBAI-New York: The Free Music Store and The Mind’s 

Eye Theater as well as the ongoing “American Women Making History and Culture 1963-1982” 

project.  In such initiatives, media outlets working in the tradition of public outreach attempt to 

create a broader awareness of radio’s history and past accomplishments. 

 Some of the best-organized and -funded digital archival projects have come from 

countries with strong central national broadcasters. For example, the LARM (Audio Research 

Archive) project in Denmark brings together the Danish Broadcasting Corporation and a number 

of partners, including several universities and the national library and museum, in a joint 

interdisciplinary project.  

 The main purpose of LARM is to establish a digital archive with the appropriate tools 

 and a bibliography to enable researchers to search and describe the many recordings of 

 the radiophonic cultural heritage. Radio has played an important role in Danish lives and, 

 today, radio broadcasts form an invaluable, yet untapped, source to Danish culture and 

 history. LARM Audio Research Archive will allow access to thousands of hours of 

 national and local radio broadcasts from 1925 and onwards and thus prepare them for 

 future research. (LARM, 2014) 

Here, scholars and researchers will be the first “audience” for the digital archive; the information 

that they both bring to and derive from their access to these recordings will provide the 

contextualization necessary for future conservation and preservation efforts, and to make the 

collection more accessible to the general public.  

 A project still in its early stages in the US has the advantage of powerful institutional 

parents. Like its cinema counterpart, the National Film Preservation Board (founded in 1988), 

the National Recording Preservation Board of the Library of Congress was created in 2000 by 

the US Congress to nominate each year a select number of recordings to be inducted into the 

National Registry and deposited in the Library of Congress, based on cultural, historical and 

artistic significance.  The intention is not only to highlight these few recordings, but to stimulate 

the preservation of America’s sonic heritage.  Though any kind of sound recording can be 

nominated, in practice it is musical recordings that have dominated, with the few radio programs 
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on the list mainly consisting of news and commercial entertainment. In 2013, the NRPB 

recognized the importance of including more radio-based work, particularly public, community, 

and local radio, and appointed a Radio Preservation Task Force under the direction of eminent 

radio scholar Christopher H. Sterling of George Washington University. Over the next several 

years, a coalition of broadcast historians and sound archivists will collaborate to assess the 

soundwork holdings of archives scattered across the US and pull them together in a usable 

database.   A conference planned for spring 2015 will begin discussion of how to prioritize the 

preservation of significant works for the NPRB, but an even more valuable outcome may be to 

create a venue in which scholars, archivists, and media professionals can gather to discuss the 

newly discovered state of American soundwork history and to integrate these materials into the 

broader historical narrative.  At least, they will give us a place to start, backed by a powerful 

central cultural institution in the Library of Congress. 

 Radio can become a living art only through the critical embrace of its past.  Such projects 

as the WNYC website, the LARM initiative, and the Radio Preservation Task Force begin with 

an archive but reach out from there, most directly to scholars and researchers.  But they must 

make links to the general public and to the world of soundwork production if they are to spark a 

critical revival.  It was when cinema became not only an art but a field of public commentary, 

generating specialized publications that combined criticism, review and industry discussion, that 

film became part of the general cultural conversation.  Many were sponsored by publicly-funded 

organizations: Sight and Sound by the British Film Institute in Britain, Film Comment by Lincoln 

Center, American Film by the American Film Institute), others operated commercially or through 

amateur funding.  Today online publication can more easily be initiated and sustained.  One 

example mentioned earlier, the RadioDoc Review, founded in 2014 by an international group of 

scholars and practitioners and based at the University of Wollongong in Australia, asks the vital 

question: “What, in fact, are the unique strengths and characteristics of our particular medium 

and form?” (McHugh, 2014, p. 3)  If we can sustain a discussion along these lines, applied across 

the many forms and venues of soundwork, then radio will live as an art the way it always has in 

our daily lives. 
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Collegial Testimonials 

 

Jason Jacobs – University of Queensland 

 

Michele singlehandedly transformed our understanding of broadcasting history, and her 

scholarship is unmatched in the field for its comprehensiveness, insight and innovation. I have 

been lucky enough to collaborate with her on one book, and am currently working with her on an 

Australian funded project; she is without doubt the best cultural historian working today, an 

outstanding scholar and a fine friend. She certainly deserves this award.  

