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IT ALL STARTED with a discussion of the need of every young home
economist for more — and more specialized — training in journalism.

Someone in the group said, “Gen and Lou, you've had journalism
courses. You've done magazine editorial work and free-lance writing.
Now you are in publicity and advertising, too. Why don’t you give a
course for those of us who haven’t had that kind of training and ex-
perience?”

“Well, maybe we might at least have a journalism workshop,” we
said.

There the idea rested until Marguerite Fenner, chairman of the
San Francisco HEIB group at that time, phoned to ask, “What dates
do you want to offer that workshop we talked of?”

We hedged. But with Marguerite’s gentle persuasion, we set the
dates, realizing all too well that the problem was not when and where
to give such a workshop, but what to give out in it!

“What,” we asked ourselves, “do these young home economists
want and need to learn about writing homemaking material? Will
they want most help with writing recipes, preparing booklets, writing
releases, or setting up photographs? Is it possible to telescope all the
subjects asked for into six hours of intensive teaching? How and
where can we take hold of the handle?”

These were the questions we turned over in our minds as we stud-
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vi THE STORY OF THIS BOOK

ied out what to say and how to say it. Out of that insistent and per-
sistent thinking came the R/C Formula for Effective Home Econom-
ics Communications. Many of you remember it: Visualize the Audi-
ence. Analyze the Problems. Organize Your Thinking. Dramatize
Your Presentation. This was — and is — the basis of the R/C Work-
shops in Home Economics Communications.

That first workshop, held in our apartment overlooking San Fran-
cisco Bay, bulged the living room walls, but it was enthusiastically re-
ceived by all who crowded in. Before the series of lessons was over,
Corris Guy, then chairman of the Los Angeles group of HEIB, phoned
to see if we would give a similar workshop in that city. Then came a
letter from Beth Bailey McLean of the Chicago group, emphasizing the
need for this type of specialized training and suggesting that we bring
the workshop to the Middle West and East. Under the sponsorship of
these and other HEIB groups in other cities, we put our workshop
on the road.

Among the 150 attending the first Chicago workshop was Kay
Goeppinger of the Department of Technical Journalism, Iowa State
University. Upon her recommendation, the Iowa State University
Press asked that we put our lessons into a book to be called How To
Write for Homemakers. Thousands of you have owned — and still
use — that book. Now, 40 workshops — and several printings —
later, it is time for a new edition. And there is more need than ever
for the type of information and help contained in it.

How Does the NEW How To Write for Homemakers differ from
the original? In this important way: The first book was, of necessity,
based almost entirely on our own personal experiences. This new
edition represents the composite thinking of hundreds of business
home economists, home economics teachers, extension specialists,
photographers, editors, and copy writers from all over the country.

Those of you who attended one of the earlier workshops will see
why and how this pattern evolved. The early workshops, you will
recall, were hard-hitting sessions that necessitated copious note-tak-
ing. But when the book, How To Write for Homemakers, was obtain-
able, there was less need for taking notes, which meant that more
time was available for audience participation. Because all of you
were generous about passing along your personal experiences and
ideas, the lessons became more valuable, more all-inclusive. The
NEW How To Write for Homemakers is based on those group dis-
cussions. It will, we believe, be a truly useful book for many years
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to come. A book not only for the home economics student and the
young-home-economist-new-on-a-job, but for all home economists,
and for all editors, copy writers, and photographers who work with
home economists. A book for anyone and everyone who hopes to
reach homemakers through words and pictures.

And so the story goes from idea to workshop, to book, to book.
But this preface would be incomplete without an expression of our
personal thanks to all of you who have participated in our workshops
and promoted the first edition of this book. Without your coopera-
tion and encouragement, the original idea would have remained a
conversation piece. The workshops would have begun and ended in
our apartment. The first How To Write for Homemakers would never
have been written, and there would have been no reason for putting
out this new edition.

We say to each of you, “This is truly your book. Thank you for
helping us to make it possible.”

Yours for good writing and
greater joy in doing it,

GENEVIEVE CALLAHAN
Lou RICHARDSON

San Francisco, 1962
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How to make the most

of words and pictures

ARE YOU a business home economist, a home eco-
nomics teacher, a home economics student, or a
worker in some other phase of home economics
education or promotion?

If you are any one of these, you are working in
the field of communications. You are communi-
cating your knowledge and skills to homemakers
or future homemakers. Or you are learning to do
SO.

In order to put your ideas across effectively you
must recognize one fact right from the start: all
forms of home economics communications in-
volve not merely words but words-and-pictures.
The two fit together as meatly and interlock as
closely as the two sides of a slide-fastener in a
dress!

This means that every picture you prepare or
use must say something. And the words you write
or speak must create pictures in the minds of your
readers or listeners.

Always keep in mind that everywhere the home-
maker or student looks there are pictures. Pictures

In modern communications,
words and pictures interlock as
131 closely as the two sides of a slide-fastener.
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Writing is a form of com-
munication between two
persons — one writer and
one reader. It’s as simple
as that!

in newspapers, magazines, and books, on pack-
ages and billboards. Living pictures in store dis-
plays; lifelike scenes and situations projected on
television. Many of these pictures are in direct
competition with the messages you hope to put
across. The only way you can meet such competi-
tion — and thus attract the homemaker or student
to your ideas — is to develop picture-mindedness
yourself.

~ This is how it works out.

At times you will be thinking primarily about
actual pictures. That is, you will concentrate on a
photograph or diagram or display or demonstra-
tion or other visual to convey your ideas. But that
visual will not be enough. You will still need words
to emphasize or expand the idea that is suggested
by the visual.

At other times — especially when there are no
photographs or other visuals to help you project
your idea — you must depend on pictorial words
and phrases to create mental pictures.

What do we mean by “pictorial words”? Just
this:

When you say that a room is “interesting,” you
have said nothing. The word “interesting” is mean-
ingless here, because it tells only your personal or
subjective reaction to the room. But when you
speak of a sun-filled room, or a gay room with liv-
ing colors, or a cool, quiet room, or an all-family
room, you have suggested a picture, and can then
fill in with specific details. In such descriptions
you have depended on pictorial adjectives.

In other instances you will depend largely on
verbs and nouns to inject that pictorial quality.
That is, you may say: “Paint the walls with sun-
shine, using warm yellow paint. Choose open-tex-
tured curtains that blend into the sunny-colored
walls. Avoid heavy draperies. Use bold-leaved
plants for accent.”

If you are teaching the fundamentals of room



FRESH LOOK AT COMMUNICATIONS 5

planning, you will probably stress nouns together
with the adverbs “why” and “because.” As: “These
open-textured curtains are a good choice because
they filter and soften the light.”

If you use a black and white photograph to help
in describing the room, you will undoubtedly uti-
lize the caption space to specify colors and tones.
If your illustration is in color, the caption space
may, instead, call attention to accessories and fur-
niture groupings because the color combination is
obvious.

But whether you depend on nouns or adjectives,

verbs or adverbs, photographs or no photographs, .

the ability to substitute pictorial words and
phrases for meaningless ones is the trademark of
vital communications.

All of us need to work for more of that definitive
quality in our writing. Instead of searching for the
precise picture-making word to convey our mean-
ing, we are so likely to settle for some worn-out
cliché as that word “place.” It is one thing to say:
“Place the carving knife at the edge of the roast.”
But when we say: “Place 2 cups of milk or a can
of soup in a saucepan,” we are being rather ridicu-
lous. What we do is “measure 2 cups of milk,” or
“empty the can of soup” into the saucepan. More
— much more — about words in the chapters that
follow.

Another Side of Pictorial Writing

When your copy must run fairly long, as is
often the case when writing on practical subjects,
work to give those pages pictorial appeal through
skillful typographical arrangements. Fiction writ-
ers break up pages of solid type by using plenty of
short, crisp conversation. You can do it by avoid-
ing long, involved sentences and lengthy para-
graphs, and by dropping in well-worded, well-
spaced subheads.

WORD TO PONDER

“Empathy” has been de-
fined as the power to
move into the life of an-
other person and see with
his eyes; feel with his
emotions. Although the
word is usually associated
with fiction writing, it
can apply to writing on
home subjects, too —
family relations, for one
example.

Yes, a picture can be
worth a thousand words.
But it ism’t necessary to
use a thousand words to
project a mental picture.
It can be done in a single
sentence, sometimes in a
single word.

RECIPE WORDS

What recipe words have
most appeal for home-
makers? One survey
shows these topping the
list: New; easy; instant;
gourmet; protein-packed;
low-calorie; family favor-
ites.
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The Quitin,
In reading this book, look
sharply at the artwork
which introduces each
chapter. Note that each
illustration, together with
caption, points up a
thought in a way that

makes it easy to remem-
ber.

BEWARE THE WEEDS

No homemaker proud of
her garden allows it to
become choked with
weeds. By the same rea-
soning, no professionally-
proud writer permits
“weedy,” empty words to
smother her ideas.

But more of all this later on. For the present,
establish that picture of the slide-fastener in your
mind. Tuck into your Unconscious the thought
that words can create pictures in the minds of
those who see or hear them; that every photograph
can be a talking picture, saying something worth-
while or interesting. Once you reason in this way,
you will find it easier to approach all forms of
Home Economics Communications — whether
written, spoken, or pictorial.

Now to narrow down vyour thinking more
sharply, and consider that fundamental and frus-
trating problem — how to get under way.

“COMMUNICATE” OR “INTERPRET?”

Authors’ Note: In this book you will find fre-
quent reference to “Home Economics Communica-
tions.” Let’s look at that phrase.

To “communicate” means not merely to tell, not
merely to pass along information and ideas. It
involves a two-way process: The giving out of in-
formation; and the receiving and understanding
of that message.

This means that both sender and receiver must
talk and think in the same language. Which, ap-
plied to Home Economics Communications, means
that the home economist must translate what she
has to say into words that will mean something to
her particular audience.

Certainly the aim of every home economist is
not to stop with the mere feeding of facts, but,
rather, to make those facts interesting and di-
gestible. But that aim cannot be attained with-
out an understanding of the principles involved
in writing, speaking, and picture-making. This
book has to do with those principles.

When, then, you come across the word “com-
munications” in these pages, think of the word
not only in its accepted sense, but in its deeper
meaning of interpreting what you know to those
you hope to reach. R/C.
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The R/C recipe

for getting under way

You HAVE ACCEPTED the fact that, as a home econ-
omist, you must communicate ideas. You know
that you will do this in photographs and art, in N )
written and spoken words. You realize the impor- NN
tance of getting home-centered ideas across effec- SO
tively. But the question is and always has been, 4 ’
where and how does one start? Mol
How does one get under way in writing a recipe ’ ;s
release for a newspaper foods page? Planning a Z-”
demonstration of pie-making for a group of home- .-~
makers or students? Setting up a table of foods <
to be photographed? Preparing slides that show
certain techniques in sewing? Figuring a fresh
way to put across the principles of good nutrition
or good family relations? Or following through
on any of the other tasks that come under the
broad term, Home Economics Communications? 6
There is no such thing as “instant writing.”
Every piece of worth-reading copy mustbe planned
and replanned, organized and reorganized, writ-
ten and rewritten, checked and rechecked, if
it is to measure up to the standards of accuracy,

Writing is like cooking; it’s
easier when you have a recipe to
follow. For the R/C “Recipe,” see page 8.

N7
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c%mam

You can scarcely hope to
visualize and understand
homemakers unless you
talk with them. Asking
some simple question, as
“How do you like your
new dryer?” can get a
conversation rolling; help
you to build background;
help you to be a more
understanding writer.

brevity, clarity, and visibility. You will find, how-
ever, that the fundamentals of Home Economics
Communications are simple. They boil down into
this easy-to-remember recipe:

THE R/C* RECIPE FOR EFFECTIVE
COMMUNICATIONS

Step 1. Visualize your audience. Visualize also
the space and the format in which
your material is to appear.

Step 2. Analyze your problems. Figure out
how to solve them, or-to work
around them.

Step 3. Organize your thinking. Study out the
order in which your points should
be presented.

Step 4. Dramatize your presentation. But do
it in a way that is appropriate and
timely.

Step 5. Synchronize all of these. Then syn-
chronize your ideas with the ideas
of others.

VISUALIZE Your Audience

Ask any successful editor, writer, or public
speaker. He will tell you that the big thing in writ-
ing or speaking is to “get through” to his audience.
He will say that the way to do this is to think of
any audience — listening or reading — not as a
huge group, but as individuals, with individual
problems, aims, and desires. In other words, vis-
ualize people — as persons!

Let’s face it. Home economics information in-
variably suggests work-to-be-done. Few women

*Richardson-Callahan. The original R/C formula con-
sisted of only the first four of these steps — Visualize,
Analyze, Organize, Dramatize. The fifth step, “Synchro-
nize,” has been added to make the formula more appli-
cable to new problems in communications.
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or girls will deliberately read or listen to a discus-
sion of work, except as each sees in it something
that benefits herself or her family, directly or in-
directly. Your first job is to examine your ideas
and information to make sure they are both sound
and suitable for the group; then tempt (if not
decoy) your audience into wanting to learn what
you have to say. To do this you must have a
mental picture of typical members of that audi-
ence firmly in your mind.

To visualize an audience of today’s homemakers
is not easy. When Home Economics was very
young, Mrs. Homemaker was, in general, a
woman who stayed at home, looked after her fam-
ily, did her own cooking and sewing, and rather
frowned on those who did not follow this ac-
cepted pattern. Today’s homemaker may be any
one of many types.

She may be a career wife who hires a part-time
housekeeper to look after the children. She may
be a young — or older — business girl, living
alone in a studio apartment. She may be a woman-
on-the-go who depends entirely on housekeeping
shortcuts and convenience foods. She may be a
very young mother with little money. She may
be a Senior Citizen doing lonely cooking and hav-
ing little interest in it. She may live in a city flat
or in a suburban split-level; in a tract house or a
trailer. °~

But one thing is certain. All real homemakers
have one thing in common — a desire to benefit
their families and/or themselves.

Having satisfied yourself, then, that your idea
offers some genuine benefit to a good proportion
of those diverse homemakers, you can forget that
you are writing to great numbers of them. Instead,
mentally visualize some one person and write di-
rectly to her. Surprisingly, when you do this, many
another homemaker will feel that you are writing
especially to and for her.

REMEMBER . . .

“In writing, be positive—
not megative. Think in
terms of readers rather
than subject matter.
Think in terms of tomor-
row — not of yesterday.
Build your castles high in
the air, then put foun-
dations under them.”

“Understand the facts. If
you don’t understand
them, mneither will the
reader. Don’t show off.
Don’t pose as knowing
more than you really do.”

“Writers must do all of
the work; readers mome.
Do mnot write down to
readers, do not write up
to them; write alongside
of them.”

“Strive for phrase-mak-
ing. But don’t overdo it.
A punch line in every
sentence leaves readers
groggy.”

“Tact means to be in
touch with people; to be
able to foresee the effect
our words and actions
will have upon them.”
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EYE WITNESS

To be a writer you need
three eyes. Use your two
natural ones to observe
all that goes on around
you, and your third or
mind’s eye to visualize
what you are writing. The
more you develop that
third eye, the better able
you will be to write in
your mind — to work out
articles or ideas mentally
before you take pencil in
hand.

VISUALIZE Copy In Its Finished Format

There is more to visualizing than just picturing
the individuals who make up your audience. You
need a mental picture, too, of how your copy is
going to look in its finished form. When you go
about preparing a booklet, think of it — see it! —
as an actual booklet, not as just so many recipes
or typewritten pages. When you write a recipe
for a label on a can or carton, think of how your
copy will look in type in that too-tiny block of
space. This ability to “see” what you are writing
translated into type and layout is one of the big
secrets in writing. When you learn to do this, you
will find it infinitely easier to write copy that fits
the space allowed for it.

ANALYZE Your Problems

Whatever the task to be done, there are always
problems, always limitations. Certainly this is
true of those on-the-job planning and writing tasks
that confront most home economists.

Your problem of the moment may be limitation
of space (too small a booklet to cover the subject
matter adequately); limitation of time (not
enough of it — you think! — to present your les-
son plans); limitation of budget (not enough
money for color photographs or top-quality art
work ). Whatever the problems, accept them, then
work around them with an objective, uncomplain-
ing point of view.

If you learn that the involved recipe you want
to use must be shortened to six lines, shorten it.
(Better yet, discard it and substitute a short
recipe.) If there is no budget for photography or
art, break up the pages with interesting type ar-
rangements — subheads, occasional variations in
styles and sizes of type, and the like. If you must
give a cooking school without an assistant, get the
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audience into the act. There is always a way to
work out any problem. And the result usually
turns out to be fresher and more interesting be-
cause you have been forced to take a new ap-
proach.

Certainly there is not enough time on any job
to waste any of it in complaining about obstacles.
Strong home economics writing is done with a
positive pen, never a negative one!

