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Wing's Debut American
Tour Was The Concert
Sensation Of '76!
Hundreds Of
Thousands
Of Fans
Were Treated
To The Greatest
"Rock Show"
Ever Recorded.
Recorded? More On
That Later ... But First,
For Your ARB
Programming Pleasure,
Consider The Other
Heavy Hitters On This Page.

"Live Bullet"
Established Bob As
A NATIONAL Star.
His New LP,
"Night Moves,"
Will Bring
Him SUPER -Stardom!

Now On Major National
Tour! Special 12 -Inch,
Under -Six -Minute Edit
Of "Modern Music"
Suite Now Being
Rushed For AOR Radio!

Soon To Be Seen In
Major Concert
Appearances Through-
out America! The Title
Track, "Big Towne,
2061," Has Just Been
Released As A Single
From Their Second
Futuristic Album.

S°%el 14It76*11111/41%100 "Fly Like An Eagle"
is Platinum Plus
... And One Of

AOR Radio's
Hottest Albums of '76!

The Classic
"Georgia

On My Mind"
Has Been

Newly -Recorded And
Released By

The Band,
And Follows Their

Recent
Success With "The Best Of The

Band"
LP.

"(It's A)
Long Way There"
Is Fast -Becoming

An AOR Classic
And A

Top 40 Hit!

BAND/ America's
Hottest New

Performing Band!
"(She's Just A)
Fallen Angel"

Newly -Released
As STARZ'

First Single From
Their Debut Album,

And It's
Already Breaking!

Capitol



ALBUM ORIENTED ROCK... the radio people
and the record people who make it, promote it,
play it, and virtually live it... that's what this spec-
ial is all about.

AOR RADIO... to have any one "special" accu-
rately reflect or represent it would probably
take more than a million pages to publish and
about ten years to read. While I'm writing this
and you're reading it, the significant changes
and growth are continuing. AOR RADIO is
marked by evolution and effect, action and re-
action, one way and another way. You hear it
said that "it ain't the same as it used to be"
and that the progressive radio that gave birth to
it all is no longer. Well, nothing that gives
birth to anything remains the same, but a spirit
can transcend the material and physical mani-
festations of the commercial media's daily com-
petitive needs. The spirit of progressiveness
lives on. The diverse poles of AOR radio,

methods and madness in bet-
ween, offering its participants countless ways
to carry out the original dream without having
to subscribe to one standardized school, are a
testimony to the format's progressive nature as
a mainstream type of radio. To know it is to
do it or to be associated with it in one way
or another. It is our hope and goal that this
special edition of Radio Et Records will provide
a more detailed glimpse at the world of AOR
for those on the outside, so that they may bet-
ter understand it For those on the inside, we
look at it as a tribute to their continuing pio-
neering and aggressive dedication.

THANK YOU... to all the people who made
this special possible... to all those who contri-
buted their fine articles, to those who sat up
with me all night and sweated through the
"Great Debate," to all those who consented to
be interviewed, to honestly share their opin-
ions and knowledge, to the entire editorial,
production, and secretarial staffs of Radio Et
Records who worked long and hard hours put-
ting this together, to those who believe enough
in AOR to sponsor this special, to Bob Wilson
for originally believing enough in AOR to pro-
vide it with such a fine vehicle of communi-
cation in the first place, and to those of you
who read the following pages.

Mike Harrison
AOR Editor

Managing Editor
Radio & Records
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There's something happening in those AOR radio newsrooms that's as revolutionary to wire copy as the album was
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We'd like to thank AOR stations
all across the country for the incred-
ible support you've given our artists.

A&M Records



Radio & Records

All -Time Album Airplay/40
10/17/75

1 1 LED ZEPPELIN Led Zeppelin IV (Atlantic) "Stairway" "Black Dog" "Rock & Roll" "Misty Mountain"
3 2 PINK FLOYD Dark Side Of Moon (Harvest) "Money" "Time" "Us & Them " "Breathe" "Gig"

3 FLEETWOOD MAC Fleetwood Mac (Reprise) "Rhiannon" "Over Head" "Say You Love" "World"
4 PETER FRAMPTON Comes Alive (AEtM) "Feel" "Show Me" "Baby I Love"

7 5 LYNYRDSKYNYRD Pronounced (MCA) "Free Bird" "3 Steps""Simple" "Tuesday"
8 6 BEATLES Abbey Road (Apple) "Sun" "Something" "Come Together" "Darling " "Maxwell"
10 7 BEATLES Sgt. Pepper (Capitol) "Little Help" "Day In Life" Title "64"
16 8 BEATLES White Album (Apple) "Guitar Weeps" "USSR" "Revolution " "Bill"
2 9 ELTON JOHN Yellow Brick Road (MCA) "Funeral/Bleeding" "Saturday" "Candle" Title
11 10 ROLLING STONES . Let It Bleed (London) "Get What You Want" "Midnight" Title "Shelter"
6 11 WHO Who's Next(Decca) "Baba" "Fooled Again" "Mobile" "Blue Eyes"
4 12 DEREK & DOMINOES Layla (Atco/Polydor) Title "Bell Bottom" "Wing " "Love Sad" "Any Day"
12 13 JIMI HENDRIX Electric Ladyland (Reprise) "Watchtower""Traffic""Voodoo"
18 14 CAROLE KING Tapestry (Ode) "Too Late" "FarAway""Friend""Woman"
5 15 CROSBY, STILLS & NASH... Crosby, Stills Et Nash (Atlantic)... "Judy" "49 Byes" "Wooden" "Long Time"
17 16 ALLMAN BROTHERS Live At Fillmore East (Capricorn). "Statesboro""Whippin'Post""Stormy""Liz"

17 LED ZEPPELIN Led Zeppelin II (Atlantic) "Lotta Love""Heartbreaker"
32 18 McCARTNEY & WINGS Band On The Run (Apple) Title "Jet" "Wheels" "1985"
25 19 WHO Tommy (Decca) "Overture" "Pinball" "Take It" "Free"

20 EAGLES One Of These Nights (Asylum).... Title "Eyes""Limit""Thrill"
21 JEFFERSON STARSHIP Red Octopus (Grunt) "Miracles""Play On" "Freddie"

36 22 ROLLING STONES Beggars Banquet( London) "Devil" "Street Fighting"
40 23 ZZ TOP Tres Hombres (London) "La Grange""Bus""Chicago" "Beer"

24 BOB DYLAN Blood On The Tracks (Col) "Jack Of Hearts" "Buckets" "Stranger"
13 25 YES Fragile (Atlantic) "Roundabout" "Long Distance"

26 AEROSMITH Toys In The Attic (Columbia) "Walk""Emotion" "10 Inch"
35 27 DAVID BOWIE Ziggy Stardust(RCA) "Suffragette" Title "Suicide" "Starman"

28 ROLLING STONES Sticky Fingers (Rolling Stones)... "Sugar" "Knocking""Bitch" "Moonlight"
29 BRUCE SPRINGSTEEN Born To Run (Columbia) Title "Jungle" "Thunder" "10th Ave"

24 30 CSNY Deja Vu (Atlantic) "Teach""Carry""House"Title
31 31 JONI MITCHELL Court And Spark (Asylum) "Help Me" "Robbery" "Paris'
30 32 LED ZEPPELIN Physical Graffiti (Swan Song) "Kashmir""Trampled""Boogie" "Rover"

33 ELO Face The Music (UA) "Evil" "Magic" "Night Rider" "Poker"
34 JETHROTULL Aqualung (Reprise) Title "Loco Breath" "Hymn " "Mary"

19 35 BOB DYLAN Blonde On Blonde (Columbia) "Rainy Day" "Memphis" "Sad Eyed Lady"
29 36 JEFFERSON AIRPLANE Surrealistic Pillow (RCA) "Somebody To Love" "Rabbit" "Today"
21 37 STEVIE WONDER I nnervisions (Tamla) "Living For City" "Too High" "Lady" "Worry"
23 38 AEROSMITH Get Your Wings (Columbia) "Dream On" "Train Rolling" "Lord"

39 BOB DYLAN Greatest Hits (Columbia) "Rolling Stone" "Watchtower" "4th St." "Rainy"
40 TED NUGENT Ted Nugent(Epic) "Stranglehold" "Hey Baby"

This chart is the result of a special
survey of our reporting stations. Sta-
tions contributed their 10 most play-
ed albums, and the most played cuts
from those albums. The same formu-
la used in determining the weekly
R&R album chart (the number of re-
ports, the number of cuts program-
med, market size, ratings, and indi-
vidual station programming habits)
was employed in determining the
rankings. The important thing to re-
member about this chart is that there
is no time restriction imposed. Any
albums, current or ancient, qualified.
The period considered was the entire
history of each station. It should be
pointed out that the albums on this
chart were reported by the people
currently programming the stations.
If taken six months from now it
would probably come out differently,
just as this chart is different than
the last survey taken 10/17/75.