 

 

Derek W. Vaillant – University of Michigan 

 

Professor Hilmes deserves a Lifetime Achievement Award for her foundational work on the 

cultural and institutional history of U.S. and British Broadcasting, particularly as it connects the 

history of radio to larger forces in twentieth century communications from the rise of media 

industries to the centralization of mass media technology in the private home. Not only has 

Hilmes produced outstanding single-author works, she has co-edited two important anthologies 

devoted to the history of broadcasting. These works not only demonstrate the fascinating breadth 

of radio’s place in everyday life, they afforded a new generation of scholars an opportunity to 

come together, develop community, and establish their own research profiles. Professor Hilmes 

stands out as an outstanding mentor and catalyzing force in the careers of dozens of junior 

scholars active in media history and sound studies. Her commitment to excelling in her own 

research and training and supporting the next generation of academic researchers is exceptional 

among her cohort of senior scholars in the field of media and communications history. 

 

 

David Goodman – University of Melbourne 

 

Michele Hilmes has played really important roles in internationalising the 

fields in which she has worked – through the example of her own 

pathbreaking transnational and comparative scholarship, through initiating 

conferences and publications that welcomed and provided a context for such 

new and exploratory work and by supporting and creating connections 

between international scholars; her importance as a catalyst and connector 

in this way is hard to overstate. 

 

 

Shawn VanCour – University of California, Los Angeles 

 

Michele Hilmes’s copious publications cover film, broadcasting, and digital media from the late 

nineteenth century to the present and have been consistently field-defining work. Hollywood and 

Broadcasting broke ground with its transmedia approach to film and broadcasting, while Radio 

Voices set new standards for archival research and together with the Radio Reader revived the 

field of radio studies, presenting a new cultural approach that became the model for future work 

on this medium. Network Nations continued to challenge existing work with its innovative 



transnational approach, and Only Connect remains the standard textbook for history courses at 

hundreds of universities in the U.S. and abroad. Hilmes has worked tirelessly to gain exposure 

for key film and broadcasting collections in the Wisconsin Historical Society and UW Center for 

Film and Theater Research, has received some of the nation’s top research awards (including a 

Fulbright), and was instrumental in securing a place for radio and television scholarship at 

SCMS, transforming this organization into the one we know today. She has trained a new 

generation of media scholars who are now leaders in the field, and her work has influenced 

countless more. I can think of few scholars more deserving of SCMS’s Lifetime Achievement 

Award. 

 

 

Bill Kirkpatrick – Denison University 

 

1.  Michele's scholarship deservedly gets a lot of credit for sparking the renaissance in radio 

studies, but at least as important has been her teaching and mentoring. She has inspired two 

decades worth of grad students to study radio: showing them why it's important and rewarding, 

and demonstrating why it's exciting. She has followed up that teaching and advising with 

outstanding mentoring, using her knowledge and stature in the field to help young radio scholars 

(whether or not they came up through Wisconsin's program) to find each other, find audiences 

for their work, and find a viable place within the discipline.  Yes, Radio Voices was an important 

contribution to media studies, but it was Michele's teaching and advising that really revived radio 

studies. 

 

2.  To this day I keep Michele's example in mind when advising student research. She was 

unflaggingly encouraging and supportive, but you also always knew exactly where you stood. In 

other words, she sure that it was always all about the work, and I can never express how much I 

appreciated that.  Her reputation in the department was: you don't go to Michele if you need a 

hug or a pep talk, you go to her if you need to know honestly whether you are on the right track 

and to figure out what else you could be doing with your findings and ideas.  I try to model that 

for my own advisees today. 

 

3.  My greatest debt (of many) to Michele is that she taught me to love archival research. She 

was the first person at any level of my education to actually walk me over to the archives, pull a 

box of documents, and tell me to get to work. At first I thought, jeez, what a pain--this is going to 

be the most boring day of my life.  But that lasted for no more than ten minutes before suddenly 

an entirely new world opened up.  Here was all this amazing stuff--handwritten letters, 

interoffice memos, ad copy, radio scripts--each document telling a story, and each of those 

stories becoming part of a larger narrative.  For the first time in my life, as a second-year Masters 

student, I "got" what it meant to do research.  The only comparable experience in my education 

was when I fell in love with media studies in the first place, when I was an undergraduate and a 

professor screened a Buster Keaton film. I will forever be grateful that Michele unlocked the 

door to a whole new way of looking at the past, of creating knowledge, of thinking about media. 

I do love teaching, but to this day, my most contented moments as a professor are at a table with 

a box of archival records, and that's entirely thanks to Michele. 