ORGANIZE Your Thinking

What makes one piece of copy easy to read and
a joy to follow, while other copy is hazy and con-
fusing? The answer lies in how clearly the writer
thinks, and how hard she is willing to work to or-
ganize her thoughts. It's as simple as that. For
without clear thinking and logical organization,
writing is inclined to be tentative and “little-girl-
ish,” rather than positive and professional.

And where do you start in that thinking and
organizing? First, figure out the big idea that you
want to put across. You are writing, let’s say,
about the new way to clean an oven. The big
thought you want to put across is that oven-clean-
ing is easy when your method is used. Keep that
thought uppermost in your mind.

Next, line up your facts and decide the order
in which they should be presented. Decide on your
point of view. Will you write in the first person
(that is, say, in effect, “This is how I do it”)?
Or will you write in the second person, saying,
“Do this, do that”? Or in the third person, imper-
sonal, saying that ovens can be cleaned by doing
this or that? Make sure you keep the same point
of view throughout your story.

Sort out your best attention-catcher. Use it as
a lead to get your story off to a quick start. Then
write what you have to say in logical sequence,
using simple words, sentences of varying length,
and no over-long paragraphs.

CLEAR WRITING

Clear writing is the di-
rect result of clear think-
ing. Until you learn to
think, you cannot pos-
sibly produce clear, easy-
to-follow copy.

MORE ABOUT
POINT OF VIEW

In all writing, establish
a specific point of view
and keep to it. If you find
it advisable to switch
point of view, make it
obvious that you are
doing so intentionally. If,
for example, you wish to
interpolate a bit of per-
sonal experience in a
signed article written in
the second person, set the
interpolation apart by
means of dashes or paren-
theses.
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IS A FACT

In all forms of communi-
cations, there is no sub-
stitute for simple clarity.

DRAMATIC THOUGHT

Whatever you use in a
decorative way, give it
importance! That rule —
preached and practiced
by all designers — applies
equally in dramatizing
ideas. Make important
facts stand out important-
ly. When you do, your
copy will stand up and
stand out.

Try following this pattern. See if your copy
doesn’t march along as all good copy should.

Yes, it takes self-discipline to work with scat-
tered thoughts until you have them under control.
But such self-imposed discipline is the girdle that
gives shape and form to ideas. Without such a
girdle your writing will be shapeless, bulging with
adjectives and loose sentences. And it will rarely
be followed with any degree of interest!

DRAMATIZE Your Presentation

Every piece of copy, every program plan, every
type of home economics communications needs to
be dramatized. This doesn’t mean fancy writing,
or superficial acting, or over-dressed photographic
settings. The true meaning of the word “drama-
tize” is to “bring to life.” And dramatization is most
effective when done simply.

Take your cue from the successful playwright.
One reason he turns out truly dramatic produc-
tions is because he understands people. He knows
how they respond to various emotions, how they
react under certain circumstances. He creates an
atmosphere by establishing a mood — through
costumes and stage settings as well as through the
actors’ lines. Most of all he is able to achieve
drama because he actually “lives” his characters
as he writes about them.

Photographs, art work, charts, and other visuals
all help to put life into home-centered facts. So do
lively pictorial words and expressions. But most of
all, dramatization starts with being alive yourself,
full of enthusiasm for what you are doing and for
the people you are hoping to interest. It is never
enough merely to spark an idea. You must make it
sparkle all the way. That means you must keep a
sparkle in yourself, as well as in what you write
or say.
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SYNCHRONIZE Everything!

When you have mentally visualized, analyzed,
organized, and dramatized your material, you
have the ingredients assembled for a clear-cut
presentation of the idea. But as in any good
recipe, those ingredients must be blended to-
gether. In other words, synchronized. Although
the original interpretation of “synchronize” had
to do with timing, the word now also means a
merging or meshing together of various elements.
That is the meaning here.

One way to explain the term and to tie it into
the other parts of the writing formula is with this
simple visual. (The “spoon” blends together the
four “basic ingredients!”)

VISUALIZE
R
ANALYZE

S

ORGANIZE
DRAMAT IZE

There is more to synchronization than this
blending. It is equally important to synchronize
your ideas with the ideas of your associates.

For whatever you do in home economics —
teaching, business, research, or whatever — you
do not work alone. There are always others to be
considered. In business, the promotion depart-
ment, sales department, production department,

PARAGRAPHS

Changes in length of
paragraphs make a piece
of copy easy to read. For
variety, some should be
short, some long.

SENTENCES

In providing a change of
pace, sentences also
should vary in length. A
good average is about 17
words. Sentences in books
can be somewhat longer
than those used in news-
papers.

VERBS

One of the best ways to
spark up copy is to use
plenty of action verbs.
Study the sports section
of a newspaper. See how
the verbs pop out; how
they make the copy move.
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Most fiction writers work
harder than do most
factual writers. When the
factual writer, like the
fiction writer, puts all of
her creative ability and
writing skill into a piece
of copy, factual writing
hits a new high.

NOTEBOOK NOTES

One famous foods writer
says, “Keep a notebook.
In it jot down interesting
notes about things you
see and hear and eat;
themes in store windows;
menus; table decorations
— all such things. Youll
find these unorganized
scribbles frequently pro-
vide an idea when one is
needed.”

the art director, the photographer, the salesman,
and, yes, the other home economists in the organi-
zation will have an interest in your plans. If you
are a teacher, your program will be influenced by
the superintendent, principal, students, parents,
curriculum restrictions, and community reactions.
Every magazine has a publisher, editor-in-chief,
department editors, art directors, rewrite editors,
and copy readers — all with ideas as definite as
your own. Any phase of government work involves
countless agencies making a chain of regulations
and recommendations that reach from the seat of
government to the top of your own desk. And in
every organization (including home economics
groups) there are dozens or hundreds of persons,
all with strong ideas and convictions.

The important thing to remember is that in this
age of interdependence and teamwork, greater
goals are achieved when you synchronize (that is,
merge) your thinking with that of others con-
cerned with the same basic problems. Never let
yourself be an island. Be a peninsula, projecting
your ideas and ingenuity without detaching them
from the mainland thinking of others with whom
you work.

Visualize, Analyze, Organize, Dramatize, Syn-
chronize — the R/C Recipe for communicating
ideas effectively. In the pages that follow, this
recipe will be expanded, restated, and fitted to
cover the various subjects that will help you com-
municate ideas.

Authors’ Note: Since lists of reference books
and supplementary aids have a way of going out
of date quickly, we have omitted such material
from this revised edition of “How to Write for
Homemakers.” Our reasoning is that most of you
who will read and use this book are thoughtful
readers of the Journal of Home Economics and
other professional home economics magazines.
Through the editorial and advertising columns of
such publications you are kept informed as to the
latest in worthwhile books, booklets, filmstrips,
and other teaching aids. We urge you to follow
them closely.
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How to produce good pictures

How to use pictures effectively

EVERY HOME ECONOMIST today is concerned with
pictures.

Business home economists are called on to plan
and set up photographs or to supply ideas for art
work for a variety of uses: labels and hang-tags;
booklets and leaflets; articles and releases; film-
strips and posters; store displays and television
commercials. Home economists in extension ser-
vice find it necessary to plan and often produce
illustrations for bulletins and circulars and other
uses.

Home economists in various fields — television,
teaching, business, extension, and the like — find
pictures an ever-present aid in explaining and
dramatizing important homemaking information
and techniques.

This chapter, then, begins with the planning
and production of photographs for specific uses,
then proceeds with suggestions for using photo-
graphs and art to best advantage.

Pictures are windows

in walls of words. With

them it is possible to open
[15] up new vistas for homemakers.
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COLOR NOTE

Black-and-white photogra-
phy is not really black
and white. It is gray
against gray! Visualize
each item as it will ap-
pear without color — in
light or dark or medium
gray. A simple rule is to
put dark-colored objects
on " lighter background,
and vice versa. Beware,
however, of too sharp
contrast.

DETAILS SHOW UP

Every detail counts in
photography. If there are
wrinkles in the back-
ground material, or if the
paint is peeling, those de-
fects will be apparent in
the finished picture.

When Your Job Is To Produce Photographs

Working as you do — or will — in a picture-
minded world, your job (especially if you are a
home economist in business) is almost certain to
include setting up photographs. Whether you are
new in the field or an experienced “pro,” you soon
find that every one of those photographs poses not
one but several problems. Question is: How do
you tackle them? Where and how do you start in
planning a photograph?

Let’s go back to the R/C Recipe for Effective
Communications, and see how it applies here.

STEP 1. ANALYZE THE PROBLEM

Whether you are to photograph a cake or a cas-
serole, a coat for a child, or a corner of a kitchen,
start by asking yourself, “What do I want this pic-
ture to say? What important idea do I want to put
across?” Remember, there must be a basic reason
behind every picture. Unless you can figure out
what that reason is, there’s no point in your doing
the photograph!

Let’s consider food photos first, for two rea-
sons: (1) There are many more home economists
involved in photographing food than in getting
pictures of fashions, home equipment, room ar-
rangements, or other subjects. (2) The points
brought out about planning and setting up food
arrangements apply basically to the photograph-
ing of other subjects. Special notes about special
problems will be found in the marginal notes that
appear in this chapter.

You're to photograph a cake, for example. First,
determine your basic idea. Do you want to say,
“Look at the texture of this cake — isn’t it per-
fect?” Or, “See this brand new idea for a birth-
day cake.” Or, “This is an easy way to cover that
frosting with chopped walnuts.”



PHOTOGRAPHY AND ART WORK 17

Once you have settled that all-important ques-
tion, you are ready to approach other problems
that enter into the planning. Your thinking may
run something like this: If that cake is to show
texture, the problem will be how best to show the
cut cake or a slice of it. If it is to suggest a new
idea for a birthday cake, the problem will be not
only to think up the new idea, but to get some
birthday excitement into the picture. If the aim
is to show using chopped walnuts on the cake, it
may need to be an action shot. If the cake photo-
graph is to go on a package of cake mix, it must
say, “Wonderful cake,” and nothing else. For a
magazine advertisement, it must tell the product
story at a glance.

Reasoning out those problems in advance helps
one define the job, which in turn makes the job
itself much easier.

STEP 2. VISUALIZE YOUR PHOTOGRAPH IN
FINISHED FORM

Early in your planning, get a mental image of
how that photograph is going to look when it’s
finished. Is it to be in color or black-and-white?
Will it occupy a full page in a good-sized booklet,
or be reduced to small space in a leaflet? Will it
be reproduced on smooth paper stock or on news-
print? Do you see it as a vertical shot or a hori-
zontal one?

As the planning progresses you may change
your concept a number of times, or have it
changed for you. Even so, it is good to “see” that
preliminary picture in your mind’s eye. By doing
so the photograph becomes a reality, and you see
ways to improve it with strong additions and fresh
ideas. But you will also see new problems popping
up!

If the picture is to be a black-and-white, one
problem will be to determine what colors to use

BEWARE!

Avoid putting dark acces-
sories at the back of a
food photograph. Dark ob-
jects tend to draw the
eyes back, rather than to
focus them on the center
of interest. Frequently the
faint shadow of a leaf is
more effective than the
dark leaf itself.

WHAT SIZE?

Glossy prints 5” x 7” or 8”
x 10” are best for pub-
licity purposes ... When
sending a photo of a per-
son or persons, be sure to
supply complete name or
names. If you are asked
for a photograph of your-
self to be used in pub-
licity, never be guilty of
sending a glamour one.
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POSTERS

Every poster should pre-
sent a central idea, and
be readable across a
classroom—about 30 feet.

ABOUT BACKGROUNDS

Background in a photo-
graph must be exactly
that. It should never be
more obvious or obtru-
sive than the item being
photographed.

in backgrounds, dishes, and foods. If it is to be a
full page in color, as in a magazine, you’ll probably
need more items or a more dramatic composition
than if the photograph were to be in black-and-
white and reduced to small space. (The marginal
notes that appear here, together with the chapter,
“Food Photogenics,” suggest a number of
problems that often face home economists to-
gether with possible solutions.)

The important thing is to have an advance
mental image of the finished photograph, and
then work around the problems of details as they
arise.

STEP 3. FIGURE WAYS TO DRAMATIZE

Next step in working on a photographic plan is
to figure out what you can do to lift the photo
out of the ordinary and inject excitement into it.
That is, dramatize it. Getting in this dramatic im-
pact is largely the responsibility of the home econ-
omist working together with photographer and art
director.

How do you make a photograph dramatic? This
is an often asked question that may be answered
in any or all of these ways:

By conceiving a fresh new idea or getting a new
twist into an old one . . . By selecting props and
accessories (if that is your responsibility) which
heighten style and appetite appeal . . . By using
sizable objects for the major points of interest.
And always, always, by seeing to it that every
picture has one — and only one — center of in-
terest!

As a home economist-stylist, you must step up
the importance, the “flair,” of whatever is im-
portant to the picture. In a food picture, this
means giving height to flatness, shape to the
shapeless, color to the colorless, as discussed in
the chapter, “Food Photogenics.” (See page 177.)



FOOD CLOSE-UPS USED EDITORIALLY

This is an example of the realistic type of food photograph
which many home economists must prepare for use
editorially in booklets, books, filmstrips, and magazines.
For such use, a photograph — whether in color or not —
serves several purposes. Almost always it attracts attention
to and “sells” a recipe, rather than a specific food product.
Often, as here, it plays up some interesting serving idea.
Sometimes, as here, it suggests other food items that might
complete the menu. Suggestion: Turn now to page 24 and
compare the treatment of the casserole in that advertising

photo with this editorial one.
Photograph courtesy of Better Homes and Gardens.

[19]



DETAILS

Note how the rusty-red
of the chairs gives color
depth to the photo-
graph above. Without
it, the wvarious tints,
textures and details
would tend to fall
apart in so complicated
a composition. Photo
at right was simpler
to compose because
there are fewer ele-
ments. Observe how
the figures in each
photograph  help to
bring the scene to life;
give it mobility. See,
too, how the suspended
lights help to break up
wall areas while add-
ing a special note of
interest.

[20]

PROBLEMS IN
ROOM PHOTOGRAPHY

According to photographers who special-
ize in architectural details, every room
photograph should show something of
the ceiling and the floor, in addition to
wall area, without over-emphasizing the
floor. In both these pictures, blank floor
space has been minimized by placing
furniture down in the foreground.

Photographs courtesy of Better Homes and Gardens.




IMPORTANCE OF ANGLE

In photographing a piece of furniture or equipment, the
angle from which the picture is taken is important. Here
the photographer has shot across one corner of the custom-
built sink to bring the center of interest down into the
right-hand corner of picture. By so doing he has (1) played
up the piece of equipment; (2) taken full advantage of the
colorful paneled wall beyond; (3) succeeded in breaking
up the expanse of floor. With it all he has managed to give
the impression that there is more to the kitchen than meets
the eye.

Photograph courtesy of Better Homes and Gardens.

[21]



PRODUCT PROMOTION. This is a black and white reproduction of a
four-color photograph used in the booklet, “Glamour Ways With Cottage
Cheese.” The idea: serving cottage cheese for breakfast — hence the
breakfast table setup. Tablecloth was a sunny yellow; napkin, sky blue.
Cup and saucer were a deeper gray-blue, matching the blue of the white-
rimmed plate. Note how these shades come through in tones of gray; note
the sparkle of white.

Photograph courtesy of Dairy Council of California. Elmer Moss, Photographer.

[22]



PRODUCT PUBLICITY. Aim of the home economist in this photograph
was to suggest a new and natural use for a whipped cream topping — one
that would play up the product to good advantage. Since the photo was
to be part of a summer promotion, the answer was a cool coffee gelatin
designed to double as dessert and demitasse, with hand demonstrating the

product in use. Note how thumb is placed to obscure the brand name on
can.

Photograph courtesy of Avoset Company, makers
of Qwip dessert topping. Elmer Moss, Photographer.

[23]



FOOD CLOSE-UPS IN ADVERTISING

A photograph used to illustrate a recipe in a food advertisement must dis-
play the product to best advantage. That can be difficult when the food
is difficult to recognize in cooked form. Here the product is cream style
corn; the recipe, a Frankfurter Corn Bake. Note those tiny kernels brought
up so carefully to the surface before baking. Frankfurter slices, catsup,
and parsley break up the broad surface. Simple white dishes call attention

to color and texture of food.
Photograph courtesy California Packing Corporation — Del Monte Brand Foods.

[24]




PHOTOGRAPHING FOOD OUT OF DOORS

When subject matter fits logically into the situation, and when weather
conditions are favorable, interesting results can be obtained in photograph-
ing foods out of doors. So many factors enter in that much experimenta-
tion can be done. This photograph was shot in direct sunlight against
the blue of a lake in Golden Gate Park, San Francisco. Photographers of
this picture, and of the one opposite as well, were Frank and Dorothy

Williams.
Photograph courtesy California Packing Corporation — Del Monte Brand Foods.