ChartSummary By Sharrison

During the discussion of the "Great Debate," an important point was brought
up. In the future of AOR, do you keep your demographics and keep trying to bring
in new people, or do you continue playing to the same audience, grow with them, and
become the MOR of tomorrow? In calculating the second All -Time AOR Top 40,
approximately one year after the first, the question was answered, and you answered
it yourselves. An important element of AOR is its "progressiveness"-being first,
being with or ahead of time-time is so essential to AOR.

An important question many programmers ask themselves when programming
music, and especially the older albums, is "is it still relevant today?"-to today's
audience, to today's society.., has time proven this album a classic?

When the second All Top 40 was calculated, we looked at the first and compared
the two-who made it again? Who fell off? And why? Upon careful inspection,
the reasons began to take shape. Some groups one year later are no longer as
relevant to today's music as they once were. Some artists, whose more recent
albums have not met with success, have accordingly had a gray shadow cast over
their more successful past albums, knocking them off the list And the overwhelm-
ing popularity of a few recent albums, such as Fleetwood Mac's and Frampton's,
forced room to be made for them.

It was interesting to note also that for the most part the chart was made up of
superstars with a track record. There were no one-shot, one -album artists. AOR's
history and roots may not be very old, but they are solid

Another interesting note was that some artists stayed on, but their more recent
albums charted, rather than older but equally successful albums.

You have answered your own question. AOR continues its practice of "pro-
gressiveness"-staying with the times-and will probably continue to do so far ahead
into the future.
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MOST PLAYED
1975 AND 1976!

LED ZEPPELIN'S tr. o THE FIRST ALBUM TO BE NO. 1 INAltit

AIRPLAY FOR TWO CONSECUTIVE YEARS.
LED ZEPPELIN'S LATEST ALBUM, THE SOUND TRACK FROM THE WARNER BROS.

MOTION PICTURE, "THE SONG REMAINS THE SAME," A 2 -RECORD SET RECORDED
LIVE AT MADISON SQUARE GARDEN.
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TO BREAK ARTISTS UKE THESE.

LED ZEPPELIN
THE SONG REMAINS THE SAME



And Now The News
By Brad Messer

Most successful AOR programmers will agree that
Album Oriented Rock radio is much more than just
music. It's an attitude that creates an environment
throughout all aspects of the station's programming,
from jock style and delivery to commercial load and
content to community involvement. AOR radio has

made great strides in the area of News and Public
Affairs approaching these elements with styles and
methods as different as those of AOR music depart.
ments regarding the playing of records. The fol-
lowing article by Brad Messer, News Director of
KMET, offers some insight into these approaches.

Who are we AOR newspeople and what are we up
to? I'm Brad Messer, News Director of Metro -
media's KMET in Los Angeles, sharing with you
some of my ideas and attitudes and hoping you'll
share back.

I'm curious to know whether there is a common
thread among Album Oriented Rock radio news
operations throughout the nation. Do we as ed-
itors, writers, reporters, and airpeople accidentally
or on -purpose have the same goals and ideals?

For instance, in aiming at my target audience of
18-34 I always avoid blood -and -guts. Do you, at
your AOR station? KMET emphasizes local news
and features, and when we're hot we sometimes go
for days with only two -liners on Washington D.C.
And I wonder whether other news operations do
that.

So onward to my rap, and please keep in mind I'd
personally like to get feedback and enlightenment,
because now it's Me and You and it'd be just plain
ol' Us if we knew one another, eh?

BRAD MESSER IN BLACK AND WHITE: At left, Brad Messer as he appeared
seven years ago, while News Director of KYA, San Francisco. For two weeks
Messer posed as Black, in a station -financed experiment aimed at uncovering illegal
racial discrimination. The wig and Hollywood makeup worked perfectly, and Messer's
disguise was unquestioned.

To Get1t, You
Gotta Get It Here...

It's easy to get caught up in the routine of the
daily operation and forget to create something spec-
ial, but something special is the only way I'm ap-
preciably different from my competitors across the
street. What's special? Just getting into a story
no one else is covering...and covering the hell out
of it.

A couple examples. As ND of KGB/KGB-FM in
San Diego I got the fiscal concurrence of PD
Ron Jacobs to add a fulltime news reporter just
to cover one story day after day, a two -month court
trial, as the local revolutionary college prof claimed
he had been spied upon by local police and con-
spired against by the FBI and paid government in-
formers. Turned out the fellow was telling the truth,
and as the trial developed daily, San Diegans got a
detailed look at the war that had developed be-
tween the radical Right and Left in Southern Cal-
ifornia. That's the only trial KGB ever covered
full time; no one else staffed the trial for radio
or TV, and our listeners got something useful they
couldn't get elsewhere. And my reporter, George
Wilson, won the Sigma Delta Chi "Freedom of In-
formation" award for his balanced reporting. That
was special and it cost some money. The Epsilon
Bootes Star Probe Theory, on the other hand, was
special and did not cost money...or very much, I

should say.

"Just because everything is different
doesn't mean anything has changed."

So. Calif. Oracle

"Don't let your mouth write no check
that your tail can't cash."

Bo Diddley

Space Probe
From Another Star

Risky stuff. Flying saucers, ESP, anything not ac-
cepted in the mainstream of American culture is
risky stuff, right? Screws up your credibility. Well,
maybe not. If it's handled with intelligence and
balance you can come out of a risky story downright
clean. My partner Brent Seltzer and I ran across
the story of a Scotsman who theorized there may
be evidence of a satellite in Earth orbit, sent here
from the double -star system Epsilon Bootes. We de-
cided immediately it was probably a crackpot theory
but we wanted to know exactly what the mar,
thought and why, and we wanted to find qualified
astronomers and other scientists who would tell
us precisely why the man was wrong, or maybe,
right. Let me capsulize the story for you and then
say what we did with it.

Way Back When
Radio Got Invented

In the 1920's European radio experimenters aimed
their signals away from Earth and sometimes the sig-
nals bounced back, from areas where there were no
known objects. Even more curious, sometimes
the echoes returned to Earth with altered delay
times between signals. No one knew quite what to
think of that, but those Norwegian, Dutch and
French experimenters kept careful notes of the de-
lay times anyway, and some fifty years later Scots-
man Duncan A. Lunan happened to see those notes
and got an idea. When he diagrammed echo delay
times and sequences, he saw a pattern closely re-
sembling a map of a certain part of the heavens...
a star chart that almost perfectly matched a known
part of our sky. In fact, it exactly matched what
those stars would have looked like 13,000 years ago.
Lunan developed other evidence to support his the-
ory that Earth may have been visited by a sat-
ellite probe 13,000 years ago, that the probe was
designed to communicate with Earth by reflecting
our own radio signals back to us in code, and that
the satellite might still be in orbit fairly close to
the moon.

Risking That
Precious Credibility

Seltzer and I grabbed that story and no one else
did. We began with some telephone calls to the
theorist in Scotland, followed by calls to presti-
gious scienti' is at several universities in Califor-
nia and Great Britain, spiced in comment from Art-
hur C. Clarke, involving the British Consulate in Los
Angeles in hand -delivery of scientific papers from
London...and for the better part of six months we
dogged the developments, as Lunan sought money
for a satellite search and the scientific world de-
bated his theory. Ah, it was spacy stuff indeed, and
our phones lit up and the mail poured in, and across
the street at KCBQ the old-line pro ND was stu-
diously ignoring the story and telling people who
called they'd just have to hear that story on KGB
because the Q didn't run irresponsible stuff like that.