 

 



 

 

Cynthia Meyers – Mt. St. Vincent College 

 

1. Michele is the opposite of those territorial academics who behave as if they retain property 

rights to a field and can dictate its direction. Michele encourages others to explore areas of fields 

she has worked in. She shares information and ideas—and not just with her students but 

generously with scholars from different institutions, disciplines, and at all levels of the academic 

hierarchy. Her commitment to supporting others’ scholarship springs from a genuine love for the 

scholarship itself. 

 

2. At my very first conference as a graduate student, Michele, who I had never met before, came 

up to me and introduced herself saying, “Oh, you’re the student giving the paper on the 

Hummerts! I’m so glad you are doing that!” I was astonished that a well-known scholar would 

not only a new grad student, but also that she would welcome me to “her” field instead of treat 

me as an interloper. Michele’s support for scholars at all levels, from different disciplines, 

institutions, and perspectives, springs from her deep and genuine interest in good scholarship for 

scholarship’s sake. 

 

 

Neil Verma – Northwestern University 

 

Michele is the single person who links radio studies, sound studies and television studies. The 

whole field of media studies wouldn't be configured the way it is without her. 

 

 

Hugh Chignell – Bournemouth University (UK) 

 

Michele Hilmes is without doubt the foremost broadcasting historian in the US.  Her work has 

had an enormous impact on British broadcasting and media history establishing the highest 

standards of archive research combined with elegantly written and sophisticated analysis.  Radio 

Voices is one of the most important works of radio history and essential reading for any radio 

historian.  Michele is also the most generous, sympathetic and supportive scholar who has hoped 

countless numbers of less accomplished researchers. 

 

 

Darrell Newton – Salisbury University 

 

I would like to offer my support for Michele Hilmes to earn an SCMS Lifetime Achievement 

Award.  Far beyond the outstanding scholarly contributions, Michele has also demonstrated a 

sincere desire to assist students and colleagues in a number of ways.  As a past student in the UW 

Comm Arts program, I found Michele to be very enthusiastic about my work, yet honest in her 

assessment and feedback.  However, long after completing the program and moving through the 

ranks of academe, I could still turn to Michele for advice and guidance through a number of 

challenges and decisions.  She has always been there for me and many others; offering warmth, 

and encouragement.   
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1234 Trousdale Parkway, Los Angeles, California 90089-1234  •  Tel: 213 740 1234  •  Fax: 213 740 1234  

To Whom It May Concern: 

  

I am writing this letter in support of Michele Hilmes, who is being considered as a potential 

recipient of he 2017 Brock International Prize in Education. I have had the chance to watch from a 

distance the enormous impact that Hilmes has had through her time at the University of 

Wisconsin-Madison's Communication Arts Program (where I did my PhD), not only on the lives 

of her own students but on the field of media studies and media education as a whole. When I was 

a student at Madison, there was a story, probably apocryphal, of a job applicant for a position 

teaching broadcast history who was asked how radio fit into her research agenda and responded, 

"Why would I study that? Isn't it mostly music?" We chuckled over the story at the time, at least 

those of us who had a deeper appreciation of the ways radio history prefigures television history, 

but the perspective would be unthinkable today, thanks to Hilmes’ tireless efforts to make research 

into radio, in both its historical and contemporary forms, central to our understanding of 

broadcasting, and more generally media history. 

 

She did this through her own output as a scholar, including several significant books that expanded 

the critical vocabulary and canon of radio history, moving us from a topic beloved by collectors 

and buffs into one where we could ask critical questions about the nature of the medium, its 

interplay with other media industries, its constructions of race and gender identities, its place in the 

larger history of popular genres, and its various audiences. She did so through her work as an 

editor and conference planner, who helped to identify people around the world who shared her 

interest in this topic and pushed them to put their thinking into writing, allowing her along the way 

to start to shape a much larger and more diverse research agenda in this space. She did so in the 

classroom, getting several generations of Madison PhD candidates invested in radio history as part 

of their larger vision of the field of media studies, and mentoring them through their first projects 

in this space.  

 

As she approaches retirement, we are seeing a renewed interest in the history and potentials of 

radio, thanks to a new wave of innovative podcasts and experimental radio programs that have 

captured the collective imagination. As we seek to make sense of Serial, 99% Invisible, The 

Memory Palace, Welcome to Nightvale or countless other examples of contemporary radio 

practice, we will value all the more the historical perspectives of Hilmes, her students, her 

collaborators, and the many others, like myself, that she has inspired through the years on the 

evolution of radio. I strongly support this nomination. 