[25]




PHOTOGRAPH OF AN IDEA

Here a recipe-idea has been reduced to a practically self-explanatory photo
plus simple yet clear directions. “Don’t even take the slices out of the can,”
says the caption. “Just pour off liquid and replace with lime gelatin (made
with half the water in package directions). Chill until set. Run a little hot
water on can sides and bottom to loosen. Then cut bottom from can and
use to punch mold out.” To emphasize the product still further, there’s the

pineapple-shaped platter in an Hawaiian setting.
Photograph courtesy of Dole Corporation.
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STEP 4. ORGANIZE YOUR PLAN OF WORK

Once your photograph is firmed in your mind,
you are ready to organize your plan of work, start-
ing, probably, with props and accessories. Next (if
it is to be a food photograph) comes trying out the
chosen recipe to fit the props, and marketing for
the picture. In doing this organizing, keep in mind
this fact: Regardless of how exactly you may plan,
the picture may undergo changes under the cam-
era. Be prepared for everything.

This means taking not one cake or pie or loaf
of nut bread to the studio, but three or four of
them. Something may go wrong in the cutting, or
the art director or photographer may decide on a
new approach. Make sure you have a liberal as-
sortment of background materials; a variety of
plates in different sizes and shapes and/or cake
stands of varying heights. For a salad photograph
never stop with one or two heads of lettuce, but
take several of several varieties so the photog-
rapher can select just the type and tone of leaf
that is needed. If you’re using flowers, take along
a number of kinds and colors. (In general, flow-
ers of sharp design and sparse foliage work better
than small flowers with heavy foliage. That is why
marguerites appear so often in pictures.)

It is a strange sight to see the home economist
on her way to the studio with car or taxicab filled
to capacity with bags and bundles, baskets and
boxes. But if, along with her load, she carries a
generous amount of patience and enthusiasm, the
photographing day is likely to go smoothly.

STEP 5. SYNCHRONIZE YOUR IDEAS WITH
THOSE OF OTHERS

When you are working “on your own” with a
photographer to produce a picture, you have one
set of responsibilities, he another. The more you

WHEN YOU SHOP FOR
PROPS

Consider how the photo-
graph is to be used. If it
is to reach readers of
newspapers or general
magazines, select dishes
and silver and utensils of
general appeal and avail-
ability. In a magazine
that stresses new ideas,
look for new items. . . In
a booklet or a book, keep
to the conservative.

Beware of bold patterns
in dishes — they compete
with food. Same is true
of bold wallpapers in a
how-to-do-it furniture ar-
rangement.
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SHOW-HOW AND

ACTION SHOTS
In posing hand pictures,
plan to have the hand, or
hands, serve as arrow or
arrows directing attention
to the most important
item or operation.

In a how-to-do-it photo-
graph, keep to one opera-
tion or idea. Avoid trying
to get across too much in
any one picture.

STYLE NOTE

Since skirt lengths date a
photograph or drawing,.
it’s a good idea to avoid
them whenever possible.
Same is true of exagger-
ated hairdos and fads in
accessories.

synchronize your thinking with his, the better
the results.

Your job is to explain to the photographer just
what idea you want to put across. Show him what
is to go into the picture, as you see it. Set out the
props to discuss with him. Consult with him as to
the degree of brownness for the roast, the height
of the cake, the choice of the servers. Let him set
up the picture as he visualizes it, rather than in-
sist on composing it yourself. Then study that pre-
liminary composition through the ground glass of
the camera. If you have a recommendation for
improving the arrangement or lighting, offer it,
and give reasons why. But keep an open-minded
point of view. Remember, a good photograph is
not an accident. It is a work of art on which you
and the photographer collaborate. The more
smoothly you work together, the better the fin-
ished picture.

Suppose a home economist is working in an
area where no good commercial photographer is
available. Should she try to take photographs her-
self?

Rarely. If she is a far-better-than-usual amateur
photographer, and if in her work she needs slides
or black-and-white pictures of rooms or furniture
arrangements or the like to show on a screen, she
may find it advantageous to do some on her own.
(See marginal notes on photographing rooms.)

Should she try to photograph food setups?
Probably not, except experimentally as a hobby,
or as a pictorial record of her work. Good food
photography is highly complicated, requiring
specialized and expensive equipment and endless
care and patience with details — plus years of
training on the part of the photographer.

The home economist working alone (or with an
inexperienced photographer) is almost sure to
find difficulty with several factors: Unless a setup
is lighted just right, from sides and back as well as
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front, dark shadows show up where they are not
wanted, and objects flatten out, losing all their
“modeling” — their three-dimensional quality. Un-
less the camera is focused properly, vertical lines
(such as candles, water glasses, and other tall ob-
jects) come out far from vertical in the picture.
Unless the camera angle is just right, strange
things happen to a lovingly planned composition.

What is the answer if you are faced with that
unusual problem? Take a course in photography.
Then find an eager-to-cooperate photographer and
work with him until, together, you produce the
kind of pictures that are demanded in a highly
competitive picture world.

Notes on Using Photographs and
Photographic Reproductions

Whenever a photograph is used to highlight a
point (as in a speech or platform demonstration
or in the classroom) it should, if possible, be pro-
jected onto a screen so that all can see and study
it. It is distracting to pass pictures from student to
student in a lesson period. It is disconcerting when
a lecturer holds up a picture that is not clearly vis-
ible from the back of the room. It is annoying
when a televised photograph is held at an angle
that obscures the principal point of the picture.

In selecting photographs for screen projection
(including television screens), be truly selective.
Make sure that every picture gets across just one
pertinent point; leave the picture on the screen
long enough to transfer that point to the minds of
the viewers. This means that every photograph so
used should (1) be simply composed with no
unnecessary frills or accessories; (2) have no dis-
tracting background, no accessories that might fo-
cus the attention on them, rather than on the
idea; and (3) be free from shadows that look like
holes when enlarged on the screen.

SEWING TECHNIQUES
To photograph a point in
cutting, use small-figured
material on a plain cut-
ting surface. This makes
the idea come through
well.

To show stitching, use
heavier-than-usual thread,
larger-than-usual stitches.
If sensible, show the
stitches on plain cloth
rather than on figured.

Use as little background
as possible. Put all the
emphasis on the point
you wish to get across.

ROOM PHOTOGRAPHY

Avoid straight-on shots.
Work from an angle.

Avoid big expanses of
bare floor or walls.

Suggest that there’s more
to the room than shows.
This can be done by get-
ting in just part of a
chair or table.

Let there be a fire in the
fireplace. Otherwise it will
look empty. A newspaper,
lighted just before the
shooting, will give a quick
blaze.

Look out for pictures on
walls. Study them care-
fully in the camera.
Think twice before you
show a mirror!
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WHEN YOU WRITE

CAPTIONS . . .
Point up what is signifi-
cant. Try to inject an idea
that has not been covered
in the accompanying text.
When writing captions
for how-to-do action
shots, begin with the verb
that describes that spe-
cific action.

CAPTION SETTING

When a photographic re-
production is more than 6
inches wide, caption is
usually set in a block at
one side, rather than
strung the width of the
picture. . . When caption
appears under a narrow-
er illustration it often ex-
tends the full width of
the picture. How many
lines? Block captions can
contain more lines than
wide-set ones. One line
of caption under a picture
is likely to look like
fringe. More than 5 lines,
unless set in mnarrow
measure, are hard to
read.

Pictures and other visuals used on bulletin
boards and in static displays call for ingenuity and
fresh thinking on the part of the teacher.

Familiar examples: Running a string from a
point of interest in the picture into the margin
where the point is explained. Tacking up pictures
that show how to serve or eat unusual foods —
artichokes, for instance. Featuring a menu from a
gourmet restaurant, and, at the sides, translating
what the French terms mean — ragout of lamb,
for example.

Unusual example: The home economics teacher
who, upon learning that Johnny Somebody was
the top-of-the-juke box singer of the moment,
wrote to said Johnny (in care of a television sta-
tion that had featured him as a guest star). In her
letter she asked if he would have his publicity
studio do a photograph of himself eating a sub-
stantial breakfast, complete with glass of milk.
Johnny followed through, sent the photograph
with a personal autograph to the girls at Horace
Mann High. Needless to say, it was the bulletin
board high-spot of the year!

What About Art Work?

Instead of photographs, you or the art director
or some other executive may decide to use draw-
ings. Now your problem becomes a slightly dif-
ferent one.

In planning a photograph you are dealing with
known quantities. You know that the cake you set
before the camera will come out much as you see
it there — though it may not look as high as it
really is. In picturing a cake in a drawing, how-
ever, you are dealing with unknown quantities.
The artist is certain to inject some of his own per-
sonality into the finished art. The art director is
sure to project his ideas. Here, again, the thing to
do is to synchronize your thinking with that of
others concerned.
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In working directly with any commercial artist,
these recommendations usually obtain good re-
sults.

1. Take time to define the job to him or her.
Think twice, however, before you say flatly, “This
is what I want done.” Instead give the artist a
mental picture of the problems involved, and see
what he may evolve from them.

2. Show him the amount of copy that must be
used. If feasible, give him a carbon of what you
have written.

3. Figure out in advance whether there is some
special technique which may be difficult for him
to understand, some utensil or piece of equipment
with which he is not familiar. If so, be prepared
with “scrap” (i.e., clippings of illustrations) that
show such details. If no scrap is to be found, you
may need to make up a cake for him to study, or
pose your own hands to show him how the home-
maker would naturally hold the spoon or pour the
batter.

4. Send him to his studio with a feeling of en-
thusiasm for the job and an understanding of
what is to be done. Make him know that you have
confidence in him.

5. But always, always, ask him to bring in a
penciled rough of the sketches before he puts
them into final form. He will not object to making
necessary changes on the roughs. But, like all of
us, he is disturbed at doing finished things over.

6. Remember that the artist, like you, wants to
be proud of the finished job. Cooperate with him
to bring that about.

As stated in Chapter 1, pictures play a big part
in modern communications. The big thing to re-
member is that every picture must have one center
of interest. That center of interest corresponds to
the topic sentence in a piece of writing. In the
next chapter that matter of the topic sentence will
be discussed in detail.

TO ATTACH

A CAPTION
When a photograph goes
out with manuscript or
release, include a caption
for it. If the caption is
long, type it on letter-size
paper and key it to the
photo by numbers or let-
ters. If it is only a few
lines long, type it on a
half-sheet and attach it to
the lower edge of photo
with rubber cement or
gummed tape.

Photographs for editorial
or school use should be
free from brand names.

MAILING
PHOTOGRAPHS

Be extremely careful in
mailing photos. Use plen-
ty of stiff cardboard.
Mark the envelope,
“PHOTOS. DO NOT BEND.”
Never use paper clips on
photographs or on manu-
script enclosed with pho-
tographs. Never write on
the back of a photograph
with hard pencil or ball-
point pen. If you must
write at all, use wax cray-
on or soft pencil, and
don’t bear down.
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VISUALIZE

- — -

ZE

SYNCHRONI

Magazine readership sur-
veys show that the lower
left hand quarter of a
full-page food photograph
is a highly important
spot. Hence is is a good
place for some highly im-
portant item.

THE PICTURE AHEAD

One important thing to keep in mind is that in
both art and photography, techniques are con-
stantly changing, and that you, the home econo-
mist, must change with them. This can be inter-
esting because it permits you to share in the creat-
ing of a new approach. At the same time it pre-
sents you with additional problems and respon-
sibilities.

Take the current experiments in photograph-
ing foods out of doors, for example. Whether it
is done for the sake of an unusual setting (as sug-
gested in the photograph on page 25) or to pro-
vide a specific lighting effect, you may face all
sorts of minor difficulties, such as having the
wind blow the lettuce off the salad or bees buzz
the flowers! But these are relatively unimportant.
In every photograph your big job is to make cer-
tain that the food idea itself is both interesting
and practical from the homemakers’ point of view.

IT'S YOUR TURN

Authors’ Note: Turn back to the color plates
of food advertising on pages 24, 25, and 26. With
the permission of the companies concerned, each
of these has been cut down to fit the page size of
this book. Such “cropping” is, in itself, an art and
and one that the home economist will do well
to study. You may like to turn now, too, to Chap-
ter 21, “Food Photogenics,” page 177. You’'ll note
it is a “working” chapter, with items arranged
alphabetically for easy reference when a problem
in arranging some food for photographing comes
up.
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How to stitch scattered

thoughts into a basic idea

MaNY TIMES when writing or speaking, you'll be
directed to “keep your copy short,” or to “boil
down what you have to say.”

At first this may seem difficult if not impossible
to do. It becomes easier when you learn to apply
this fundamental rule:

In all communications — written or spoken —
narrow down your thoughts to the one principal
idea you want to put across, then expand that idea
to fit within the limitations of time or space. Un-
til you do this, you are not ready to write or speak
at any length.

Whether you are planning a demonstration,
writing an article for a magazine, or preparing a
speech or a program, keep asking yourself, “What
am I trying to say? What is my message?” Keep
nagging at it until you distill your thinking into a
single statement. There is your topic sentence.

In a sustained piece of writing, as in a book,
that distilled thought is called the Central Theme.
Every worth-reading book has one.

The topic sentence is the
thread that gathers
thoughts together and
stitches them into

[33] a central idea.
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REASONING
AND SEASONING
Good writing is a com-
bination of reasoning and
seasoning: reasoning out
the one big point you
want to make, then sea-
soning it with fresh ideas,
fresh approach.

Establishing a strong
topic sentence does two
things. It helps the writ-
er as well as the reader
to get under way quickly,
and keeps her from wan-
dering away from the
main line of thought.

Bruce Catton, author of a number of books
about the Civil War, once said, “I write about the
GI — the ordinary foot soldier of that war.” There,
in a sentence, is the central theme that runs
through his books.

In this book, “How to Write for Homemakers,”
the central theme is suggested in the first chapter:
Be sure that everything you write creates pictures
in the minds of homemakers. Be sure that every
photograph you set up — or use — says some-
thing interesting or worthwhile. To support that
theme, the other 20 chapters of the book set forth
suggestions designed to help young home econ-
omists in specific writing and photographic jobs
that go with home economics communications.

Applying the Principle

How does the topic-sentence-central-theme
principle apply to types of home economics com-
munications other than writing? Let’s look at five
home economists.

A sewing teacher declared: “If I don’t do an-
other thing this term, I'm going to teach those
youngsters how to use pins in sewing.” Of course
she taught much more than pinning, but all of her
teaching was strengthened because she had pin-
pointed her aim.

One dietitian planning a school lunch program
said, “If through my way of writing quantity reci-
pes I can just help the cafeteria cooks to develop
judgment in their cooking, we’ll have good food.”
She knew what was needed. She knew what she
wanted to do. And she did it!

A home economist working for a utility com-
pany decided to do a demonstration featuring
small pieces of equipment. In narrowing down her
thinking she said, “I might show how to prepare a
meal without turning on the range.” Narrowing
still further she decided to demonstrate how a
hostess, using electric skillet, blender, toaster, cof-
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feemaker, and the like, could prepare supper in
the living room without leaving the scene of the
party even temporarily. This she did, calling her
demonstration, “How to Be a Guest at Your Own
Party.” Needless to say a good time was had by
everyone in the audience.

One homemaker, finding that the training of
her children was going in all directions, took a day
to herself to ponder the question, “What is the
one big thing I want to instill in my children?”
Her pondering led her to decide that, above all
else, she wanted to teach her children not only to
think for themselves, but to think about others.
With this for her main objective, small details in
behavior took on proper perspective.

One business home economist, looking at a food
setup ready to be photographed, said, “There’s
something wrong here. There is no one center of
interest.” She then proceeded to rearrange the
foods, eliminating some of the dishes, pushing
others into the background.

See how it works? Once you can put a handle
on your idea, you can carry it any distance.

In advertising, that distilled thought (i.e., topic
sentence) forms the headline. In a magazine
article it is usually the title or the lead paragraph.
In a demonstration, speech, or program, the name
or theme (in other words, the topic sentence) con-
stitutes the “bait” which tempts people to come
and hear what will be said.

Let us assume, then, that you have distilled
your thinking into a principal idea. You are now
ready to expand and develop it in more detail.

How do you do this? With paragraphs.

Paragraphs Are Important

“All writing,” says one teacher, “begins with the
lowly paragraph.” She then goes on to say, “If you
can write a well-constructed paragraph, you can
write a library.”

AVOID

GENERALITIES
For color, variety, vigor,
and clarity, be specific. In
a market release, for ex-
ample, avoid general
statements as, “Now is
the time to make jams
and jellies.” Instead, say
(in effect), “Make straw-
berry jam this week (or
month) while berries are
at their cheapest and
best.”