He missed the point, or acted like he missed it,
because there he sat talking about car wrecks and
shootings, and here we were on the trail of some-
thing supremely interesting...a step-by-step check,
in a responsible manner, of a theory that interested
nearly anyone who heard about it.

Ending Up With An Ending...
We could drink a few beers and talk all night

about the theory. It turns out the theory is still
hobbling, although some strong counter -theories
were advanced. The effort to search for the sat-
ellite was either abandoned or is right now far
underground.

Seltzer and I picked up the annual Sigma Delta
Chi award for Enterprise Reporting, which was nice,
but here's what was nicer in my mind-our listeners
knew for sure we would really investigate those
"risky" stories and let the facts speak without
prejudice. In the context of this article, we news -
people were creating something special no one
could hear on another station. To me an imp-
ortant part of working for an 18-34 audience is cov-
ering what other news departments don't.

"Nothing in the universe exists alone
Every drop of water, every human be-
ing, all creatures in the web of life
and all ideas in the web of know
ledge are part of an immense evol
ving dynamic whole..."

Loren Eiseley

"It don't mean shit."
Wavy Gravy

"It is a curious thing what a quantity
of sickness, coldness, hunger and bare
footedness we are willing to let other
men suffer. It literally has no limit"
Harry L Hopkins, 1934 radio speech

"The only justice in the Halls of Just-
ice is in the halls "

Lenny Bruce

"Guard your tongue in Youth, and in
Age you may mature a thought that will
be service to your people."

Chief Wabasha

Nuts And Bolts

Many AOR stations are FM, and the element of
quality audio is even more critical than on AM.
If I run an actuality with hiss, my FM listener
hears that hiss. When I have the equipment to filter
a marginal piece of audio up to air quality, I filter
it to remove rumble or hiss. We try to roll the act-
uality rapidly up to 100% and at the end quickly
roll it down. The audible difference in a roll -up
and a cold start is subtle but I think worthwhile
when you're working with first-rate sound equip-
ment. I usually cut the actualities to the n-Inimum
length. Sometimes I illustrate a story with one or
two lines of contemporary music. Occasionally
I play actuality down the phone to a news source
and record his reaction and present the whole call-
from dialling to hanging up-in the following news-
cast. When I get those calls from politicians or
organizations wanting to feed me some actuality
material, I have been known to put the complete
call on the air including my question, "Who paid
for this call?" Listeners who are led into the heart
of a medium's operation without pretense respond
with equal honesty and openness, and-in my ex-
perience-everyone benefits from two-way dialog
between newspeople and listeners.

Do You Notice The Unnoticed?

Sometimes I try to take an anthropologically -
oriented view and report slow changes and unno-
ticed phenomena. I'm working now on what ap-
pears to be a significant change in the Southern
California weather pattern over the last century,
and I find interesting stories in such slow -moving
events as how a new freeway changed an entire
county in 30 years, the disappearance of the neigh-
borhood grocery stores, and so on. I look ahead to
anniversaries and sometimes prepare birthday bios
for rock stars, summary follow-up reports on lo-
cal major stories of five years ago, whatever might
be a little different.

KMET and several cooperating California and East

Coast stations ran extensive reports last year on the
emergence of the New American Underground Air
Force-the fleet of literally hundreds of airplanes
used to smuggle dope to the American market.
In piecing together a big picture from isolated inci-
dents, we created something special.

In a newscast I try to give my listeners something
they won't get across the street, while making sure
they're not left ignorant of the "big news" everyone
else is sure to be running. I try to insure that my
listener has something interesting to talk about aft-
erward, and I try to protect the listener from being
surprised by something his friends heard on ano-
ther station. What's your philosophy?

Continued on page 12
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Dirk Hamilton

.......

Records

During the course of the year thefollowint albums_have Achieved_
AOR Top 40 status and lasting significance in contemporary music

_Amazing Rbythm_Acea_
Too Stuffed To Jump_

Mark -Almond_ Steely Dan,
To The. Heart Royal Scam..ABCD_ 931

ABCD 940 ABCD 945

Bufff3tt_ John Idayall
liavana_Daydreamin' .A Banquet_In_Bluea_.
ABCD 914_ ABDP 958

fT. ciaie Christine_McVia_
_Traubadour_BRI.LB2002. The Legendary

Christine PerfeetAllmm.
Crosby -Nash ass.SD 7522

SYnergY-
_Sequencer __PPSD_98014_H

_Dwight Twilley. Band_
Sincerely_ SRL 5.2001

Wind Oa The_Water_
ABCD_902_ Ilektar

_Whistling Down The__ - __Boecycled_ USD 913011
Wire _ABCD__9511 A Tab__Ln_The 0_cean

PPSD 98017
The_Crusaders
Those 8DuZern KnVats P000

_MEW 6024 Efose_Of_Cim.ax.ron
,A2CD 948

Fiamin' Groovies
Shake Some Action Peru' Reid
aisasD 1521 Seed Of Memory

ABCD 935
Maa_Gayden
Skybat_ ABCD.927. Renaissance

Live At Carnege Hall
__SAW 3a02

Martha Velez_
Escape From Babylon
,SASD 7516

_You, CanlArgue
_With A Sick_Mind
ABCD _932_

H

Stephan Biahop_
Careless AB_CD_954

Brand_X
_Unorthodox_Behavicur
PPSD_ 98019

_You. Can_Bark. On_The_
Left_Dr_Sing_On_The Leon Russell

_Right_ ABCD 920_ Best Of Leon_
SRL 52004

B. B. King and
Bobby Bland Sir DoutAnd
Together Again-Live The Texas Tornadge
AOD 9317 Texas Rock For Country

Rollers DOSD 2057
John Stemmer
Touch/Barefoot Ballet
ABCD 922/ABCD 950

Climax_Bhies_Band_
Gold_Plated
SAST17523_

_Gabriel
__Swe_st_Releass
ABCD 972

Tom Petty ee
The Heartbreakers
SRL 52006

FromABC Racords and affiliated labels. filielter,Tasapart,..Bire,Dot, Blue _Thrimb, and Impulse_

1978 ABC Reoords Inc.



Continued from page 10
At the risk of getting a lithe too holy on you here.

I'd like to share some thoughts about the cate-
gories of things we newspeople do...

News, Comment
And Public Affairs

They're three separate things, and I tend to think
it's good journalism and good radio to keep 'em
separate, and to plainly label each as we do it on
the air.

The least pressing reason for strict separation of
the three is because sometimes it's illegal not to.

The most pressing reason is honesty in responsi-
ble communication. Consider this:

You know what News is. So do I, so does
everyone. Among newspeople we could probably
agree on a general definition, but forget that and
think about this one aspect of News: it happens
and we report it.

Public Affairs programs are made to happen by
us. Do you see the difference there? For Public
Affairs programs the thrust of creativity comes from
within us newspeople and not from outside. News
happenr. Out There and we reflect it to our commu-
nity, while Public Affairs programs happen because
we determined-from our community-a local need,
and then we created something to help fill that need.
News happens and we report it. Public Affairs is
Doing Something About It

Now in both News and Public Affairs we are as-
sumed to be presenting balanced, factual accounts
of ideas, events, and so on. The third category,
Comment, is saying what we think about all this.
What we newspeople think, or know, or feel person-
ally. Three little subdivisions of Comment are
commentary, personal comment, and editorial com-
ment Here are the differences. Commentary
can be generally described as that element of a news
report that balances it by virtue of personal know-
ledge or experience, such as, "Now a personal com-
ment. Although President Nixon told a White House
news conference that antiwar demonstrators had
not been prevented from attending his San Diego
Airport speech, I personally was there at the air-
port and plainly saw people with antiwar placards
and banners herded forcibly into a parking area be-
hind a hangar out of sight of the visiting Presi-
dent I do not know whether President Nixon
saw that or knew about it." End of comment
That is one kind of Comment Commentary can
be defined as personal opinion, and if it's the station
owner's opinion it becomes Editorial Comment

So here we have News, three kinds of Comment,
and Public Affairs. News happens and we report it
Comment is saying what we think about it And
Public Affairs is doing something about it. Of course
these categories get hazy, and blend at the edges,
and sometimes we see material that obviously fits
two or even all three categories, but I think we
shouldn't, and here's why.