 
Henry Jenkins 
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September 23, 2016 
 
Dear Colleagues; 
 
I’ve been asked to write this letter in support of Michele Hilmes’ candidacy for the 2017 
Brock International Prize in Education, and I do so with great pleasure.  
I knew of Prof. Hilmes’ work long before I met her, and I collaborated with her over 
email for years before I finally met her. I mention this because it attests to her 
reputation, generosity of spirit and willingness to contribute to and participate in projects 
initiated by younger colleagues. When I wrote to her with no introduction other than my 
own description of my edited volume and request that she write a postscript for it, she 
agreed to it right away and sent a lovely essay a short time later. It was an honor to get 
to include her in our volume on media in Latin America and the Caribbean, and an 
example of her gracious and supportive stance in academia.  
 
More recently, I’ve become part of a large digital humanities project in which she also 
participates. The Radio Preservation Task Force seeks to identify and preserve radio 
recordings, many of which are in imminent danger of deterioration or decay. Prof. 
Hilmes has been an important part of this project, contributing to the work and to the 
dissemination of information about it with her encyclopedic knowledge of radio history. 
She has also been instrumental in bringing additional people on board, especially 
scholars (like myself) who are working with non-English and non-mainstream sources, 
in keeping with her conviction that U.S. radio history must be approached from a 
transnational perspective. The work of preservation by this task force is important to 
students as well as scholars of the media. As our undergraduate students operate in 
increasingly complex media settings, it is crucial to acquaint them with the historical 
contexts and political dilemmas that are so important to media environments past as 
well as present and future. Prof. Hilmes has served as a leader in this endeavor, and 
I’m delighted for this opportunity to share her contributions with you.  
 
 
Sincerely; 
 
Alejandra Bronfman 
Associate Professor of History 
University of British Columbia 
Vancouver, BC, CANADA 
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September 25, 2016 

 

 

Dear 2017 Brock International Prize Jury: 

 

I am delighted to be able to offer my thoughts regarding Dr. Michelle Hilmes’ scholarship and contributions to 

education in relation to her nomination for the 2017 Brock International Prize in Education.  I strongly believe 

that Dr. Hilmes has embodied the principles of the Brock Prize and will summarize in this letter the vital 

contributions that she has made to education, and particularly to media history education, throughout her 

career as a scholar and university teacher and mentor. 

 

I have known Dr. Hilmes since 2003; she was my colleague in the Media and Cultural Studies graduate 

research area of the Communication Arts Department at University of Wisconsin-Madison while I taught there 

from 2003 through 2011. I am deeply indebted to Dr. Hilmes for her mentorship and modeling of excellence 

with respect to undergraduate and graduate teaching in this early part of my career; I could easily elaborate in 

detail on Dr. Hilmes’ strengths in this regard. However, I’d instead like to turn to Dr. Hilmes’ importance to 

education more broadly through her seminal research in the fields of U.S. and British radio, television, and 

broadcasting history, in addition to her training and mentoring of scores of undergraduate students, graduates 

students, and junior scholars, many of whom have since joined the ranks of media historians around the globe, 

throughout her career. 

 

Dr. Hilmes is among the top few scholars in the world of U.S. and British radio and broadcasting history.  She 

arguably established radio studies as a legitimate field of inquiry in the U.S. with her meticulous, cogent, and 

accessible research, which deftly combines industrial historiography, cultural criticism, and critical analysis of 

radio texts to bring radio and television histories and their social significance to life for her readers. With her 

monographs (books such as Hollywood and Broadcasting, Radio Voices: American Broadcasting, 1922-1952, 

and Network Nations: A Transnational History of American and British Broadcasting) and textbooks used 

widely in high school, undergraduate, and graduate courses (particularly the seminal textbook Only Connect: 

A Cultural History of Broadcasting in the United States), Dr. Hilmes has perhaps more than any other 

individual enabled and encouraged the teaching and learning of broadcast media history.  Given the massive 

impact of this history on the past, present, and future, even as we turn to a new chapter of media history in the 

present day, I believe Dr. Hilmes’s work quite faithfully embodies the principles of the Brock Prize.  I heartily 

recommend that her nomination for the 2017 Brock International Prize be granted serious consideration.   

 

Sincerely yours, 

 
Mary Beltrán 

Associate Professor, Radio-Television-Film 

Affiliate, Mexican American and Latina/o Studies,  

Affiliate, Women’s & Gender Studies 

The University of Texas at Austin 