THEME

The theme of a piece of
writing should appear in
the lead and be kept run-
ning like a thread
throughout — though not
to the point of being tire-
some or obvious.
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FATHER KNOWS BEST

A criticism often made of
home economics writing
is that it sounds “girlish.”
Perhaps the criticism is
sound, perhaps not. But
whether or not, it’s well to
get a man’s comment
on what you write. His
direct way of stating facts
will help you to put
strength into your copy.

QUOTABLES
FROM NOTABLES

Why is Mark Twain
widely quoted? Because
he had the ability to
short-cut a thought in a
fresh, sharp way that
made it memorable. Why
do we remember lines
from the poems of Emily
Dickinson? For the same
reason. You can apply the
same technique when
writing about home
things.

What constitutes a well-constructed paragraph?
Much depends on its containing one sentence that
is all-important. In other words, every paragraph
needs a “mother sentence” that is stronger than
the other sentences which might be thought of as
“children.”

One way to test the strength of your own para-
graph structures is to reread something you have
written. Then, with pencil in hand, underscore the
principal sentence in each paragraph. Whether it
appears at the beginning of the paragraph, in the
middle, or at the end is not important, just so it is
there. But if those “mother sentences” are lacking,
the “children sentences” are almost certain to get
out of hand!

(Possible exception: In recipes and directions,
sentences are usually of equal value. No one sen-
tence dominates a paragraph.)

Once you learn the value of the central theme,
the topic sentence, you will find your writing
strengthened. You will be less likely to switch
from one point of view to another in the same
paragraph. You will not be tempted to string sen-
tences together with those measly little words,
“and” and “but.” Because you have weighed your
thoughts, you will substitute definitive words for
empty ones.

Good writing is a mass of complexities. It is
made up of themes within themes; strong para-
graphs growing out of the main topic sentence of
a piece of writing. Yet all writing is reducible to
fundamentals. The better you understand those
fundamentals, the simpler the complexities be-
come.

Now, we (R/C) ask ourselves: What one basic
idea did we hope to get across in this chapter?
Just this: Narrow down your thinking to a single
topic sentence, then expand it within the limits of
time or space. Look upon it as the sturdy thread
that can “stitch up” a piece of writing or an oral
presentation, and make it hold together!



5.

$irech' ons

How to make them

measure up to standard

WHATEVER LINE OF WORK you follow in the field
of home economics, you are certain to have to
write directions. The need for good writing of di-
rections increases daily, as new home products,
new home appliances and equipment, and new
ways of doing familiar homemaking tasks are de-
veloped.

Generally speaking, there are three types of
directions needed by homemakers. (1) Directions
for using something. (2) Directions for making
something. (3) Directions for doing something.
(Recipe writing, of course, may involve any or all
of these three types of directions. Since it is so
highly specialized, the subject will be discussed
separately and in detail in the next chapter.)

Directions for Writing Directions

1. Make sure you really understand the process
or the operation you are undertaking to explain.
That means you must get personally acquainted
with the product or tool or method — get the feel

Directions, like a tape

measure, must be accurate,

easy to use, and exactly
[87] the right length.
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SHORTEN
TO STRENGTHEN

After you have written
any set of directions, go
through what you have
written and take out
every unnecessary word
— especially those empty
words such as “a,” “an,”
and “the.” Note how this
strengthens your copy,
helps it to march along.

of it — before you attempt to write. Discover pos-
sible problems that the homemaker may meet, and
figure how to keep her from being baffled and irri-
tated by them. (Haven’t you personally felt com-
pletely frustrated by a new type of can opener or
“easy-opening” carton, or some other complicated
device?) No woman likes to feel that a piece of
equipment is smarter than she is!

2. Think the process through. Act it out as you
are thinking. What do you do first? Second?
Third? Write down each step in that order, begin-
ning each step with the verb that best expresses
the meaning. By starting each step with a verb,
you will find it easier to keep your directions in
good order and make them march along quickly.

3. Think about the space those directions will
occupy. Will they have to be squeezed down to fit a
small hang-tag for a blouse, a panel on a carton
or bottle of detergent, a few lines on a package of
frozen fish? Or are they to be handled in larger
type and more words in a folder or leaflet accom-
panying that new vacuum cleaner? Or may they
be expanded into a bulletin or booklet of complete
instructions for making slip covers or removing
stains? (If it’s to be the last-named your problem
is simpler in some ways. Look to the chapter,
“Booklets, Bulletins, Leaflets,” for special advice.)

4. Estimate the number of lines of type and the
number of words you will probably be able to
use for those directions. Now go back and rewrite
those steps, trying to get the word count down to
fit the space without sacrificing clearness.

You will undoubtedly have to do this over and
over. As you work, examine each word, each
phrase, to see that it expresses clearly and simply
the action involved. Substitute short, simple words
for those long, pretentious ones; short sentences
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for long, involved ones. Weed out technical terms
that have meaning for a manufacturer but not for
a homemaker.

5. Try out your own rewritten directions. Or
better yet, get some inexperienced person to try
them “cold,” while you watch, answer questions,
and make notes.

6. Begin all over again, probably, and rewrite
the whole thing. Each time you work it over you
will recognize real improvement. Keep on working
until your directions are as foolproof and failure-
proof and easy to follow as you can possibly make
them.

Now, and now only, are you ready to retype
your material neatly and show it to your editor or
advertising manager, or whoever your boss may
be.

Of course, the problem of getting women actu-
ally to read and follow your directions is not en-
tirely solved by your writing those directions
simply. Size and spacing of type, illustration, color
and finish of paper stock all have a bearing on
whether the woman is tempted to read the in-
struction sheet. But if your directions are clear in
wording, friendly in tone, they are much more
likely to be read and followed than if they are
technical in wording, cold in tone.

The writing of directions carries heavy respon-
sibilities. You, as a responsible home economist,
will not write them carelessly.

WRITING COPY TO FIT SPACE

Many times — as in preparing a set of direc-
tions or a leaflet — you will be required to write
copy to fit a specific space. If you are working
with an artist, he will give you a layout to follow
and a sample of the size and kind of type that is
to be used. With these you can figure accurately
how much to write. Here’s how to proceed:

CHILD-TRAINING

If there are little folks
around you, encourage
them to learn to give
clear, complete directions,
as telling how to get to
the market. Such training
is fun for them; will help
them in later years.

TOPIC SENTENCE!
In writing directions
and/or recipes, you have
a topic sentence already
established, for you are
writing about some nar-
rowed-down idea.
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VISUALIZE

ZE

DRAMATIZE

SYNCHRONI

1. Lay the sample of type on the layout and fig-
ure how many lines of type it is going to take to
fill that space. Next, count every letter and every
letter space between words in one of those lines.
Write down that number. This is your “character
count” per line.

2. Now set your typewriter to coincide with
your character count per line and type your copy.
At times it may be necessary to run two or three
letter spaces over or under that designated count,
but try to keep each line within your character
count. When you are through typing your copy,
count the number of lines that you have, then
compare that number with the number of lines
needed to fit the layout. All you need do now is to
write more, or to cut back some of what you have
written, to make the two coincide!

If you are not working with an artist, make a
rough layout of your own. Then consult your
printer as to the size and face of type that would
be best to use. Ask him for a sample of that type,
and proceed as has just been described.

If the printer has not yet been selected, look
through magazines until you find a size and face
of type that seems just right. Cut out a sample of
it, lay it on your rough layout, figure character
count per line, and count the number of lines re-
quired. When copy has been written to fit, show
layout and type to the printer who eventually
takes over the job. If he does not have that par-
ticular type face in stock, he will select one that
is similar to your choice.



6.

Kecilaed

A refresher course

in writing food copy

ARE YOU a recent home economics graduate going
into test-kitchen work? Or a not-so-recent one
moving from teaching or dietetics or institutional
foods into a business job in the food or kitchen
equipment or home editorial field? Then you will
probably find you have to adjust your ideas of
recipe writing. For business home economists
have long since learned that a recipe can and
should be more than a standardized formula for
making a standard product.

Unlike recipes used in the classroom, which
have the benefit of personal introduction by the
teacher, the recipe published in a newspaper or
magazine or cookbook, or in a booklet or advertise-
ment, or printed on a carton or can, must sell it-
self to readers or shoppers. If it does not, it might
as well not be printed. (As a matter of fact might
better not be printed, for such a recipe is a waste
of expensive space.)

How can a recipe be taken out of the sterile
formula classification and given real kitchen ap-
peal? Let’s put the problem into our mental mix-
‘€rs.

Writing a recipe is something like
decorating a cake. It takes skill as well
(41 ] as know-how, plus a light, fresh touch.
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RECIPE FILING

Organize your recipe files
to fit the needs of your
department, rather than
follow systems laid down
by others.

TEMPORARY FILES

Along with a permanent
file system, most home
economists have a tem-
porary one into which go
recipes and ideas to be
tried at some future time.
Such files should be gone
through frequently — for
reasons too obvious to
mention!

FILE GUIDE

The index of a general
cookbook will serve as a
guide in setting up almost
any type of permanent
filing system.

In planning and writing a recipe for wide dis-
tribution, you have three hopes:

You hope every woman who sees the recipe will
read it. You hope every woman who reads the
recipe will try it. You hope every woman who tries
the recipe will like it.

Before you do any actual writing, you will, of
course, have to select — or adapt or originate —
the right recipe for the particular purpose you
have in mind. (And more about the need for
‘recipe inventing” in Chapter 8, “Ideas and In-
genuity.”)

Selecting a justright recipe is important. A
recipe that would be suitable for editorial pre-
sentation in certain magazines may be too elabor-
ate for use in an extension circular on nutrition.
One that would be excellent to include along with
others in a general recipe booklet may not have
wide enough appeal to justify using by itself on a
package label. An especially good recipe of lim-
ited appeal might appear in a general cookbook
where there are many recipes from which to
choose, but not be a good choice for use in a
magazine. And so it goes.

Once you have chosen what you consider the
right recipe for the situation, you are ready to
figure ways and means of persuading homemak-
ers to read, use, and enjoy your offering.

First, how can you tempt women to read your
recipe? In a number of ways.

The title you give it can lead a woman to read
that recipe eagerly, or turn her away.

Generally speaking, a recipe title should be sen-
sibly descriptive rather than outlandishly novel.
It should give at least some clue as to what can
be expected of the finished dish. For example, “60-
Minute Rolls” is a good appealing title because it
tells something definite about the recipe; it prom-
ises something to the reader. “Yeast Rolls,” on the
other hand, is a mere label.



A title may well be fresh and in line with to-
day’s thinking and manner of speaking,' but
should never be ‘too cute and tricky. “Wunfl
Puddy” is a wun’fl example of what not to do
along that line. At the same time, a title certainly
should not be completely dull and colorless, such
as “Dried Fruit with Mush,” or “Congealed Salad.”

The general appearance of the recipe has a
great deal to do with how many persons read it.
If it looks like a recipe, the readership percentage
goes up. Surveys show that recipes-which-look-
like-recipes are excellent bait to entice women to
read advertising or editorial columns. If it looks
open and inviting — that is, if it is set in easy-to-
read type, in good black or dark color that stands
out clearly and sharply on the page — readership
goes up. If it has an appealing, mouth-watering il-
lustration, that helps too.

As a home economist you may not have com-
plete say about these matters of layout and type
and illustrations. But you can keep studying into
those subjects, gathering evidence as to what
women want along these lines. You can keep de-
veloping ideas and judgment. And you can ex-
press your convictions modestly but authorita-
tively whenever you have a good opportunity to do
So.

Let’s suppose, then, that you have decided upon
your recipe. You are assured that it will be set up
in attractive readable form. You feel you can
count on its interesting the casual reader to the
point that she will stop, look, and read it.

What can you do to get her to go the rest of the
way, and try the recipe? What can you do to make
sure that when she does try it, she will be success-
ful and happy with it the very first time?

One thing is certain; if she is dissatisfied in any
way the first time she tries your recipe, she is not
likely ever to try it again — and may even be
prejudiced against you or your company from that
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RECIPES FOR
CANS AND CARTONS

There are times in recipe-
writing when a fresh,
newsy recipe is mneeded.
There are other times
when a simple, standard
one is demanded. In
writing a recipe to go on
a can of pumpkin, for
example, a good stand-
ard recipe for pumpkin
pie is a “must.” Prefer-
ably one that uses the en-
tire contents of that par-
ticular size of can.
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GOOD WRITING

From a printed discussion
of how to roast a goose:
“Water birds, like chan-
nel swimmers, rely on a
thick coating of fat to
keep them warm. The in-
ternal layer of fat in a
well-fed goose is so thick
it is wise to prick the skin
freely with a fork before
putting the gcose in the
roasting pan.”

WORLD'S BIGGEST
COOKBOOK

Today’s supermarket has
created the biggest cook-
book in the world. On the
shelves of that market
are more than 8,000
items, each with instruc-
tions as to how to cook or
use.

time on! You want her to like that recipe so well
on first trial that she will make it over and over,
get to thinking of it as “my recipe.” If she does
that, it will be your highest praise!

Here is where your skill as a writing home econ-
omist — or a home economics writer — comes in.
You can write that outstanding recipe in an ordi-
nary matter-of-fact, take-it-or-leave it manner. Or
you can write it in a way that will prompt the
casual reader to use it. That kind of writing is
recipe magic — but it is magic you can learn.

Just keep in mind that the two simple ingredi-
ents which make the difference between a dull-
sounding and a makes-you-want-to-cook recipe are
clearness and friendliness. Both qualities have the
same root: thoughtfulness for the woman who
will (you hope) use the recipe in her own kitchen.

Once you learn this magic it will shine through
in every recipe that you write, even though the
recipe may, in the last analysis, be poured into the
most rigid of molds!

Basic How-To’s to Keep in Mind

If you are totally inexperienced in recipe writ-
ing, or if you feel that you can improve your tech-
nique, here are the important points to keep in
mind.

No matter what form or style the finished recipe
is to take (see pages 54 and 55 for samples and
discussions of formats and styles), the first step
always is to think the entire procedure through,
step by step. In other words, organize your think-
ing. Once you get ingredients and method reduced
to logical order, you can write the first draft of
your recipe in whatever style you are to use.

In doing that first draft, you will, of course, ob-
serve the following rules.



- LIST INGREDIENTS IN ORDER

Put down all ingredients, with their measure-
ments, in the order in which they are to be han-
dled or used. If some items need special prepara-
tion in advance, list them first, even though they
are to be added toward the last. For example, in
a cake recipe that calls for adding sifted dry in-
gredients to a creamed shortening-sugar-etc. mix-
ture it is sensible and usual to list those dry in-
gredients first, so they can be measured, sifted,
and set aside, ready to use at the proper time.

In an upside-down cake, it is important to list
first the topping ingredients — butter, brown su-
gar, fruit, and nuts — so the pan will be sure to
be made ready before the batter is mixed. In a
fruit cake recipe, it is wise to list the fruits and
nuts first, since all the dicing and chopping and
slicing should be done before the actual cake mix-
ing is begun.

INTERPRET THOSE INGREDIENTS

To help the woman follow your recipe without
wasting time and effort, give as much information
as is feasible in the ingredient list for each item.
For example, perhaps your cake recipe calls for 2
eggs. If those eggs are to be beaten before they are
added to the mixture, say 2 eggs, beaten. Better
yet, say 2 eggs, well beaten, or beaten with a
fork, or whatever stage of beating is recom-
mended. If, however, your list of ingredients
is over-long, beating the eggs may be worked into
the method, provided it does not slow it down.

In general, when tabulating ingredients, try to
arrange procedures so the measuring of dry items
comes ahead of the measuring of liquid or oily
things. Try to make it easy for the woman to use
the same cup or spoon without having to wash and
dry it between usings. Few homemakers have du-
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COST

All recipes are expensive
to develop and bring to
the homemaker. A poor
recipe or a poorly writ-
ten one is most expensive
of all for it destroys the
homemaker’s faith in a
company or a product. As
one home economist puts
it, “Remember, a lady’s
groceries are sacred.”

CALORIE COUNT

It’s well to look at each
recipe from the stand-
point of calories. If the
dish is too highly caloric
for many tastes, you can
often soften that fact by
suggesting low-calorie go-
alongs.
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Some of the recommen-
dations given here admit-
tedly represent ideals,
rather than rules, and,
for lack of space, cannot
always be acted upon. But
a recipe can be well writ-
ten even though it must
be kept short.

Quantity recipes designed
for use in institutional
kitchens are a special
problem. This problem is
discussed at the end of
this chapter.

plicate measuring cups and spoons, as test kitch-
ens have!

When feasible to do so, group similar measure-
ments of dry or liquid ingredients together, so that
the woman does not have to shift back and forth
from a cup to a half-cup, etc. For example, your
recipe calls for ¥4 teaspoon cloves; 1 teaspoon cin-
namon; % teaspoon nutmeg; Vs teaspoon allspice.
A more sensible arrangement would present the
teaspoon of cinnamon first, then the half-teaspoon
of nutmeg, then the fourth-teaspoon each of
cloves and allspice.