By demanding clarity and distinction, by keeping
our own minds straight on the differences, we con-
tribute to ourselves as professionals and we con-
tribute to our listeners. We run clean, factually -
balanced newscasts that give listeners enough infor-
mation from which to make their own informed
judgments. If we have personal comment we plain-
ly label it personal, not letting it slide into the News
category. And in Public Affairs, we own up to our
responsibilities and do our best to Do Something
About a community need. In my experience, listen-
ers have appreciated knowing exactly what is be-
ing presented.

Evaluating information against experience, the lis-
tener constantly makes credibility judgments. You
and I know standards of reporting vary widely.

"Don't bother me! I'm trying to get my newscast ready..."

Some stations will run anything just because it's
controversial, and some run only confirmed, well -
checked stories. As a newsperson, you can listen
to other news reports and often know immediately
if they're wire copy, an audio service, yesterday's

From The Department
Of Redundancy Department

news, audio follow-up on a newspaper story, and so
on. You the newsperson have a heightened sense
of source evaluation...but I contend an important
segment of your AOR audience has the same sense,
and maybe nearly as well -developed.

I believe people can listen just as smart as I can
talk. I believe in keeping News, Comment, and
Public Affairs strictly separated, because it's fair to
the listener and it forces me to think clearly about
what I'm doing. I believe motivated people in a news
operation will keep aiming for higher professional
and personal goals, which benefits us all from sta-
tion to community as a whole I believe my news
casts should aim at fair, balanced presentation of

facts and ideas...with coverage of "the big news"
and something special no one else offers.

And I wonder if you other AOR newspeople be-
lieve all that too. If not, what? What are the ideals
and philosophies common to progressive radio
news departments? Are AOR newspeople really
of different minds than our previous -generation ra-
dio screamers and stentorian three bailers?

If you occasionally succumb to believing the audi-
ence is the Great Unwashed, or the Idiots Out
There, test me on this. Aim clear thoughts as high
as you can, perhaps over the head of your target
demographic bracket, and I'll be surprised if intelli-
gent people don't immediately contact you by phone
or letter. You will get feedback because you will
have related. You will have related because you
programmed something intelligent, and your audi-
ence will have had something worth talking to you
about. You think, perhaps, I am two tokes beyond
reality and hopelessly lost out there in Idealism.
The answer is no. That ain't too idealistic at all,
because every time I put something really worth-
while on the radio I get instant feedback. So do
you. The damned trick is to aim yourself consist-
ently as high as your own knowledge has taken
you, and not give in to the temptation to program
schlock to the Great Unwashed, simply because
schlock is pretty easy to produce. That's the key
to the whole ballgame.

In my experience, audiences have responded with
appreciation when I have given my best efforts,
which I don't always give because there are Mon-
days and Down Days too, you know. But that is
where the Big M comes in. Motivation. I am sup-
posed to motivate my newspeople and someone
else is supposed to motivate me when I can't.

No, you should always motivate yourself, some-
one says. Well, sure. Do your best and all that.
I know. But what I'm talking about is the Big M
from Outside...the motivation you are expected to
provide for your news department and your PD or
GM is supposed to provide for you.

When an employee performs with excellence,
point it out and give a verbal gold star. If you
have an employee who's unhappy, find out why.
Maybe you can cure the cause quickly. If you are
able to point out a positive way to accomplish a goal,
and if you take the time to do it consistently,
obviously you will soon have employees who ac-
complish goals consistently in a positive work envi-
ronment.

People are motivated by professional ego, person-
al greed, humanistic instinct, fear, hate, love and so
on. When you play to a specific individual need,
if you're not playing games, you're providing posi-
tive input where needed to maintain an employee's
good feeling about him/herself.

When he was PD of KYAIKOIT in San Franzisco,
Dick Starr put together a winning crew and finally
whipped the giant KFRC in the Pulse . Being a moti
vator, he had those Pulse surveys pressed into
plaques, for the air people. Each plaque with photos
of the individual en collage. An ego pat, and ef-
fective.

A few years before that, while ND of McLendon's
flagship when KLIF was still King Kong to the rest
of those monkeys in Dallas, I remember having an
award etched for a newsman who had slogged
through knee-deep swamp to get to the scene of a
plane crash. He may not remember KLIF paying to
replace his clothes, but odds are he remembers
the special and unique award I gave him to hang
on his apartment wall. Positive motivation comes in
smaller doses.

Aircheck your newspeople and aircheck the com-
petition...and listen to both with your newspeople.
When your station is directly compared to the people
across the street, in a positive effort to evaluate
quality, you and your newspeople know where you
stand .ad where you'd better aim. Are your people
really putting out a better product, day after day,
based on a direct comparison? If you take the time
to aircheck and compare, quality output will p.mp,
because you will develop job consciousness, compe-
tition, and a team spirit.

And While You're On The Horn

How about sharing some news reports with KMET
Metromedia Los Angeles? Feed us your goodies,
we'll cover Los Angeles for you. We're at 213-
462-4460.
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A Conversation With
Lee Abrams

Lee Abrams has become the industry's leading
(in terms of number of stations) consultant among
those specializing exclusively in AOR radio. Having
worked in progressive radio since 1966, he began to
explore the concepts of what would eventually be-
come his "Superstars" format while serving as Pro-
gram Director of the ABC -FM O&O in Detroit, WRIF,
back in 1971-72. From there he served in a con-

sultant capacity doing research for WQAM,
and became Program Director of WEFM, Chicago,
with the intent of turning it AOR from Classical.
That station never went AOR, though, because a
Classical Music society prevented the change in a
legal action. From there Abrams joined the con-
sulting firm of Burkhart & Associates, which re-
cently changed its name to Burkhart/Abrams.

REtR: Describe the current structure of Burkhart/
Abrams.
ABRAMS: I handle the so-called Superstars division,
and Kent (Burkhart) handles his stations. We each
have our list of clients and we service them inde-
pendently. We're independent from each other ex-
cept from a bookkeeping, general management and
administrative standpoint.
REtR: Do you ever utlilize each other's knowledge?
ABRAMS: Absolutely. We talk just about every day
and meet at length each weekend, and we're
always bouncing things off each other. He ques-
tions me about album music that has Top 40 poten-
tial and I'm bouncing tapes and things off him.
We give each other an added dimension.
REM: Do you actually call yourselves consultants?
ABRAMS: I would say yes, because pretty much
that's what we are.
REA: What exactly does a consultant do? Many
people don't really have a clear understanding of
that. Some people think a consultant is a dicta-
torial programmer who lays out every record and
programming element from afar, while some people
think he's just an advisor. Do you have a set
pattern as a consultant or is it a variable thing?
ABRAMS: I'd say the goals we're trying to achieve
are the same for each station. Usually a station
that is not reaching its full potential will call us in,
or we'll approach them. However, the way we
deal with each station can differ quite a bit. In
no way are we dictatorships, because every station
is handled independently. Certain stations have cer-
tain capabilities. WYSP in Philadelphia has a PD
who is brilliant at production, so we would lean a
little heavier on producing the station because we
have that capability, whereas in Buffalo, the PD
and Manager there are extremely competent at
handling promotions, so we might try things promo-
tionally there that we wouldn't attempt at other ra-
dio stations. The goal is to show the Program Di-
rector the whole concept, go through a teaching
process, so he can be somewhat self-sufficient
after the first month or so, and then we can really
get things going. If we maintained a dictator-
ship with each station, after a while we'd be cheat-
ing ourselves and the radio station. What we try to
do is get Program Directors who are very talented
and emotionally stable, so we can show them the
concept in the beginning and then they can take
it from there-and that's where the real productiv-
ity and creativity come in. I think if we didn't
teach them what this whole thing is about and cre-
ated a dictatorship situation choosing every record
out of Atlanta, we'd probably do OK, but we would-
n't have the great stations we try to build.
REtR: Do you place the PD's in their positions?
ABRAMS: There are several ways it happens.
There might be a station where a General Manager
or ownership is new to the whole thing; they might
have just bought a station or are coming over from
MOR or Beautiful Music into this thing, and in this
case they would ask us for a Program Director.
We have a lot of PD's who are sort of training,
acting as Music Directors at certain stations, or disk
jockeys that show potential, and in that case we
would turn them on to one of our people. Ano-
ther situation is we go into a station that's doing OK,
has a good Program Director, just needs a little
course correction, and in that case we would stick
with the existing PD. For example, in both Seattle
and Kansas City, there were Program Directors
already in the station, and after talking to them I
felt they were extremely competent, as did the local
management. As a result we stuck with those Pro-

gram Directors and it's worked out very well. In
other situations we've gone into stations and they
have asked us for Program Directors and we show
them some of the guys we have and they usually
pick from one of those guys. Back in the be-
ginning, I was paranoid about working with a PD
I'd never met before who might not be into the
whole thing, but I think if we are strong enough as
consultants, we can turn around the Program Di-
rector by introducing him to the whys and the
wherefores of what we do and establish a strong
communication. Usually we can tell within a month
if the Program Director is not going to work out.
In that case we would make the recommendation
to the manager to find a replacement.
REM: So you're more ends -oriented than means -
oriented...
ABRAMS: Exactly. With Program Directors there
are some situations where the guy is totally incom-
petent and we have to strongly recommend to the
manager to let us put in a Program Director, but
in most cases where there's an existing PD, it
works out. I think most of it is really up to us,

"I think in order for a station to succeed in
the mass market while being an album station,
it has to look seriously at itself as being rooted
in Top 40."

to work with the PD and make him understand that
we're not trying to take over the whole thing, just
trying to add another dimension to the station, to
increase the success potential.
REtR: The concept, the term, the logo, "Superstars,"
what's behind that?
ABRAMS: We have an automated service which is
mainly geared for small and medium markets which
may not be able to afford the luxury of live pro-
gramming. When we first went into it, we needed a
handle for the whole thing, and we came upon Sup-
erstars because that's pretty much in its purest
form what the whole thing, especially the automa-
ted package, is about. It's nothing but Beatles, Rol-
ling Stones, the Superstars. It became a handle
for our whole AOR consultancy, and Superstars is
really nothing more than something we put on the
tape boxes.
REtR: Is there a noticeable difference in your pro-
gramming of stations by region?
ABRAMS: Absolutely. That gets back to the
thing where each station is individual. We find
through our research that every market has its own
orientation, its little quirks, and so we make an extra
effort to program locally. That's part of the import-
ance of having a strong Program Director for each
station, so they can realistically point out the diff-
erence in that market, analyze the various research
input that comes
REM: So you take all this into account. Your com-
pany doesn't really stand for any one style of AOR
programming-a lot of people think that...
ABRAMS: Well, to the untrained ear they may
sound alike. We do this all the time, like we'll
take a tape of a station in San Antonio and play it
to people in Atlanta, and most people perceive very
little difference because the mechanics we use are

pretty much the same. It's just little things that
stand out differently, musical things, and subtle
points in the format. I'd say to the average list-
ener, the stations are similar, but there are differ-
ences in each station. Again a lot of this goes back
to the Program Directors, who are given the in-
centive to try to change, find something wrong
with this thing. And if they understand it, they'll
find things wrong, and that's how we improve.
A station in Louisville might find one of our sequence
sheets for music rotation won't be working out right,
and he'll point it out and say, "Here, why don't
we try this," and we would try it out in Louis-
ville, and if it worked out then we would intro-
duce it to the other Program Directors. So I think
it's really important that the PD understands that
this is not a locked -in thing. The whole Super-
stars format is a good idea, but we're not going to
grow unless it's improved.
R&R: Have you found anybody who's hired your
service and then, after they've got the basic under-
standing of your methods and philosophies, deci-
ded that they may not need you any more aryl have
tried to do it themselves?
ABRAMS: Yes, we had a station in Lexington, KY,
that decided not to renew the contract after a year.
That's the only one I can think of offhand. We
had an unfortunate situation in New Orleans a few
years back, which was quite complex, but in recent
history the only one which was very successful
and decided not to use the consulting services was
the station in Lexington.
REtR: Did they continue to succeed?
ABRAMS: No, they went from a 9.7 to a 5.4,
I believe.
REtR: How many stations do you currently consult?
ABRAMS: I believe right now it's 15. We have plans

to expand quite a bit, especially in the automation.
We're probably going to take on a few extra people
to increase our potential for new stations. We're
finding when you add too many stations., the quality
of each goes down a little bit because you can't
spend enough time with them, so we're planning to
add some people and trying to crack the automation
market a little further. We shoved it aside in
favor of the live presentation, but I think we're
going to open up.
REtR: When you say the automation service, what
you're really doing is consulting them with their
automation; you don't syndicate, do you'
ABRAMS: We put together all the tapes. The only
thing we do not do is provide voice tracks. Our
feeling there is it is desireable to achieve a very
localized sound, and we found that it you get a
heavy Los Angeles voice and put him in Lexington,
some of the credibility will be gone. But we offer
every other service possible.
R&R: Could you describe the economic structure of
your business? How much do you charge?
ABRAMS: We charge by market size, based on the
SRDS rankings, and the price is basically the same
for automated and live. We do offer some group
discounts for groups that prefer to go with our ser
vice with several stations, such as Taft, but that's
about it. We prefer not to bargain too much off
our rate cards, because. frankly, we've found our-
selves in demand, and we prefer to go straight by
the rate card.
REM: Have you found that sometimes stations in
smaller markets will have a larger budget than some
large stations in big markets?
ABRAMS: Yes, quite a bit. Usually we find that a
lot of the smaller stations don't have the sophisti-
cated accounting that larger stations have, and prob
ably are not as administratively mature and cost-
conscious as the larger stations, and therefore are a
little more free with the dollars.
REtR: Let's talk about AOR radio. how do you
see Top 40 radio changing with the advent of AOR
success around the country?
ABRAMS: Well, I think Top 40 really is nothing
more than the repeated play concept, something
some people came up with about 20 years ago. I

think the repeated play concept, even in the short
playlist situation, will probably be around for a great
deal of time. What I do see evolving and chan-
ging is the presentation of these stations. I can
see maybe 20 years from now we'll have Country -
Rock stations, Jazz -Rock stations, etc.

REtR: Do you think this fragmentation trend could
be turned around, or do you think it's the way
we're moving and there's nothing that can be done
about it?
ABRAMS: I don't think there's really much that can
be done about it. Stations are going 13 be forced
into a situation where the programming will require
more and more technology. The day of the "lis-
ten to a record once and throw it on the radio
because it sounds good" is coming to an end. I

think stations are going to be forced into a situa
tion to learn more about it and do more research
REM OK, research, album research is still a very
hazy concept to most people in radio, to the entire
industry. They know Top 40 research-
-but albums are a different story. Describe
your album research.
ABRAMS: We have several systems. At about 300
stores around the country we have E. system in
which there are little cards with a person's name,
address, and the album they just bought. After they
buy the record they fill out these cards and put
them in a box. Then the Music Director from the
station in that market will come by and collect
all the cards, and for any record in question they can
call back the actual purchaser of the record. Some
of the results are as follows...