Incidentally, when spices, cocoa and the like
are called for, it’s smart to list those dark ingredi-
ents after the salt, soda, baking powder, etc., when
feasible, so that the measuring spoons will not
carry dark color into the white powders in the
packages or cans.

ORGANIZE THE METHOD STEP BY STEP

Begin by visualizing the prospective user stand-
ing in her kitchen, ready to try your recipe. Let’s
say it is a cake she is to make. What should she
sensibly do first? Should she get out the pans and
grease them? Turn on the oven to preheat? Then
say so, right then and there. Don’t wait until the
end of the recipe to tell her something she should
have known at the beginning. (Unless, of course,
the number of words allowed you simply will not
permit you to put such information there at the
beginning where it belongs!)

Next, write down the steps necessary in putting
those ingredients together. At this stage of writ-
ing, it will help you to number those steps to make
doubly sure you outline the work in exact order of
progression, with no back-tracking or criss-cross-
ing. Make certain that you give the best order of
work for the recipe in hand. Only thoughtful test-
ing will prove that point.



Some directions call for fussy procedures. Some
require unnecessary washing of utensils in com-
bining ingredients. Instead of saying, for example,
“Beat egg yolks; wash beater, and beat whites
stiff,” why not make it, “Beat egg whites stiff; set
aside. With same beater, beat yolks,” and then
continue instructions.

UP-DATE YOUR METHODS

In figuring out and putting down the order-of-
work in a recipe, give thought to present-day
kitchen equipment. This is always something to
watch for when you adapt an old recipe. If the
long-baking casserole can be done equally well
and perhaps in less time in an electric skillet, give
the reader a choice of which utensil to use, giving
cooking times in each case. If a batter or mixture
needs a good beating, mention the approximate
time required on the electric mixer or by hand.
If a cake is particularly good for freezing, say so
— if there is space for the words!

But use judgment. If you are young and inex-
perienced in living, you may have the feeling that
all homemakers have the latest in kitchen equip-
ment, because some of your young friends do. If
you are one who has been working with recipes
for a long time, you may, out of sheer inertia, go
on using old methods, forgetting that times have
changed. It's a matter of examining yourself as
well as your recipes!

BE SPECIFIC BUT SENSIBLE

You will, of course, give such vital information
as pan sizes, baking temperatures, cooking or bak-
ing times. When it comes to baking, however, it
is well to allow some leeway to take care of varia-
tions in accuracy of oven regulators, differences in
types and sizes and pans, and other factors. It’s
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MIS-PLACED!

These statements actually
occurred in printed rec-
ipes: “Place several kinds
of fruit through food
grinder.” “Place 2 pack-
ages frozen peas in sauce-
pan.” “Place in a large
bowl 4 eggs, well beaten.”

RECIPES
AND GEOGRAPHY

Home economists are
sometimes criticized for
being too casual with rec-
ipe terminology as it re-
lates to localities. “South-
ern Fried Chicken,” for
example, may suggest bat-
ter chicken to a good
cook in Georgia and
something else to one in
Texas or Tennessee. Ra-
ther than be too specific,
why not make it some-
thing like, “Oven-Fried
Chicken with a Southern
Accent?”
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YOU NEED THESE
DESK HELPS

“Handbook of Food Prep-
aration” gives abbrevia-
tions and symbols, defi-
nitions and standards,
weights and measures,
purchasing guides, cook-
ing time and tempera-
tures and other valuable
information. For vyour
copy, send 50 cents to
American Home Econom-
ics Association, 1600 20th
Street N.W., Washington
6, D.C.

“Dimensions, Tolerances,
and Terminology for
Home Cooking and Bak-
ing Utensils.” Published
by American Standards
Association, Inc., 70 East
45th Street, New York 17,
N. Y. (Price 35 cents.)

“Canned Food Tables,”
outlining servings per
container, together with
nutritive values. Obtain-
able from Consumer Serv-
ice Division, National
Canners Association,
1133—-20th St. N.W,,
Washington 6, D.C.

wiser to say, “Bake at 350° (moderate) 40 to 45
minutes, or until done when tested,” or “Bake
about 45 minutes, or until done,” rather than be
too exact about the number of minutes. If two
minutes extra baking on a pan of cookies makes
for an undesirable product, it’s best to say, “Bake
8 to 10 minutes. Do not over-bake.”

Keep in mind that though your recipe says defi-
nitely, “Bake in an 8x8x2-inch pan,” the woman
who is making your cake may not have that size,
so she glibly turns the batter into a 9x9x134 or a
10x10x1%-inch pan — and then she wonders why
the cake is over-done in the time your recipe speci-
fies! It does not occur to her that a 10-inch square
pan has 36 square inches greater area than an 8-
inch square pan, and that the batter spread out
thus in a thinner layer will bake considerably
faster. It does not occur to her that a cake which
will be done perfectly in 30 minutes in a 350°
oven when baked in a dullfinished aluminum
pan, will require less time (or 25° lower heat) if
baked in an enamel or glass or dark metal pan;
more time if baked in a bright, shiny new pan.
(Even if you publicize such pan facts over and
over, the homemaker will pan the recipe if it
turns out unsuccessfully for her. And even though
you do use a just-right type of pan in your testing
kitchen, that particular pan may not even be avail-
able in many homewares stores.)

The same general reasoning holds true for cas-
serole baking and top-of-range cooking. The size
of pan; the shape, deep or shallow; the material
it is made of; whether or not the mixture has been
refrigerated — all influence the length of cooking
time and quality of results as well. While you can-
not dictate the exact type of utensil a woman is to
use, you can at least take the various probabilities
into consideration in your writing. And you can
tell whether or not to cover the utensil, and sug-
gest using kitchen foil or a cooky sheet to cover a
lidless casserole.



STATE NUMBER OF SERVINGS

Along with pan sizes, baking times, and tem-
peratures, give the number of average servings to
be expected from each recipe, or the number of
muffins or cookies of a certain size, or the number
of loaves of bread. Notice that number of servings
is recommended rather than number served. The
reason is obvious. A main dish which makes six
servings may actually serve six persons under
some conditions, or it may serve only two or three
under other circumstances. Many variables enter
in — the occasion, the rest of the menu, the ap-
petites of the group.

These points — pan sizes, temperature, num-
ber of servings — are basic requirements for mod-
ern recipes. But you want your recipe to be far
above standard in appeal and helpfulness.

TRY TO FORESEE PROBLEMS, QUESTIONS, AND DOUBTS

You are, for example, writing a steamed pud-
ding recipe which calls for no eggs, no shortening.
Foresee some homemaker’s questioning, and tell
her in advance that these are not necessary in that
particular pudding.

You are writing a cake recipe which makes an
unusually thin batter. Say so in the recipe, so that
the woman who is making the cake for the first
time will not conclude that it is a typographical er-
ror and decide to add more flour.

You are writing a recipe for meringues which
calls for beating the egg whites to a certain stage
before beginning to add the sugar. Don’t just say,
as many recipes do, “Beat until foamy,” and let it
go at that. What does foamy mean here? One in-
experienced cook may take it that the whites
should be beaten merely until they are sudsy-
looking; another that the eggs should be beaten
until stiff enough to stand alone. Foresee those in-
consistencies, and be explicit.

- If some procedure is vital to the success of the
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SAY WHAT YOU MEAN:
MEAN WHAT YOU SAY

Do you mean “l1 cup
cheese, grated” or “1 cup
grated cheese”? “4 table-
spoons shortening, melt-
ed,” or “4 tablespoons
melted shortening”?
There’s a difference.

Do you really mean “1
small minced onion,” or
“1 small onion, minced”?
Is there such a thing as a
minced onion? And is
“mince” the best word for
the purpose? Would “cut
fine” describe the opera-
tion equally well? Many
inexperienced cooks have
no idea what “mince”
means.

Do you really mean it
when you say, “Pour bat-
ter into pan”? Some bat-
ters are thin enough to
pour; others must be
dropped or spread.
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LESSONS IN FRACTIONS

When deciding on a size
or face of type to be used
in recipes, be sure to
study the common frac-
tions in those sizes and
faces. Fractions at best
are hard to read. In many
recipes that are other-
wise distinct, the frac-
tions scarcely register.
Remember, many women
have poor vision, work in
poorly lighted kitchens.

In compiling recipes,
avoid using 5/6 and 7/8
whenever possible. One
young cook says, “When
I see a recipe that calls
for some strange fraction,
I skip that recipe.”

recipe, say so in one way or another. You may say
simply, “Stir hot liquid slowly into beaten eggs.
This is important.” Or, “Be sure to stir the hot
liquid slowly into the beaten eggs.”

Once you’re sure your recipe is clear, complete,
and can be fitted into the allotted format and word
count, stir in all the appeal possible by means of
skillful rewriting and editing.

USE HOME KITCHEN LANGUAGE

In the final writing of your recipe, take an in-
formal approach, if possible. If you remember
that your recipe is supposed to be used in a home
kitchen, you won’t be so likely to go formal and
superior in your writing.

When you study some of the most popular cook-
books, you find that many of the recipes begin
with a line or so of interesting information about
the recipe itself, or about the resulting dish. A
recipe for a quick chocolate cake may begin, “If
you melt the shortening and chocolate together in
a large double boiler or a bowl set in hot water,
you can mix this entire cake in one utensil.” A
fruit cake recipe may promise, “This recipe makes
five pounds of rich, moist, dark fruit cake. If you
prefer a light cake, simply omit the spices.” Such
introductory words not only give useful informa-
tion, but they set the tone of the recipe as one of
friendly informality and of kitchen reality.

In some places it is not feasible or necessary
to use such selling lines to lead into your recipes.
But where they do work in, they work well.

Whether you begin your recipe with a preamble
or not, you will be wise to put an informal, me-to-
you attitude into your writing. But don’t over-use
the word you, or the recipe may sound patroniz-
ing. If you keep the reader constantly in mind as



you write, she is almost certain to feel that you are
writing directly to her.

Work for a lively, interesting style of writing.
Choose words that are as lively as yeast. Put them
together in sentences that have the charm and
appeal of fresh-baked rolls. Result: a recipe with
that wonderful makes-you-want-to-cook quality.

What are lively words? First, of course, are the
verbs — strong action verbs which give a definite
picture of a process or an act. Weak, general verbs
such as poor old overworked add and place can be
replaced by dozens of others that much more
clearly express the action you have in mind.

Second come the adjectives — colorful, pic-
torial adjectives which describe something in con-
crete terms. When you say, “These cookies are de-
licious,” you create no mental picture of those
cookies. But when you say, “This makes a firm,
chewy cooky — just right for those lunch-boxes,”
you give the homemaker a preview of what she
can expect. And you'll be surprised at how few
words it takes to accomplish this in many recipes.

When you are searching your vocabulary for
the most expressive word, try to find one that at
the same time is simple, straight-forward, familiar
to readers. Avoid long, involved words with strings
of prefixes and suffixes dangling.

What are appealing sentences? First, they are
simple and clear. They are not scrambled. They
are not dripping with complex clauses and
phrases. They are of varying lengths — mostly
short and crisp, with enough longer ones included
to make for smooth, easy reading and to avoid a
choppy, bossy-sounding style. Short and long sen-
tences are woven together into paragraphs with
regard for rhythm, balance, and change of pace.

How can you develop that regard for smooth
writing? How can you learn to turn out brisk but
smooth sentences and paragraphs?
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RECIPES FOR
ADVERTISEMENTS
When you are to prepare
a recipe for an advertise-
ment, ask for a layout.
Estimate space allowed,
then select a recipe that
can be written to fit that
space. Some recipes sim-
ply cannot be reduced to
small space without sac-
rificing clearness and

goodness.

RECIPES FOR RADIO

When you write recipes
that are to be broadcast,
select those that have ear
appeal. Keep to a mini-
mum of ingredients—
usually not more than six
items for a recipe that is
to be dictated over the
air.
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NATIONAL APPROACH

If your recipes or other
information are to be
used nationally, make
them fit various sections
of the country. A booklet
on using a pressure sauce-
pan, for example, should
include directions for
cooking okra and arti-
chokes and celery root,
even though those vege-
tables are not commonly
used in every section of
the United States.

THOSE PAN SIZES

Before you put out a rec-
ipe calling for a pan of a
specific size, check to find
out whether that size is
in common use in home
kitchens or is available
in most housewares
stores. Pans used in test-
ing kitchens are not nec-
essarily the sizes found
in the average Kkitchen
cupboard.

“We home economists
might as well recognize
the fact that while we
can standardize recipes,
we can’t standardize the
women who will wuse
those recipes.”

By reading and writing! Read and study recipes
critically. Try to figure out just why one is pleas-
ant to read, easy to follow; why another is jerky,
difficult to understand. Notice that even such
small points as the number of words in a sequence
and the way they are arranged can make for
smoothness or for awkwardness. Study punctua-
tion, too. Modern writers use just as few punctua-
tion marks as are absolutely necessary to make the
meaning clear.

Then practice. Try different ways of saying
what you want to say. Study your own writing
critically. Don’t hesitate to throw away what you
have written and begin again. Sometimes you
have to throw away several wastebasketfuls of dis-
carded sentences and paragraphs to turn out a
single really well written recipe.

WATCH OUT FOR INCONSISTENCIES

There is more to good writing than choosing
good words and composing good sentences. You
have to be watchful about a number of points.

Remember to keep parallel points or items or
words actually parallel in your writing. For ex-
ample, you must not join nouns and verbs with
the word and. Yet notice in how many recipes you
read, “Add flour, salt, pepper, and stir.” If you
must save space, say, “Add flour, salt, and pepper;
stir.” The semicolon marks the end of the parallel
units.

Watch to keep the same point of view through-
out a recipe. If you wish to switch from second
person to first person in order to tuck in an ex-
planation (as you might appropriately in a per-
sonally signed article or cookbook), remember
to enclose your direct remarks in parentheses, or
otherwise set them apart.



Watch tenses. Don’t switch from present to past
to present again in the space of one sentence or
paragraph or recipe.

Adopt one style pattern and stick to it through-
out the recipe or group of recipes. If you use nu-
merals in one place, use them all the way through.
Don’t spell out a number in one line, use a figure
in the next. If you set out to express measure-
ments in cups, tablespoons, etc., use that style
consistently. Don’t say cup in one place and cupful
in another. If you use abbreviations at all, use
them all the way through.

If you are writing recipes for editorial use in
a specific magazine, study the food articles in the
current issue of the publication. Follow the recipe
style which that magazine uses, whether it is your
personal choice or not. Check on whether the reci-
pes call for “Shortening, melted, 4 tablespoons,”
or “4 tablespoons melted shortening”; whether the
word teaspoon is spelled out in its columns, or ab-
breviated tsp. or teasp.

You have to be consistent about actual mea-
sures, too. If you call for a definite amount of one
item in a recipe, you must give definite amounts
of all other items, otherwise the proportions may
be thrown completely out of proportion. Violation
of this rule is a common error in many cookbooks
put out by local groups. It is common also in those
folksy-sounding radio chatter recipes or recipe-
ettes. The thoughtless writer airily dictates, “Just
mix half a can of bouillon with tomato juice to
make a marvelous appetizer.” Why “half a can”
of bouillon when nothing is said about how much
tomato juice is to be used?

All these rather dull-sounding musts and have
to’s have a very real bearing on the enjoyment a
woman will get out of using the recipes you write.
Your observance of them demonstrates your
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INSTEAD OF “ADD"”

“Add” is such a conven-
ient word! Because of its
shortness, it is chronical-
ly overworked. When you
are tempted to use it, stop
and think, “Does ‘add’
convey the exact mean-
ing here? Or would an-
other expression better ex-
press the action?” One of
these, for instance:

Pour into

Stir into

Drop in

Blend in

Combine with

Put in

Mix in

Beat in

Whip in

Toss in
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These are, of course, not the only ways
to write a recipe, but they do illustrate
the basic patterns most frequently fol-
lowed in recipe writing. If you will ex-
amine thoughtfully each recipe that you
read in advertising and editorial columns
of newspapers and magazines for a
period of a week or two, you will find
examples of most of the recipe patterns
given here, and various combinations and
adaptations of them.

1.

This might be called the chronological
pattern for recipe writing, for ingredients
are called for as they are used. It’s a bit on
the dictatorial side, too — note that each
sentence begins with a verb of command.
Many young homemakers are partial to
this pattern because they say it is easiest
for them to follow.

Cheese-Frosted Biscuits

Melt together in double boiler:
1 cake (3 ounces) pimiento cream cheese
3 tablespoons butter or margarine

Sift: 2 cups all-purpose flour

Measure, then sift again with:
3 teaspoons baking powder
14 teaspoon salt

Cut in with pastry blender:
4 tablespoons shortening

Add: 34 cup milk

Stir only until flour is dampened. Turn out
onto lightly floured canvas or board, and
knead lightly 20 to 30 seconds.