I remember in Atlanta there was a record out a
few months back, I believe it was Earth, Wind &
Fire. At first we found that it was a Top 3 al-
bum, but most of the people who bought it were
Black, and going one step further, they tended to
listen almost exclusively to the Top 40 and R&B sta-
tions. Now what this created was a record that

Continued on page 18
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was a Top 3 album, and we're an album station,
but it just wasn't right for us. You can see just
by looking at sales, a typical album station might
have gone all out and played this record because it
was a big selling album-but it was selling to the
wrong audience. A Grand Funk record a few
years ago was a very big album, I think it was the
We're An American Band album, and we called back
several hundred people who bought the record and
found out that they all listened to nothing but the
single on the album. Meanwhile, in this situation our
competitor was playing just about every cut off the
album, whereas we found the actual consumer who
put out five bucks was just into it for the single.
Also, when a new Elton John or Chicago album
comes out, we can find out in a week or two exactly
what cuts to play based on the people who buy
the record. We find most people who buy records
pretty much live with the record. To a radio person
who gets 300 records a week, it's no big deal, but
to somebody who buys it it's a little present.
For example, on the Fleetwood Mac record, when it
first came out we did one of these surveys, and
found the three favorite cuts were "Over My Head,"
"Rhiannon," and "Say You Love Me," just right off
the bat. So this gives us great insight to the rec
ord buyer and exactly why he bought the record,
and what cuts that person likes.
REM: In that particular case it's also a credit to
Warners' A&R Department, because sometimes you
might find the single that comes out of an album
is not one of the popular cuts.
ABRAMS: Oh, many a time. Then there are times
when all the Program Directors I talk to will decide
that one song is the best cut on the album, sort of
a group consensus, and the consumers picked a
different cut. We find that a lot of records may
be very popular, but because of the average 16-28
year-old's buying power they don't show up in sales.
About a year ago Manfred Mann's album with "Spir-
it In The Night" on it was a tremendously popular
record from a request standpoint, but they didn't
get much sales off it. We did a little study and found
out that a lot of people buying the new Joni Mit
chell and Pink Floyd which had just come out,
when asked if they had the money what other rec-
ord would they buy, would say the Manfred Mann
record. A lot of records do not show up sales -
wise because of the average buying power is maybe
eight or nine dollars a month for albums, and the ave-
rage person might like four or five records but does

people evolving.
R&R: What percentage of the music on the radio
stations you're involved with are standards and old
records?
ABRAMS: In the first year or two we work with a
station, I would say about 60%. The reason is,
you can play, say, "Whipping Post" by the Allman
Brothers, and it's amazing how many people never
heard that before because it was never played on
Top 40 radio, which most of the new 18-24's were
listening to when that came out. We find that a lot
of albums in that age of 1968-69, classics by Cream
or Hendrix, whatever, are just like brand new rec-
ords to a lot of these people today. So we rely
on them because there's a vast years and years'
worth of material we can recall today which the peo-
ple will treat like new.
REr-R: I have found that the oldies average is any-
where from 45-65% on the national AOR scene.
Oldies is where a lot of stations go wrong or have
problems. They may have solvecrthe basic problems
of programming current albums, but they fall apart
when it comes to playing the old stuff. What type
of research do you use in actually dealing with how
to play these old records?
ABRAMS: Ever since 1968 we've tried to do about a
million questionnaires a year, and these question-
naires are distributed in schools and shopping cen-
ters primarily geared to reach 16 -30 -year -olds. They
ask what are your three all-time favorite songs, and
in this category, for example, we will get, say, a
million back every year. In 1968, maybe "Green
River" by Creedence Clearwater showed up on
42.000 of them. In 1970 "Green River" showed up on
20,000; in 1974 it showed up on 6000. Last year
"Green River" showed up on 150. On the other hand,
"Good Vibrations" may have showed up in 1968 on
40,000, 1970 on 45,000, and last year 47,000. So by
looking and trending all of these questionnaires on a
year-to-year basis, we can pretty much determine
what is valid today and what isn't. For a new sta-
tion trying to start this system, it might be a little
difficult, but as far as we're concerned we just have
to go back year by year to find out the percentage
of song responses.
REM: What other forms of research do you do-
what do you look at, what do you read, what do you
go by besides your own systems? Surely there must
be some outside sources that you go to.
ABRAMS: We try to get out on the streets as
much as possible, not necessarily face to face with
people, but to try to involve ourselves with the same
kind of lifestyles a lot of other people do. We do a
lot of surveys in schools, very simple surveys. I

would say everybody in our organization is involved.
We suggest they get out as much as possible.
The waitress at the restaurant, ask her what she's
listening to and why. Don't ever let on that you're
from a radio station. All of this adds up because
if everybody does this consistently, you get a great
deal of on -the -street, off-the-cuff information. Sin-
gularly, it doesn't make much sense, but all put to-
gether you can get a very good feel. The cumu-
lative effect is the whole thing.

I have done in the past hitchhiking surveys, where
I do nothing but hitchhike and study in -car listening

"We try to look at radio stations as an album,
in that it has to be produced...We try to make
all the stations like Sgt. Pepper..."

not have the buying power to get all the records
he wants. therefore somewhat invalidating the
sales information.
REtR: So to do good album researach you have to
expand your focus to include more than just what's
selling?
ABRAMS: Oh yes, this is a completely different
medium.
REM: How do you take into consideration artists
with strong cult appeal?
ABRAMS: We did a thing recently, this also was in
Atlanta. The Aerosmith record was immediately a
Top 5. The card survey we did, calling back all the
Aerosmith buyers, showed that everyone who got
the record was between 17 and 19, and well over
95% were male. The demographic stand of that al-
bum was incredibly narrow. The whole Jazz -Rock
thing is really happening, but what we found is
that it isn't anything that new. It's just that the
people who started getting into albums in the middle
and late 60's and evolved to the point musically
where Rock Er- Roll doesn't turn them on any more
have gone to the next thing artistically and that's
Jazz -Rock. I'd say in our surveys well over 80 or
90% of the people who are into Chick Corea today
were also into Jefferson Airplane and Jimi Hendrix
and the Doors back in 1967 and 1968. So it's
really not new people turning on to it, it's just these

habits. because this is where a person has his radio
and his little buttons and we can register all the in-
formation on what he tunes in, tunes out while
driving. Of course the sample is limited to the type
of person who would pick somebody up hitch-
hiking. But that's part of our audience. We also
do ARB-type diary studies where we would send out
at our expense what looked like ARB diaries. They
go back to a blank box number. Let's say we send
out 10,000 using phone book methodology. During
the month we're doing the survey we'll monitor
every radio station competitively, write down what
they're playing, and every commercial, every jock
break, and then we'll get these diaries back, which
incidentally are minute -by -minute diaries. Let's say
out of 10,000 we might get maybe 3000 that are
translatable, and then what we'll do is look at the
diaries versus everything these stations played.
For example, we might look at our station in At-
lanta, which played Cat Stevens, Joni Mitchell,
and all of a sudden played Iron Butterfly at 7 in
the morning, and we'll look at this thing at 7 or
7:05. whenever it was, and find out that 80% of our
females tuned out at 7:05. When we break this whole
thing out and look at it, wtlich takes several months
to do, we have a very accurate look at exactly what
people are tuning out and when. We have found
exactly what type of records tunes out what type

of person, so we can build our day -parting system
on that rather than using the old heavy -at -night,
soft -in -the -morning thing.
REM: What about artist image? A lot of radio
people are very hung up on artist image. They will
be reluctant to play a record because of something
other than the music, or even the research. For
example, Neil Diamond o even Grand Funk for AOR
radio. Do you think that AOR radio people over-
react to image, that they could increase their ratings
if they were less tied to a lot of the late 60's
artists?
ABRAMS: Absolutely, because a lot of progressive
stations are very much hung up on their existing
audience rather than the potential audience. You
can talk to 18-24 men all the time; meanwhile
there's a 27 -year -old female who is what we call a
vulnerable Top 40 listener, listens to Tod 40, may try
the Progressive stations and just gets blasted ag-
ainst the wall, with nothing but Peter Frampton and
Led Zeppelin and Zappa. If you would try to under-
stand that you can reach that person and that 18-24
male music freak too, stations would be much bet-
ter off. What we try to do, sort of a key to the
format, is musical compatibility, and one example
of musical compatability would be melodics over art -

20 to 23 they get into another bag, and at 24 music
is secondary to them at that point. I think the same
thing will happen to those Kiss fans. They'll prob-
ably always have an attachment to the group,
but as time goes on, just like Cream is a thing of
the past now, they'll feel the same way. The same
thing to me in 1968 was to my brother with Hoot-
enanny music in 1963, as to the generation older
than him was in 1957 with Paul Anka, and going
back to Mary Ford and Les Paul.
REM: So you see AOR programmers who cling to
their roots and don't open their minds to the tastes
of the new generation are running the risk of
turning their stations into eventual Pop/Adult?
ABRAMS: Right. I won't name anybody, but there
are a lot of stations, these great progressive image
stations of the 60's, that are now in horrible trouble
like WMMR, that market is falling apart because
they're hanging on to that 1968, 1969 thing. I think
they're robbing themselves. One very hard poison to
swallow for a lot of programmers is that the reason
a lot of the top artists today like Chicago might
be leading AOR artists is because of the Top 40
roots they have . I think in order for a station to
succeed In the mass market while being an album
station, it has to seriously look at itself as being

"Music compatibility is critically important, and
the artist image, prejudging artists, can be dis-
astrous."

istics. With the group Yes, you could play the
entire "Close To The Edge," which is in my opinion a
brilliant piece of music. and the average Yes fan
would freak if he heard that on the station. Mean-
while, the 28 -year -old housewife who is experiment-
ing with this station will hear that and go "Oh God"
and back to Top 40. Whereas if a station just
played a Yes album track, "Long Distance Runa-
round," which is melodic, you can hum along to it,
the results might be different. It's finding through
research the songs that will appeal to that house-
wife and also appeal to the college student. It can
be done, but a lot of stations are so hung up on
being progressive and hip they just say that's not
right for us and they miss the boat. An example
for us is Gino Vanelli. He's sort of a hip Tom Jones,
but a lot of radio stations I know and even Pro-
gram Directors I deal with have been reluctant to
play this artist, because they think he's too Las Ve-
gas, whereas actually all our research shows that
there's a huge audience, especially females 23, 24
and up, that is into that artist. Music compati-
bility is critically important, and the artist image,
prejudging artists, can be disastrous.
RBA: Do you see the culture as having changed?
ABRAMS: Dramatically. All the people we've re-
searched over the past nine years we keep records
on and call them back. It's weird to call back
someb.:Jy you interviewed in 1967 who was an ab-
solute acid freak and find out that now that person
is a lawyer, working for a very straight law firm in
Bangor, Maine. You ask what he's into now and he'll
say Eagles, Neil Diamond. It's amazing, because you
look back and he was into Clear Light, Blue Cheer,
and you go a little deeper and find out he got
married, he's got a nice job, had to cut his hair,
change his thinking, found out that the revolution
wasn't going to happen after all.

A lot of people are still thinking back in 1968
whereas things have changed a lot One research
thing we just found is that there are three types
of progressive listeners age -wise. The ARB some-
times screws us up. because a lot of times we think
that as soon as somebody turns 18 they get an FM
radio and all listen to the album rock, but really
it starts a few years younger. We're finding now
that a lot of those people who were into, that kind
of real progressive music back in 1967, some of them
have evolved into the Jazz -type thing, but most of
them have evolved into the music thing being sec-
ond or third in their lives, where it was first before.
That has a tremendoUs impact on artist perception
because they were heroes a few years ago, and now
they're just regular people.
REM: How do you see the 18, 19 -year -olds today,
1976 being different than the 18 and 19 -year -olds
were in 1968?
ABRAMS: This is a great question, because we were
just talking about this the other day. I remember
in 1968 I was an absolute Cream fanatic. I have
an older brother, and he and his friends thought
Cream was just the worst, loud, raunchy, just ter-
rible music. I couldn't understand that. And now,
Kiss is not my cup of tea, yet I talk to 15, 16, 17 -
year -olds and they say Kiss is the greatest, the same
kind of feeling I had towards Cream in '68. I think
the whole thing goes in cycles. You see there are
people who are into one kind of music under 15,
sort of formative years, then they get into another
thing between ages 16 and 19, and when they're

rooted in Top 40. The roots of our stations are in
Top 40, they're not alternative in that they're com-
pletely different, it's just they're extensions of Top
40. Our stations are really Top 40 stations that have
grown up a little bit and evolved.
REtR: So what you're saying then is your success-
ful AOR station today has a strong relationship
with Top 40 radio.
ABRAMS: Yes, I think the roots are in Top 40, from
the mechanics, to repeated play, to the promotion,
to most of the artists. Just look at some artists,
Peter Frampton. I'm sure a lot of those successes
of Peter Frampton in continuous sales are due to the
two singles.
REtR: Of course, it's AOR radio that gave Top 40
Peter Frampton.
ABRAMS: Absolutely.
REtR: So it goes back and forth.
ABRAMS: Exactly, but a lot of AOR stations tend
to discount Top 40, whereas actually, with the cume
that so many Top 40 stations have, you just can't
discount them.
REtR: How do you explain the rating success of
a lot of free -form stations in isolated situations,
like a WMMS in Cleveland? There aren't too many
of them. How would you explain a WMMS?
ABRAMS: Well, I listened to it while I was in Cleve-
land, and I think for what they do, they do it
very well, and they've been doing it consistently
for so long. I think the main point is the con-
sistency and quality of the programming. I thought it
was excellent, the execution of their madness.
R&R: But that doesn't happen in some situations.
ABRAMS: No, I think if anybody went into a market
and tried to synthesize an old-line progressive sta-
tion, they'd fall right on their ass. Like in San
Francisco you're going up against KSAN, better hire
some of their people away, etc., etc., which I think
is a totally wrong approach, because you can't
create something in a few months that has taken so
many years to do. It's like an MGR station-you
can't go into Chicago and try to cut-WGN WGN,
because part of the reason they're so strong is be-
cause they've aired for the last 40 years.
REM: Because they are what they are as opposed
to why they are what they are. They could be big
for all the wrong reasons, but those are the reasons
nonetheless.
ABRAMS: Right, and a lot of times radio people
are so over -mechanized that they sometimes forget
about what real people are thinking.
RbR: How do you see a well -run radio station?
ABRAMS: We try to look at radio stations as
an album, in that it has to be produced. On an album,
if the vocalist is too loud and you can't hear the bass
line, that's usually negative. And the same thing
with a jock-if a song ends and his mike is too
loud, that's a flaw in the production of the station,
and if the jock is weak -voiced, that can be the
same thing as a bad vocalist. We try to make all
the stations like Sgt. Pepper from a production
standpoint-flawless in that area.
R&R: Do you see any room for personality on the
part of the jocks?
ABRAMS: Yes, but it's not something you seek out,
it just sort of happens. In the old days personal-
ity was defined. When the music stopped, there was
a personality. Now what we need is somebody who,

Continued on page 47
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Those
Southern

Boys
Of

AOR
Radio

By Bill Bartlett, PD
WAIV/Jacksonville

While researching this article, I discovered that the
evolution of AOR Radio in the South progressed
much like its evolution throughout the country.
The beginnings of AOR were centered around a
non -organizational, free -form philosophy that retar-
ded its acceptance. It is now evolving at a rapid
pace and may soon become the mass appeal sta-
tion in every market.

The development of AOR Radio is similar to Dar-
win's theories of evolution. AOR began as a sim
ple, non-scientific, somewhat political alternative
medium, stimulated by the "longhair youth drug cult-
ure,- whose attitudes reflected the disorganized
times of the late 60's and early 70's. Through the
years, America has undergone considerable change;
AOR radio has also been subject to change and
improvement.

AOR Radio began in the South through college
and commercial radio. Some of the first college
AOR's were WRUFIGainesville, Fla., WRAS and
WREK!Atlanta, and WUSF/Tampa. To the best of my
knowledge, the first commercial AOR station in the
South was WTAI-AMICocoa Beach, Fla. They began
their "progressive" approach in the summer of 1967,
when Lee Arnold (formerly WORJ, now WGVL)
was Program Director. Arnold was asked what
prompted the birth of progressive radio in Cocoa
Beach. He said that all variables for acceptance of
this new approach were present. It was the surfing
capital of the East Coast, many young, intelligent
engineer types who worked at the Cape lived there,
and it had the feeling of a "Little California."
WTAI did well in ratings, but had inner conflicts with
sales and management. As a result, coupled with
fear of the format on the owner's part, WTAI
went Country a few years later.

WTAI was the first AOR in the South, and the first
AM AOR in America, establishing a new approach

to radio that opened the door for numerous stations
to follow. The trend picked up steam in various
Southern markets. We'll examine their history.

Atlanta
According to Bill Tullis (formerly WPLO, currently

Channel 17, Atlanta), progressive radio began in late
1967 here. when WPLO FM hit the airwaves. Ori-
ginally, it was Country, then Black until a few Geor-
gia State broadcast students successfully convinced
the management to go progressive during the after-
noon hours. Some great names came out of WPLO:
Steve Hosford and Ed Shane, the godfather of pro-
gressive radio in Atlanta. WPLO was an automated
FM mono station that reflected the activities of
Atlanta's alternative culture.