Roll or pat out 14 inch thick, cut with
floured cutter and place close together on
ungteased baking sheet. Stir melted cheese
and butter until well blended, top each
biscuit with a spoonful of the mixture, and
bake in hot oven (450°) 12 to 15 minutes.
Makes about one dozen 2-inch biscuits.

2.

The idea back of this “Traditional” or
“Conventional” pattern for writing reci-
pes is that the user will measure out all
ingredients before beginning to put them
together. Some women say they like this
pattern best because they can check the
list of ingredients at a glance, and see
whether they have everything at hand.
Some beginners say it is confusing to try
to follow measurements in one place and
method in another.

Cheese-Frosted Biscuits

1 cake (3 ounces) pimiento cream cheese

3 tablespoons butter or margarine

2 cups sifted all-purpose flour

3 teaspoons baking powder

14 teaspoon salt

4 tablespoons shortening

% cup milk
Melt cheese and butter together in double
boiler. Sift flour, measure, then sift again
with baking powder and salt. With pastry
blender cut in shortening, until mixture looks
like coarse crumbs. Add milk, stirring only
until flour is dampened. Turn out onto
lightly floured canvas or board and knead
lightly 20 to 30 seconds. Roll or pat out 15
inch thick, cut with floured cutter, and place
close together on ungreased baking sheet.
Stir melted cheese and butter until well
blended, top each biscuit with a spoonful of
the mixture, and bake in hot oven (4500) for
12 to 15 minutes. Makes about one dozen 2-
inch biscuits.

3.

Recipes written according to the conven-
tional pattern need not be coldly imper-
sonal as a chemical formula, though they
are often just that. Here is a conventional-
type recipe, condensed to fit an advertis-
ing or editorial layout, but brought to
life by its informal, conversational style
of writing.

[54]




CHEESE-FROSTED BISCUITS

Turn on oven to preheat to 4500 (hot). Melt
together in double boiler, stirring occasion-
ally:

1 cake (3 ounces) pimiento cream cheese

3 tablespoons butter or margarine
Make baking powder biscuits as you usually
make them, using 2 cups packaged biscuit
mix, or your favorite recipe. Roll them rather
thin (about 14 to 14 inch), cut with small
cutter, and place close together on ungreased
baking sheet. Top each biscuit with a spoon-
ful of the cheese mixture, and bake 12 to 15
minutes. Serve hot, with salad. It is not neces-
sary to serve butter with these. Makes about
one dozen 2-inch biscuits.

4.

This adaptation of the conventional or
traditional recipe pattern, with each step
in the method plainly numbered, was de-
veloped to satisfy those inexperienced
cooks who complained that it was difficult
to follow directions when run together in
a solid paragraph., In writing recipes ac-
cording to this pattern, begin each step
with an action verb.

Cheese-Frosted Biscuits

1 cake (3 ounces) pimiento cream cheese
3 tablespoons butter or margarine
2 cups sifted all-purpose flour
3 teaspoons baking powder
14 teaspoon salt
4 tablespoons shortening
3% cup milk

1. Melt cheese and butter together in double
boiler. .

2. Sift flour; measure, and sift again with
baking powder and salt.

3. Cut in shortening, using pastry blender.
4. Add milk, stirring only until flour is
dampened.

5. Turn out onto lightly floured canvas or
board, and knead lightly 20 to 30 seconds.

6. Roll or pat out 14 inch thick, cut with
floured cutter, and place close together on
ungreased baking sheet.

7. Stir melted cheese and butter until well
blended, and top each biscuit with a spoonful
of the mixture.

8. Bake in hot oven (4500) 12 to 15 minutes.
Makes about one dozen 2-inch biscuits.

5.

Here is a “Chattered” recipe (i.e., set up
without tabulating the ingredients) done
in extremely chummy, explanatory style.
As given, a great many words and lines
are necessary. Figure where and how you
might cut the recipe and still retain the
chattered style.

CHEESE-FROSTED BISCUITS

First turn on the oven to preheat, setting the
control at 4500 (hot). Put into a double
boiler a 3-ounce cake of pimiento cream
cheese and 3 tablespoons butter or marga-
rine, and let melt, stirring occasionally.
While this mixture is melting, sift some all-
purpose flour onto a sheet of waxed paper.
Measure 2 cups of this sifted flour, spooning
it lightly into the measuring cup so it won’t
pack; level off the top with the straight edge
of a knife or spatula. Put the measured flour
back into the sifter, add 3 teaspoons baking
powder and 14 teaspoon salt, and sift to-
gether into a mixing bowl.

Now drop in 4 tablespoons (that’s 14 cup)
shortening, and with a pastry blender or 2
knives, chop-chop that shortening with the
flour until the mixture looks like coarse
crumbs. (Leaving the shortening in bits this
size makes for flakiness in the finished bis-
cuits.

Add, all at once, 34 cup milk, and stir with
a fork just until flour is dampened and mix-
ture holds together fairly well. Turn out
onto.a lightly floured canvas or board, and
knead gently 20 to 30 seconds. (This knead-
ing makes for smooth, well-shaped biscuits.)
Roll or pat out 14 inch thick — or even less —
and cut with a small cutter, dipping it in
flour frequently so dough won’t stick to it.
Place the biscuits close together on an un-
greased baking sheet. Stir the melted cheese-
and-butter mixture again, and spoon it
lightly over the biscuits. Bake in hot oven
(450°) about 12 minutes, or until nicely
browned and done. Makes about two dozen
tiny biscuits, superb to serve with salad or
with practically anything. It is not necessary
to serve butter with these.

[55]
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WHAT MAKES IT

DELICIOUS?
There are synonyms for
delicious, of course, but
what quality expresses its
appeal or your reaction
more specifically? Is it
tangy, piquant, spicy,
tart, savory, mellow, zes-
ty, frosty, refreshing,
cool, colorful, fruity,
juicy, nutty, buttery,
sweet, rich, hearty, satis-
fying, wholesome, filling,
delicate, dainty, tender,
crisp, crispy, crusty,
crunchy, chewy, creamy,
whipped-creamy, intrigu-
ing?

thoughtfulness for the eventual user, just as do
your thinking-out of the logical steps and your in-
clusion of explanatory notes and warnings.

USE COMMON SENSE ALWAYS

While strict accuracy is vital to success in many
recipes, there are other, more casual recipes in
which absolute accuracy is neither vital nor ad-
visable. The more you learn about cooking and
about women’s cooking habits, the more reliable
your judgment will become as to where you must
be precise, and where you can and should be more
free and easy.

For example, in a perfectly balanced cake
recipe, it is often necessary to call for rather elab-
orate fractional measurements, such as “34 cup
plus 2 tablespoons” sifted cake flour.

In a recipe for something like stuffed pork
chops, however, it seems rather absurd to get
into fine fractions in stating the amounts of bread
crumbs needed. Instead of calling for “134 cups
fine dry bread crumbs” to stuff 6 chops which are
certainly not standardized, wouldn’t it be more
sensible to call for “2 cups”?

In a recipe for Waldorf salad, instead of calling
for “13% cups diced apple,” wouldn’t it be more in
line with good home kitchen practice to say, “Al-
low 1 medium-sized tart apple for each 2 serv-
ings”?

In a recipe for pudding sauce, instead of calling
for precisely “2%; teaspoons sherry,” wouldn’t it
be more sensible to say, “2 to 4 teaspoons sherry,
or simply, “sherry to taste”? In recipes with which
some liberties can safely be taken, isn’t it better to
give the reader some basis for forming her own
judgment, rather than to give arbitrary amounts
of items which can and should be varied to suit
family tastes and ideas?



Queries About Quantity Recipes

Why do so many excellent large-quantity
recipes that have been developed and tested so
carefully and printed so expensively go unused
in institutional kitchens?

To answer that question and to figure out a con-
structive approach to wider acceptance of quan-
tity recipes, a bit of visualizing and analyzing is
in order. Yes, and a bit of dramatizing — that is,
bringing to life of the writing of those stiff-look-
ing formulas.

First step in inviting food service managers to
try a quantity recipe is to give it a fresh, interest-
ing title. Second — and this is rarely done — is to
supply a few words of description that will en-
able the manager or head cook to visualize the
dish. If a good photograph can accompany the
recipe, so much the better are its chances of being
read and tried.

Third step is to set the recipe up in an easy-to-
follow typographical form. Should your recipes be
on cards or in a booklet? Votes seem to be about
evenly divided between 4x6-inch file cards, and
booklets of approximately that size. But something
more is needed.

In the effort to make a recipe look and sound
completely standardized and professional, it is
well to remember that human beings, not auto-
mated machines, are to use it. The men and wo-
men who work in institutional Kkitchens vary
greatly in professional training and experience,
and in their ability to read and understand printed
English. Some find it difficult to interpret and fol-
low a rigid formula — at least for the first few
trials.

Take the cooks who prepare lunches for school
children. Whether they are volunteers or paid
workers, are not most of them homemakers, learn-
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LESSON
FROM A VIOLIN

It is possible for one to
understand music and to
know the principles in-
volved in playing a violin,
and yet not be able to
play one very well. To do
so takes practice. The
same is true in writing
recipes.

If the recipes you have
written seem to be awk-
wardly stated, try read-
ing them aloud. This will
help you to get a better
rhythm; make the recipes
more pleasing to follow.

If even after long prac-
tice in writing recipes
yours seem weak and in-
effective, take a course in
basic English. Many a be-
ginning home economist
needs to do just that.
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First, last, and at all
times keep visualizing the
homemakers who will use
your recipes.

ing to multiply home cooking skills by 50 or
150? Might it not be wise to soften the stiffness
of those mathematical formulas with some of the
cautions and reassurances that women appreciate
in home-size recipes?

Types of recipes welcomed by restaurants, of
course, differ markedly from those designed for
schools and institutions who serve “captive cus-
tomers.” But the same need for clear writing ex-
ists. A recipe should be so clear and complete, so
easy to understand, that one of the helpers in
kitchen, pantry, or bakeshop department can fol-
low it with no problem of interpretation.

Which brings up another point.

Institutional departments of most business
firms do give both weights and measures of most
ingredients in their quantity recipes. But there
are still some gaps.

Eggs, for example, in large kitchens often are
measured by cups, pints, or quarts rather than by
count or weight. (Hard-cooked eggs, of course,
would be called for by count.) But when more
than 3 or 4 eggs are called for in a recipe, both
measure and weight might well be given. (As “1
pint eggs [1 pound]” or “l1%% pints egg yolks,
[1% pounds]” or “1 quart egg whites [2 pounds].”)

Granulated sugar, also, often is measured by
quarts, pints, and cups rather than by weight.
Milk, water, and other liquids are probably more
likely to be measured than weighed. To play safe,
give both measure and weight. And, wherever
possible, avoid complicated fractions, such as
“27 cups.”

Much good work has been done toward stand-
ardizing quantity recipes. Now it would seem
time to go a step further, and bring those recipes
to life — for the good of the kitchen help, the
customers, and, of course, the firm which is put-
ting out those recipes!
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How to build up

appetites with words

IF YOUR WORK INCLUDES recipe-writing, you will
at times need to round out those recipes by sug-
gesting what to serve with them. Such meal plans
may take the form of a sentence or two at the
end of the recipe. Or they may be made into ac-
tual menus-that-look-like-menus.

When your recipe is planned for a simple home
meal, the first form is usually preferred. If it is to
accompany a more formal or elaborate dinner, the
second form may be better. In either case, the
layout or amount of space available is a determin-
ing factor.

Whatever form the menu may take, always
consider how that meal plan will fit into the time
schedule and the budget of the homemaker. Check
its value nutritionally. Give a thought to balance
of flavors, temperatures, textures, colors, and to
sensible calorie count. Visualize the serving of
the meal — yes, and the dish-washing that fol-
lows it. These are all basic problems in the lives
of women at home. Ask yourself will it be easy or
difficult to manage the cooking of the various

A menu is a picture

of a meal. It can — and

should — have meaning, as
[59] well as artistry.
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RECIPE ROUND-OUT

Whenever you write a
recipe, see if it isn’t pos-
sible to add at least 1 or
2 lines to suggest what
to serve with that dish.
Makes the recipe “taste”
better in type and be
more useful in the kitch-
en. No, you need not
suggest the entire meal—
perhaps just the right
salad to round out a cas-
serole dinner.

items, so that they are ready for the table at the
same time? Show the homemaker that you un-
derstand her problems when you tell her what to
serve!

How do you give meal suggestions appetite ap-
peal? By using simple, mouth-watering words and
phrases, and seeing to it that the menu makes
sense to the women who will use it.

Menus for Restaurants and Tea Rooms

At some time in your home economics career
you may be working with or for restaurants or
other public eating places. A part of your job may
include writing menus. If so, your technique will
be quite different from that used in writing for
homemakers.

First, mentally probe the minds and habits of
the customers. They’re not concerned with kitchen
management; their sole interest is in getting
something they like to eat at a price they are will-
ing to pay. Menus designed to appeal to them
should use pictorial words, rather than abrupt
take-it-or-leave-it lists of dishes served.

In a popular restaurant, for example, “Ham”
becomes “Baked Ham with Pineapple Garnish.”
“Green Salad” is listed as “Tossed Green Salad
with Roquefort Dressing.” In a restaurant known
for its gourmet foods, however, more elaborate
terms may be used. Important thing in each in-
stance is to use appetizing, picture-suggesting
words, without overdoing it. Beware of promising
more glamour than the restaurant kitchen is
equipped to furnish!

Menus for School Cafeterias

Visualize those moving rows of boys and girls,
or older students, pushing their way toward the
food center, intent on finding something they like
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and can eat in a hurry, at a bargain price! The
menu you put on the bulletin board or black-
board is important in the lives of those boys and
girls, and it is important that it be planned and
written with care and friendliness.

Part of your job is, of course, to work with the
preparation center. Part of it is to encourage
youngsters to eat what is good for them. Part of
it is to keep all concerned good-natured and
happy. How do you achieve the latter? By punc-
tuating the menu with an occasional smile.

One school cafeteria with a surplus potato prob-
lem, stepped up mashed potato sales by offering a
plate called “Hot Dogs in a Snowbank.” Another,
finding the cooky stand at a standstill, introduced
“Flying Saucer Cookies” that have been in demand
ever since.

The fun touch! Keep it alive, especially when
you are dealing with the lively young!

Menus for Institutions

When you work with a captive audience, one of
the big appeals is freedom of choice. In writing
hospital menus, for example, work in choices
whenever feasible. Even those patients whose des-
serts are limited to gelatin like the idea of being
able to specify the color and flavor!

Nutrition-Centered Meal Plans

It is good nutrition education to always round
out a family-type menu with a discreet line here
and there, pointing up some nutrition fact or re-
minder. The homemaker reads that recipe-with-
menu before she has completely decided to try it.
The way in which such nutrition lines are worked
into the recipe and/or menu may influence her de-
cision to try or not try the recipe.

If the eat-this-because-it’s-good-for-you point of

MEAL HIGH SPOTS

One advertising executive
reasons this way: If you
want to “sell” an elabo-
rate or expensive dessert,
suggest a simple, low-cost
main course to precede it.
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REMEMBER MAMA

Young mothers want help
with their meal planning
—especially simple meals
for company. In giving
them this help, keep in
mind (a) how inexperi-
enced they are, and (b)
how busy! Since there are
millions of young moth-
ers, why not more menus
written with their needs
in mind?

view is emphasized above the eat-this-because-
you'll-enjoy-it angle, some homemakers may re-

‘act against it. Perhaps a compromise is needed at

times. It may be possible, for example, to give the
recipe an appealing title, then comment casually
that, as you (the homemaker) can see, the Corn-
Crab Casserole is packed with protein. Better sell-
ing can often be done by suggesting that the
homemaker does know something about good nu-
trition, and that the statement used is merely a
reminder.

Certainly every home economist can do much
to further the cause of nutrition through careful
planning of meals and through skillful use of

‘'words in describing those meals. This is true

whether the home economist uses nutrition

terminology, or appetite appeal, or a combination
of both.

BAKING PAN ARITHMETIC

To compare the relative capacities of layer cake
pans, remember these formulas from Junior High
days: The area of a circle equals 5xr’. The cubic
contents of a cylinder equal area of base times
depth.

And so, for a round layer pan 8 inches in dia-
meter and 134 inches deep, you take the radius
(4 inches); square it (16 square inches); multi-
ply by 3.1416. Answer: area of bottom of pan is
50.265 square inches. (Call it 50.3) Multiply that
by 134 (depth of pan). Answer: contents of pan,
88 cubic inches.

A round 9-inch layer pan has a bottom area of
63.62 square inches — practically the same as
that of an 8-inch square pan (64 square inches).
But the 9 x 134-inch round pan has a content of
only 111.335 cubic inches, whereas the 8 x 8 x 2-
inch pan holds 128 cubic inches.

How to convert those cubic-inch contents into
cupfuls? Simplest way is to measure how many
cups of water it takes to fill the pan! Having
done so, it’s smart to write that measure on the
outside bottom of the pan, using fingernail enamel.
How do you measure content of a tube pan with
removable bottom. That’s right — use rice in-
stead of water to fill it. — G.A.C.
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There’s great need for

“yeasty” thinking

WHEN YOU WORK under pressure, as youre sure to
do at times, there is always the temptation to fol-
low familiar patterns. To use and re-use the same
recipes, the same lesson plans, the same demon-
strations, the same photographic approaches.

Certainly, good recipes and sound ideas should
not be discarded simply because they are no longer
new. There are always young homemakers and
students coming along to whom those established
facts are “news.” Even so, everything that has to
do with communications needs to be frequently
re-examined to bring it in line with changing situ-
ations.

Let’s look at recipes. When an outstandingly
popular one, such as Toll House Cookies, comes
out of a test kitchen, it deserves to be republished
frequently, as it has been, not only for the sake
of young homemakers but as a reminder and con-
venience for older homemakers, too. That is true
of many recipes. But there is also great need for
originality and ingenuity in creating recipes. Un-
less you develop these assets, you, like your ideas,
may soon be out of step!

A fresh idea is the yeast
that leavens and livens s
[63] solid loaves of information. 22
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IT'S A THOUGHT

Much is said about the
processes of learning.
Something might well be
said about the process of
unlearning. That is, rec-
ognizing when to forget
established patterns of
thinking in order to ex-
plore new ones.

DEFINITION

Ingenuity has been de-
fined as a fresh idea gen-
erated by the engine of
an active brain. Interest-
ing, isn’t it, that the
words engine, generate,
genius, and ingenuity are
all related rhythmically?
And that each word sug-
gests power?

But, you ask, how does one go about developing
originality? How does one “invent” a new recipe?
Perhaps it’s simpler than you realize.

The R/C System for Originating Recipes

It is true, of course, that all so-called new reci-
pes have their roots in old established ones. But it
is equally true that new twists and fresh adapta-
tions can always be figured out for old-time favor-
ites.

Suppose you are working in the canned foods
field, and this week you are expected to develop
some special uses for red kidney beans.

Or you are on the staff of a home magazine;
your assignment is to work out fresh ideas for out-
door meals — especially some new ways with
ever-popular canned beans which would help to
round out a grill-cooked meal in the garden.
Canned kidney beans are, of course, one of the
types of beans you will feature.

Or you are a nutritionist, seeking as always to
help your public to have more of the protein they
need, in forms that are convenient to use and not
too expensive to buy. You know that canned kid-
ney beans live up to those requirements, and that
they are generally liked. You know, too, that a
good recipe will be more effective than any
amount of nutrition-talk as such in encouraging
homemakers to use more beans.

Whichever one of those home economists you
may be, you are faced with the same dismaying
thought: Surely every possible use for kidney
beans has already been exploited! But has it?

Let’s start with the known — the product and
problem — and let our minds roam into the
known or little known. Let’s try inventing a new
recipe featuring canned kidney beans.

Try putting the problem into your Unconscious,
and turn it over from time to time. Don’t be sur-
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prised if out of the blue comes the memory of the
jelly bean candies you liked as a child. This is
your key.

“Why not a Jelly Bean Salad?” you ask yourself.
That is, a bean salad in gelatin. You like the idea.
You are amused by the name. And you go to work
on it, realizing all the while that the idea may or
may not be workable.

First on the agenda is to think what would be
needed to make beans-in-gelatin taste good and
look attractive. Again your Unconscious may re-
mind you of the bean salads frequently served in
Italian restaurants — those appetizers made by
mixing kidney beans or lima beans with chopped
onion, mashed garlic, vinegar, and seasonings. It
occurs to you that you might stir such a bean mix-
ture into gelatin and mold it.

With that established, start on your recipe. Go
at it first in a free-hand creative way. Drain and
rinse the beans, then stir up your onion-garlic-
vinegar-bean mixture, tasting as you go. Let stand
while you make a batch of lemon-flavored gelatin,
cutting down the liquid to balance the addition of
vinegar, of course. Then stir the two together
while the gelatin is still warm. When the salad
is chilled and firm, test it, taste it — then go on
to perfect your recipe.

When your idea has jelled literally, you may de-
cide it is worth having its picture taken. This time
you may chill the salad mixture in a ring mold,
and serve it filled with cottage cheese, garnished
with cucumber and radish slices.

Whatever direction your idea eventually takes,
you will be rather pleased with yourself because
you have created a practical new recipe that home-
makers will enjoy using again and again.

If youre working with a particular food product
and find fresh ideas slow in coming, try out the
advice given by an outstanding woman in the ad-
vertising field.

TO SPARK AN IDEA
The primitive way to
start a fire is to rub two
sticks together until a
spark is struck. To spark
an idea, rub an open
mind against a problem.

Good homemaking infor-
mation, like convenience
foods and drip-dry cloth-
ing, is in step with the
times.

LOOK TO TV

When you study televi-
sion commercials, you re-
alize that back of every
one of them there is in-
genuity, fresh thinking.
That is why those com-
mercials are remembered;
why they influence the
thinking of homemakers.
— and of children!
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A TEACHER
SPEAKS UP

“I found my sewing class
took on new interest
when 1 suggested that
each bring to class some
worn or out-of-style gar-
ment for group discussion
as to what might be done
to make it wearable.
Those students showed
more ingenuity than I
had thought possible.”

In a speech before a large group of home econ-
omists she said (among other things): “It’s easy
to get new ideas. You just ask questions and turn
things inside out, or backwards, or upside down
. . . Change the size . . . Change the flavor . . .
Change the color . . .

“If it’s a dessert, maybe it could be a first course
or a salad. If it’s a vegetable, perhaps it can make
a full meal, or be served as a snack. . . . Could
your product make something simpler — as soup
makes an easy gravy or sauce? If it's usually
sweetened, try adding salt; if it’s usually salted,
try sugar.” And so on and on.

In other words, look at your product with fresh
eyes. Eventually your eyes may return to rest on
a familiar and accepted way of doing, but some-
where along the line you will have freshened
your approach, so that the old familiar takes on
new interest for you and your homemakers.

Ingenuity is not limited, of course, to creating
new recipes for publication. The same mental
processes produce fresh ideas along any line.

Often ingenuity is prompted by necessity or
thrift. For example, the need for several large
flower vases for a Mother’s Day reception in one
school suggested this artistic solution. Tall tin
cans were neatly covered with newspaper classi-
fied advertising pages, giving the effect of inter-
esting texture and design.

Frequently it is sparked by spontaneity. One
student in child development started a chain of
teaching fun by showing a preschooler a picture of
a telephone in a magazine advertisement, and let-
ting him “call up” his friends. So much more
range for his imagination than either a real or toy
phone could give!

Ingenuity can also be the starting point of dis-
coveries. “What would happen if —” is often the
magic line that leads to more interest in learning
and in teaching.

(P.S. That Jelly Bean Salad is really good!)
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How to meet the

editor’s requirements

CHANCES ARE that as a home economist in busi-
ness or extension, you will find yourself respon-
sible for preparing regular or occasional informa-
tion releases for use by newspapers.

What is a release?

In this connection it is thought of as a brief
article on a single subject, planned and written
in such a way that it can be reproduced in the
homemaking sections of daily or weekly news-
papers.

Why such releases?

They are designed to spread the word about new
and worthwhile ideas, methods, or product uses.
The underlying aim is, of course, to interest home-
makers in investigating and trying the food or
household product that is involved.

Such releases may take the form of a semi-ex-
clusive article (with or without photographs) for
city newspapers, or they may be done in mat form
to fit the needs of small-circulation papers. They
may be sets of mimeographed or printed pages
from which the editor selects the recipe she wishes

Before your recipe release
can reach the homemaker,
it must go through

[67] the Food Editor’s sieve!
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When there is more than
one daily newspaper in a
metropolitan area, the
foods page editor of each
paper quite naturally de-
mands an exclusive re-
lease, entirely different in
idea and handling from
those offered the other
papers in the area.

Most syndicated writers
on food or homemaking
subjects utilize some re-
lease material from busi-
ness home economists.
Like the metropolitan
dailies, they expect “ex-
clusives.”

to feature and requests the photograph to accom-
pany it. They may be done as clip sheets filled
with brief paragraphs.

Whatever the format (which is usually dic-
tated by one’s company or association or advertis-
ing agency) the object of any release is to have
it reach as many readers as possible. The advan-
tages and disadvantages of each type of release,
as to cost, flexibility, and other factors, must be
debated within the company. Never is it left to a
young, inexperienced home economist to decide
such a weighty problem all by herself.

Planning and preparing good, usable releases,
regardless of subject matter and format, require
some special know-how, special techniques. But
these are not too difficult to acquire. Help is given
in the pages that follow. And if you are very in-
experienced, youll find that food editors and ex-
perienced heads of home economics departments
are happy to help a beginner learn the ropes of
this specialized type of writing. Don’t be hesitant
about asking for help.

Before exploring techniques, visualize the home
department editors to whom your release will be
hopefully offered. What are their problems, their
requirements?

Every homemaking editor has one big aim: to
pack the columns of her department with fresh,
dependable recipes, useful information, and new
ideas, all presented in ways that will attract and
hold the homemaker’s attention and tempt her to
action.

Every editor is faced with the problems of space
and of time. She has room in her pages for only a
small percentage of the stories and pictures the
mail-boy piles on her desk each week. And she
rarely has time to rewrite an awkwardly written
story, even though the idea in it is well worth
using.
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Your offering must compete with those dozens
of other releases for the editor’s approval before it
has a chance of reaching her readers.

The more editors you get to know personally,
and the more you read and study homemaking
pages in newspapers and other publications, the
better insight you will have into what editors
want to publish and readers like to read.

Your work, then, is cut out for you. Your ques-
tion is, “Where do I start?”

Let’s discuss the recipe release first, since more
releases of this type are distributed than of any
other one kind. They are issued not only by proces-
sors or packers of food products and associations
of food producers, but by manufacturers of large
and small appliances, utensils, and gadgets used
in home preparation of foods.

Start with Fresh Thinking

First of all, figure out a good recipe-idea — one
that will do something for your product because it
will do something for homemakers. Better yet,
think up an assortment of possible ideas from
which to choose.

Such recipes must be fresh and newsy to appeal
to editors and their readers. They must come
through quickly and clearly in words and photo-
graphs.

They must be soundly practical from the home-
maker’s point of view — not too expensive, too
elaborate, too exotic. They must not call for un-
usual supplies and special skills which the run-of-
the-kitchen homemaker doesn’t have. Yet they
must not be too plain and ordinary!

Getting a recipe-idea that lives up to all those
musts is not a matter of merely picking one out,
but of thinking one out. That is hard work. It calls
for mind-digging, not just thumbing through the

WHAT IS

NEWSWORTHY?
An idea may be fresh and
interesting, yet not have
enough depth to be really
worth publicizing. When
you have figured out
something you think
might make a release, it’s
wise to write it out, set it
aside a few days, then
read it objectively. For
further testing, try it out
on someone (your boss,
perhaps) who can be
counted on for a sensible
and frank opinion.
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MAKE IT CLEAR

In sending out any food
release, make it clear that
the recipes have been
tested by a qualified home
economist. Make clear
whether or not the re-
lease is exclusive. See
that the source and date
are stamped on the back
of every publicity photo.

NEWSLETTERS

Many foods editors look
forward to receiving
breezy newsletters from
home economists in var-
ious fields. Such letters
contain not only news of
some product, but make
good reading as well.
There’s a knack to writ-
ing these — a knack that
can’t be described but
that can be learned.

files for “something that will do.” At first you may
feel completely baffled. But put your mind seri-
ously to work, and you’ll find you can think out
a new and different answer to some common
problem of homemakers. Never be guilty of taking
an old standard recipe and substituting your food
product for the one usually called for.

It's encouraging to know that originality can
actually be cultivated. Just keep practicing! You'll
be surprised at the ideas you are able to generate.
It's encouraging, too, to realize that often the
problem itself prompts an original solution. (Re-
member the Jelly Bean Salad in Chapter 8.)

Work for a Strong Lead Paragraph

Now that you have worked up three or four
fresh ideas and have developed them into good
recipes, select the best one. Narrow the “selling
point” of the recipe-idea down into a single sen-
tence. Look at it. Would that sentence be a good
one to lead off with? If not, how will you begin
your story?

The important thing is to make that first sen-
tence, that first paragraph, a forecast of what your
story is about. Don’t stall around with a lot of
pointless words that lead the reader away from
rather than into the story. Discussions of log fires
and candlelight as a preamble to a recipe for bean
soup or bread pudding is evidence that either an
amateur or an old-fashioned writer has turned out
the piece.

Take a tip from the jet pilot. Make sure you are
all set to go, then get off the ground fast, and
move right along.

You may center your lead on your big idea or
you may swing it around and apply the idea to
the homemaker, using that wonderful little word,
“you.” Whichever way you start out, keep that
homemaker always in your mind. After all, she is
the one you hope ultimately to reach.
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Now follow up that lead with your recipe or
recipes. Include such things as warnings and com-
ments, if needed, or suggestions as to how to serve
the dish or what to serve with it, or other helpful
notes. But beware of letting the copy grow too long
and wordy!

Write in Newspaper Style

Study newspaper foods pages. Use them as
guides in figuring the length your recipe release
should be. Count the actual number of words in
some of those typical recipe stories. You will find
that few recipes exceed 100 words.

Use plenty of verbs. Remember you are doing
more than merely giving women a recipe. You
hope to entice them into putting that recipe to
work in their own kitchens. Verbs can help you
to do just this.

Choose meaningful words, not empty ones.
Make every word count. Specialize in short, unin-
volved sentences averaging not more than 17
words each. Use brisk, short paragraphs, prefer-
ably not more than 5 to 7 newspaper-lines long.
Watch particularly that your lead paragraph does
not exceed the line limit.

Edit Your Copy Sharply

When you have written your recipe release as
well as you think you possibly can, set it aside to
“get cold.” Then go back over it. You'll be amazed
to see how much still needs to be done to make it
strong and good. Don’t for a minute take the atti-
tude, “Oh, well, the head of the department will
rewrite it anyway, so why should I struggle any
longer!”

Instead, study it paragraph by paragraph, sen-
tence by sentence, phrase by phrase, word by
word.

Reread that lead paragraph. How does it sound

PUT IN MORE "“WHY'S”
In writing all types of
product releases, tuck in
an occasional “reason
why” a particular process
is important. The editor
will appreciate your doing
this — provided the addi-
tional words do not make
the copy too long.
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TIMING

Send out holiday ideas
early — at least six weeks
in advance. In writing
timed releases, try to
stretch their seasonal use.
Make a holiday turkey re-
lease fit not only Thanks-
giving, but the winter sea-
son of home entertaining.
Just suggest the holiday
season in general, with-
out pin-pointing it to
Thanksgiving, Christmas,
or New Year’s Eve.

ASK THE FOOD EDITOR

Most food editors of city
newspapers receive hun-
dreds of phone calls, ask-
ing questions on a vari-
ety of subjects. In talking
with editors, find out
what types of questions
homemakers are asking.
This gives you a clue to
current homemaking in-
terests and trends.

compared with other recipe leads in the food sec-
tion of your newspaper? Is it better than most of
them? If not, try a different approach.

Are some of your sentences long and unwieldy?
Cut them up into shorter ones. Are some of those
words empty, meaningless generalities? Replace
them with words that convey the exact meaning
you have in mind.

Finally, consider the title of your story. It need
not be written as a newspaper headline, but it
should sound newsy and inviting.

Use Worthwhile i’hotographs

Are you including a photograph with your re-
lease? Make certain that it gets across one inter-
esting idea. Make certain it is dramatic. Avoid
heavy colors and shadows that come out black
in newspaper print. Make it live up to the stand-
ards of good photography discussed in Chapter 3.

When is it wise to include a photograph with a
release and when is it better not to do so?

There is no ready-made answer to this ques-
tion. Common sense tells one that it is a waste of
money to send photographs to publications that
do not wish to go to the expense of having cuts
made. Such papers may, however, be quite willing
to use releases without photographs. Observation
tells one that for metropolitan newspapers, photo-
graphs should usually or occasionally accompany
releases. In general it is better not to send a
photograph than to send one that does not mea-
sure up to standard. Here, again, frequent and
frank conversations with newspaper food page
editors will guide one as to what and what not
to do.

What About Other Types of Releases?

Much of what we’ve discussed applies not only
to writing the recipe release, but to all releases,
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regardless of subject matter. Now for a closer
look at those other types.

THE COLUMN

If you are a county home advisor in extension
work or a district home economist with a utility
company, you are likely to be faced with putting
out a weekly or monthly release in the form of a
signed newspaper column. In such a column you
have the advantage of continuity, but you also
have the problem of finding something new and
interesting to write about each time. By keeping
a notebook and jotting down questions and com-
ments of homemakers you will never run out of
fresh ideas from which to select!

There are two ways to approach writing a
column feature. You may do each one as if you
were writing a brief article for a magazine, swing-
ing the entire column around one subject. (The
marginal notes about writing for magazines —
page 117 — will provide some guidance on this.)
In other instances your column may be made up
of short or longer paragraphs on a variety of re-
lated subjects, written in chatty, informal style.
All newspaper column features will be something
of a guide as to format and style.

“FILLERS"

If you are working with a nonfood product or
appliance — one in the home laundering or
household cleanser classification, for example —
you have a specific problem, because trade names
of products and equipment are not ordinarily
used in newspaper columns.

Whatever releases you do along this line will
probably consist of short but helpful household
notes, free from trade names, which can be tucked
in as “fillers” on the homemaking pages. The
more such fillers can be made timeless, the bet-
ter. If an editor has had a number of such shorts

FILLERS AND FACT SHEETS

Every filler that you send
to an editor should con-
tain a worth-printing idea
put into the fewest words
possible. It is the custom
to send several such fill-
ers at one time, so that
they can be set in type
and used when space per-
mits.
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DOUBLE CHECK

Be sure that recipes in
your product release are
absolutely right. When
checking the copy, check
ingredient list against
method, and vice versa, to
make sure that each item
listed is accounted for,
and each item mentioned
is listed in the ingredi-
ents.

Keep the homemaker al-
ways in mind in prepar-
ing product releases. If
food prices are high, or
if there is a hint of hard
times in the air, give her
recipes that are thrifty
but good. At holiday time
when she feels like
splurging, give her fan-
cies that will make meals
glamorous.

set in type, she likes to select one that fills an
exact spot. She prefers not to stop and weigh
whether or not it is suited to the season.

In addition to preparing such fillers, you may
very well need to do a sort of broadside informa-
tion release about your product and its useful-
ness, to be sent to home economics teachers,
magazine and newspaper editors, and home econ-
omists in public utility companies and other re-
lated fields. Such fact sheets should be complete,
yet broken down so that the information is easy
to read.

Spotlighting the New Product

Your company is putting a brand new product
on the market. It may be a new fast-cooking rice
or a new type of rolling pin, a new detergent or
a new dish-washer. Your job is to publicize such
facts and relate them to the lives of people. Here
you do it by writing straight news releases, fol-
lowing these rules:

First, before you begin writing the actual story,
make a list of all the important points about the
product. Sort them mentally. What is the big
idea — the big news? Which points will have the
greatest meaning and appeal for readers gener-
ally?

Put the important idea, the strongest points of
interest, in your lead paragraph. Say what you
have to say in a lively way, not in dull statements
of dull facts. You are enthusiastic about the prod-
uct, you feel others will be when they know about
it. Work to communicate that enthusiasm in
subtle ways — not by “rave” comments.

Tell the news simply. Keep the story, the para-
graphs, the sentences short.

Along with the news story, it's a good idea to
send a fact sheet or fact file about the new prod-
uct, for future reference by the editor.
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The recommendations for writing news about
a new product apply also to writing a release
about some new finding in the field of research.
The results of a survey of the breakfast habits of
teen-agers; new conclusions regarding marriage
failures or successes — this type of story likewise
is handled as a news feature.

Here, again, begin the story with an arresting
statement of or about the discovery or conclusion
— not with a chronological account of the events
leading up to it.

Then, in following paragraphs, develop or dis-
cuss the important and interesting points in the
order that serves best for the particular subject.

Summing up. In any type of release make clear
in the first paragraph what you are going to talk
about . . . Get that first point across quickly . . .
Give information in clear, complete, orderly fash-
ion and in as brief form as is sensible . . . Work
for a friendly, informal, direct style of writing —
one that makes for easy reading. Avoid technical
words and scientific phrases . . . Put up your re-
lease in a form that is easy to recognize, easy to
clip and use . . . Send it out. If it is well received
and rather widely used, your pattern must be a
good one. If it is not used, figure out why. (An-
other time, try harder!)

So much for the planning and writing of the
various types of product and information releases.
Another and unrelated type of release has to do
with publicizing an organization. This is discussed
in Chapter 18.

Here’s Something To Think About

Here is a list of a dozen criticisms which food
editors make regarding some of the product re-
leases that cross their desks. Do any of these criti-
cisms apply to your material?

1. Too many recipes for complicated dishes —

NOTE TO EDITORS

Outstanding among news-
paper food pages are
those that tie good na-
tional releases in with
local situations, local
notes and recipes, so that
every story seems to have
been written especially
for that particular paper
and town.
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HEADLINES

Headlines on product re-
leases are important. Big
thing is to promise some-
thing, rather than merely
to state a fact or use
catch phrases. When a
photograph accompanies
a release, it’s a good idea
to tie the headline into
it. Helps bring the pic-
ture to life at first glance.

Before you criticize prod-
uct releases written by
other home economists,
remember there may be

problems behind :the
scenes the outsider ‘does

not know. :

mixtures that would take a homemaker a lot of
time to put together, and that her husband would
undoubtedly rebel at eating if she did.

2. Too many ingredients, and too expensive
and unusual ones called for. Most items listed
should be available on average home kitchen
shelves.

3. Too long, wordy introductions, ambling and
rambling all around the subject, instead of lead-
ing directly into it.

4. Too long sentences — sometimes averaging
as many as 40 to 50 words, instead of the recom-
mended 17 or so. Too long paragraphs, also.

5. Too much raving in introduction; too lavish
praise of the product or the dish in question.

6. Too technical terminology used — chef’s
terms or laboratory words in place of common
kitchen language.

7. Too commonplace ideas, lacking in news
value. Some reminder copy is acceptable if writ-
ten from the news angle of the season or the
weather or the like.

8. Too fancy, elaborate photographs, not in
line with trends in modern living, and not suit-
able for good reproduction.

9. Too commercial.

10. Too old-style in terminology and methods.

11. Too long and too dull.

12. Too late. This is especially the case with
seasonal or holiday ideas.
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How to make them

brighter, more usable

ARE YOU LIKELY ever to have to prepare material
for a booklet or leaflet? The answer is a decided
yes. Yes, certainly, if you have anything to do with
the advertising or promotion of food or equipment
or other household needs. Yes, certainly, if you
go into extension service. Yes, almost certainly, if
you go into newspaper or magazine editorial work.
It’s well, then, as a home economist in any field to
have a good understanding of the how’s and why’s
of booklet planning and production.

But first a word about the physical make-up of
these highly specialized small publications.

A booklet is, as its name indicates, a small book,
with its pages — usually 16 or more — saddle-
stitched or stapled together. A bulletin, as issued
by government bureaus and extension services, is
actually a booklet.

A leaflet or folder consists of a single large
sheet of paper folded to form small pages, but not
stitched.

A circular, in extension terminology, is some-
thing between a booklet and a leaflet. Its pages

A booklet or leaflet,

like today’s household

fabrics, can be bright

and gay, yet completely
[771] practical.
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YARDSTICK
FOR A BOOKLET

Every booklet should (1)
look or sound so interest-
ing the homemaker will
want to have a copy. (2)
Be so interesting she will
want to study it. (3)
Have something in it that
will make the homemaker
want to keep and use it!

LEAFLET LAYOUT

To lay out a leaflet, fold
a sheet of paper to make
a dummy the exact size
your leaflet is to be. See-
ing the small area on
each of those panels or
pages will help you to
write “lean”; will help
you spot recipes and ideas
so that every panel or
page “stops” the home-
maker — makes her want
to read what’s there.

may be considerably larger than those of most
booklets and leaflets. Often it consists of just one
large sheet folded once, making four large, letter-
size pages. Sometimes it is made up of 8, or
possibly even 12 pages, loosely saddle-stitched to-
gether. Like the leaflet and folder it can be folded
flat and mailed in an ordinary business envelope,
whereas a booklet usually requires a special
envelope to fit and protect it.

All these small publications are alike in one
respect: Each is a unit, devoted to just one phase
of a big, general subject.

A good-sized booklet or bulletin, for example,
might discuss “Home Preservation of Fruits and
Vegetables,” which is one fairly large segment of
the general subject of food preservation. In it
might be given directions for canning, preserving,
and freezing of fruits and vegetables. A smaller
booklet or circular would narrow the subject
down, perhaps to “Home Canning of Fruits and
Vegetables.” A leaflet or folder would narrow it
down still further, perhaps to “How To Can
Tomatoes.”

Or a good-sized booklet or bulletin might be de-
voted to “Planning the Farm Home Kitchen,” a
definite segment of the general subject of home
planning. A smaller booklet or circular might dis-
cuss one phase of that segment, as, “Planning
Efficient Working Areas for Farm Kitchens.” And
a still smaller leaflet or folder might confine it-
self to a still smaller phase of the subject, as
“Planning the Farm Kitchen Mixing Center.”

When a booklet turns out to be large and com-
prehensive, covering many segments of a big
general subject, it is no longer a booklet, even

“though it is paper-covered. It is a book.

The method of preparing a booklet or a bulletin
or a circular or any other sort of leaflet or folder
for publication is much the same. This holds

- true whether the publication is 4 pages or 24;
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whether the subject is foods or equipment or home
management or home decorating or sewing; and
whether the publisher is a business firm or a uni-
versity extension office or a government bureau.

Let’s consider first the putting together of a
booklet or bulletin. To make it more concrete, let’s
say it is a recipe booklet for a food manufacturer.
Once you have the general pattern from which to
work, you can adapt it to fit any such assignment
that comes along.

Where and How Do You Begin?

Before the job or any part of it is turned over
to you, a number of points which hinge on
company policy and budget plans will have been
decided by the executives of your organization.
You may be called in on the preliminary discus-
sions of some of these points, or you may not.
At any rate, when these decisions have been
reached you will know definitely the general sub-
ject, the particular product to be featured, the
basic purpose of the booklet, and the audience it
is intended to reach.

You will know what size and shape the booklet
is to be and the number of pages it will have. You
will know what quality of paper stock is to be
used; whether no color or two colors or four colors
are possible; whether drawings or photographs or
both are feasible. You will know who is to plan
and lay out the booklet, who will supervise the
production. You will know the publication date,
and have a schedule of deadlines for copy, photos,
first proofs, and final proofs.

With the specifications and limitations of the
job outlined for you, it is time to get down to work
in real earnest.

How do you begin? As always, by thinking.

Visualize and analyze — those two processes
overlap, you know. You must visualize those

KNOW BEFORE YOU START

Discover what the me-
chanical problems or limi-
tations are before you get
too far in your planning.
If your leaflet is to be
mimeographed, talk with
the girl who runs the
mimeo. She can tell you
what can and cannot be
done. If you are working
directly with the printer
(without benefit of art
direction) get his advice
and ideas on layout and
type. Saves time; makes
for a better looking leaf-
let.

GOOD EXAMPLES

Study the homemaking
leaflets and booklets put
out by the agricultural ex-
tension service of your
state. Many are splendid
examples of what can be
done at modest cost.
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Find out or figure out
what size type should be
used in that leaflet or
tear-off. From magazines
cut paragraphs of type in
corresponding size or
sizes. Pin these onto your
dummy, count the num-
ber of words, and be guid-
ed accordingly.

women who are to read and use and enjoy your as-
yet-unwritten booklet. You must analyze their
everyday problems pertaining to food, figure what
you can put into the booklet that will help those
women in solving those problems.

Think a minute about the audience. Of course
“audience” is not, strictly speaking, the correct
word, for audience implies hearing rather than
reading. But it’s a convenient way of referring to
those readers you hope to have.

Are you to appeal to the tremendous group of
middle-income and low-middle-income homemak-
ers, or are you to aim at the relatively small group
of upper-bracket homemakers? Are you expected
to appeal to teen-agers, brides, experienced home-
makers, or a cross-section of all these age-groups?

What Approach Will You Take?

What approach will please your audience most?
A serious, straightforward one, or a light-hearted,
amusing one?

Better think twice before going too far in the
direction of amusement or whimsy or cuteness.
Remember, too, that a serious, straightforward
ings are fine in the here-today-gone-tomorrow type
of printed matter, but they quickly become stale
in a book or booklet that is used over and over.
Remember, too, that a serious, straightforward
approach need not and should not be a dull,
heavy-handed one. Generally speaking, the ap-
proach of friendly but not bossy helpfulness is
hard to beat — helpfulness in solving problems
common to homemakers.

Many business-sponsored booklets are signed
with the trade-marked name of the firm’s home
economist — a name which the firm has adopted
to represent the composite personality of the entire
home economics department, as Jean Porter,
Patricia Collier, Betty Crocker, Marie Gifford,
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Martha Logan, Ann Pillsbury, Jane Sterling. In
such an assignment you are free to write person-
ally and directly to your readers, assuming the
position of a recognized authority in your field.
You are free to write in the first person — but you
probably will not do so.

Recognizing that an entire booklet written in
the first person is likely to sound irritatingly ego-
tistical, you are more likely to write only a brief,
informal, friendly foreword in the first person,
sign it, then use the second person for the re-
mainder of the booklet.

You have visualized your audience — that is,
your readership. Before getting into organizing the
material for the booklet, you’ll do well at this point
to visualize the booklet itself.

Make a rough dummy. If it’s to be a 6” x 9”
booklet of 16 pages plus separate cover, cut four
12”7 x 9” sheets of scratch paper and another
12”7 x 9” sheet of heavier paper. Put them to-
gether and fold through the center to make a 6”
x 9” booklet. (Yes, there are 16 pages inside.
Count them!) Now pin, or staple, or punch and
tie the sheets together at the fold, and there is
your rough dummy. Keep it before you. It will help
you to see the booklet as a reality; help you to
estimate more accurately the number of photo-
graphs and the amount of copy that can be used
on those pages. In fact, as you work with the
dummy, youll find yourself thinking to fit the
space allowed. More about working from a dummy
is given later.

How Will You Organize Your Material?

Now the job begins to take shape! From here on
it gets more exciting.

But just a minute. Stop and think again of that
group of women to whom you are addressing the
booklet, and of the objectives you hope to achieve.

BOOKLETS AS
TEACHING AIDS

If you hope to have your
booklets or leaflets used
in schools, see page 88
for a discussion of what
is acceptable.

DRAMATIZING LEAFLETS

In planning a leaflet, try
to figure out some device
that sets it apart. It may
be a different way of box-
ing menus, or of handling
fillers between recipes, or
of wusing hand-written
headings, etc. Some of
your ideas will be discard-
ed. But you can dream,
can’t you?

KNOW THE TERMS

In a conference about a
forthcoming booklet or
leaflet, the typographer or
art director often speaks
in terms of “picas,” “let-
terpress,” “offset,” “20-lb.
stock,” etc. Best way to
learn what such terms
mean is to ask right then
and there. Explanations
take but a few seconds,
are more likely to be re-
membered than informa-
tion read in books.
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BOOKLET
PHOTOGRAPHS

Make sure that the photo-
graphs you use in a book-
let are all the same tone.
Spread them all out. If
one looks lighter, weaker
than the others, perhaps
it can be printed with
sharper contrasts, more
punch. Avoid too great
variety in backgrounds;
the booklet will look
smarter if there is some
uniformity of background
treatment. Consider bleed-
ing the photos; that is,
running them clear to the
edges of the page. This
often gives them more
importance.

You want to interest as many of those women as
possible in using your product in as many good
ways as possible. That means, then, that from all
the ideas you might conceivably use, you will
select those you think will have the highest per-
centage of interest for those homemakers. They
will be the ones which, if tried once, will be so well
liked that they will be followed again and again.
You will present those ideas in the booklet in a
way that will attract interest and provoke action
on the part of a high percentage of readers.

Undoubtedly by this time you have recognized
that you can not possibly crowd into one book-
let — even a 40-page one — all the good recipes
and ideas you would like to use. Perhaps you
started out thinking of a subject as general as
“cookies.” Soon you realized that it would take a
large book to handle that subject adequately. So
you have narrowed down your booklet to one
sector of that big subject, and are thinking of
“Cookies to Mail,” or “Cookies Round the World,”
or “Holiday Cookies,” or something of the sort.

When you have decided what seems to be the
best possible choice and arrangement for sub-
divisions for your particular subject, set up a file
folder for each one, labeling it properly. (For ex-
ample, Rolled and Cut Cookies, Drop Cookies,
Decorated Cookies, Bar Cookies, etc.) Now go
through your files of tested and approved recipes,
sort out the ones you think should be used, and
drop them into the appropriate folders. Never do
that selecting on the basis of “What do I have that
I can put into this booklet?” Rather, keep think-
ing, “What will make this booklet of greatest help
to the women who are to use it?”

Now make a list of the recipes in each folder.
Count them. Estimate how much booklet space
each one would require. Have you enough good
ones to fill the pages? Study and analyze them.
Are there too many of one type, not enough of
another for good balance? Do the recipes selected
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play up the product as