Soon to follow were two college stations, WRAS
and WREK. WPLO pulled out in October 1974,
returning to Country. During the same time, Atlanta
managed to sneak a free -form progressive outlet on
the AM dial, WIIN, pioneered by John Parker (now
Regional Promotion Manager, Casablanca) and
Brent Alberts (now WAIV). For a short time,
WIIN was the only commercial progressive station
in Atlanta. This enabled the station to secure all
concert, nightclub, and record company advertising
dollars.

WIIN's listeneks supported it loyally. However, FM
competition came to town in June 1974 and virtually
wiped WIIN off the map. It was 96 -ROCK, started
by Kent Burkhardt and Barry Chase. In the be-
ginning, 96 -ROCK was fairly free -form until Lee
Abrams began consulting it. The change of format
on 96 -ROCK occurred in October 1974 with "Sup-
erstars," a new stage of AOR radio awareness that
quickly took hold. Today AOR radio in Atlanta is
quite competitive. There are two commercial AOR
stations, WQXI-FM and 96 -ROCK. Both are using
"familiarity" in music execution.

Jacksonville
Progressive radio started briefly in this market in

the summer of 1969, when WAPE toyed with the con-
cept on Sunday evenings with their "Underground
Circus," hosted by Alan Facemire. Again, it was a
free -form approach with no direction or structure.
The most obscure music imaginable was played.
It was even difficult for the hard core fans to enjoy,
but it was a beginning that paved the way for future
acceptance of AOR radio.

During this time, a group called the Second Com-
ing (now the Allman Bros.) formed in Jacksonville,
and received airplay from WAPE. The station used
to sponsor free Second Coming conerts at their
transmitter grounds, showcasing a band that would
bring Southern rock Et roll to the ears of young Amer-
icans. The relationship between WAPE and South-
ern music was a strong one, but the lack of format
prevented WAPE from continuing with the experi-
ment. WAPE's Underground Circus died shortly
before the station was sold and became a real
Top 40 radio station.

At this point, there was a critical void in Jack-
sonville alternative media, existing until 1971 when
WIVY (then MOR) began playing progressive cuts
Jamie Brook:. (WIVY, PDQ-FM, WAIV) was the part-
time announcer who gambled on adding these
tunes. It was discovered that WIVY was soon to
be purchased by another company; in the meantime
the station was "all over the road," going nowhere,
but I saw the doors opening for Jacksonville's first
progressive FM station. I personally circulated pet-
itions at most of the colleges in town in support
of a progressive format at WIVY-FM. These peti-
tions, close to 10,000, were passed along to the
new GM at WIVY. Shortly thereafter, they tried
the progressive format at night. Finally, WIVY
went free -form progressive on a 24 -hour basis.

The ratings at WIVY were great from 6pm-Mid-
night, to the point of dominating the market. The
second competitor came into being in September
1972 when this writer was offered the 6 -midnight
show at then "Solid Gold" automated WPDQ-FM.
Within a year -and -a -half. WPDQ-FM was a 24 -hour
progressive radio station, causing the death of WIVY
as a progressive outlet. As time progressed, so did
the direction, format, and structure of WPDQ-FM,
making it a force not only in Jacksonville but a
key station in the South. WPDQ-FM was sold in
July 1975, and the call letters were changed to
WAIV ("The Wave"). WAIV has been relatively
successful as a "Fusion AOR" station, programming
directly to the crossover audience which buys LP's.
In fact, it's currently the most cost-efficient station
in its chain of eight outlets.

Nashville
Until recently, Nashville was considered a market

famous only for the development of Country music

and radio. According to Ron Huntsman, the de-
veloper of WKDA, "Nashville is an extremely aware
music community; not only Country music but Con-
temporary." AOR's growth was welcomed open-
heartedly. In the early days of WKDA-FM, the
usual directionless style was dominant. WKDA-FM
was too loose to generate income unt I Huntsman
came into the picture in 1970. Under his direction,
the station was structured with a strong sense of
local identity, broadcasting live local concerts from
Nashville's famed Exit Inn. The broadcasts have
helped give Nashville a strong sense of contempo-
rary/progressive identity previously overlooked. Un-
der its current PD, Jack Crawford, WKDA-FM has
continued to make positive strides as one of the key
FM's in the South.

Jackson
AOR radio began in this city on July 29, 1968,

when WJDX (now WZZQ) went from elevator music
to a hip Top 40/album cut rock format. During the
daytime, WJDX was -t OP 40, and album -oriented at
night. WJDX evolved into a loose progressive out-
let with a signal that covered most of Mississippi.
According to Johnny Summer, current PD at WZZQ,
"As music became more progressive, so did the sta-
tion. During the early days of ZZQ, the announcers
were in total control of the music selection process.
In November 1974, free -form came to a halt and was
replaced with a strictly controlled type of AOR pro-
gramming." According to Summer, the initial react-
ion to the format change prompted s significant
portion of the "active" audience to circulate bumper
stickers that read "ZZQ SUCKS" (if you would like
one of these stickers, you can write WZZQ, Jack-
son...I understand they have quite a few). With the
new structured format and bumper sticker publi-
city, WZZQ had a great rating book in April/May
1975. Summer explains, "The Jackson market as a
whole cannot support free -form radio, but WZZQ
is accepted more by its audience with its consistent
and controlled format." Summer also feels "AOR ra-
dio that is strictly formatted is here to stay, but
programmers must keep changing with their mark-
et."

Miami
The beginnings of AOR radio in this fragmented

market were with WEDR. WEDR was one of the
loosest free -formers around. They used to allow
each record company promotion man 15 minutes
of air time each week to showcase new company
product. This didn't last long, and neither did
WEDR. Then came the "Magic BUS," WBUS,
a fairly successful free -form progressive outlet. Co-
conut Grove loved it, but one of the reasons for
the death of WBUS was its signal problems in
surrounding counties, in addition to the birth of a
fierce competitor, WSHE, in October 1971. Gary
Granger comments, "WSHE was probably the first
truly formatted AOR station in the South with organ-
ization, direction and purpose, successfully applying
technology to AOR radio." Six months prior to its
birth, Granger along with owner Gene Milner de-
veloped programming concepts and marketing stud-
ies which made WSHE a financial winner. Granger
says, "This time period was a great challenge
towards developing new program directives as poli-
cies toward commercial limitation, non -sponsorship
of newscasts, and so forth, were set up. There
were more 'don'ts' than 'do's' developed in the be-
ginning, but it led to a quick understandirg between
programming and management." About the status
of AOR radio today, he commented, "Ultimately
we're all doing the same thing, trying to reflect
our target audience. Five years ago, obscurity and
disorganization were the overall definitions of AOR
radio. Anything related to organization was taboo.
Today, it's the masses we are attempting to reach."

AOR radio in Miami is relatively competitive to-
day, with two basic commercial signals, WSHE and
ZETA 4.

New Orleans
The first progressive station in this market was

WRNO, which began in 1968 with a free -form style.
Shortly thereafter, two more progressives hit the air-
waves, WVSL and WWOM. Neither lasted long with
their free -form approaches. According to Bill Burk-
ett (WRNO, WAPE, now KRKEL "FM Rock, whether
Top 40 or progressive, didn't do very well in the be-
ginning." In reality, AOR didn't mean much to
New Orleans until 1973 when Lee Abrams and Sonny
Fox came to WRNO. During the same time WNOE-

Continued on page 32
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THE BEACH BOYS
15 Big Ones

Includes the lit Rock and Roll Musk
Also Includes Chapel of Love

TM Sang/ Talk to Me

The Beach Boys
15 Big Ones (ms 2251)

Takin' It to the Streets

Incudes Wheels of Fortune
Rior,'arry Me Away/Lcsin End

The Doob'e Brothers
Takin' It to the Streets (BS 2899)

GORDON
LIGHTFOOT
Summertime

Dream

Includes
Never Too Close

Protocol
Spanish Moss
Id Do It Again

Gordon Lightfoot
Summertime Dream (MS 2246)

The Sanford Townsend Band (BS 2966)

JAMES TAYLOR
In the Pocket

Includes Shower the People
Money Machine/ Family Man

Slow Burning Lave

James Taylor
In the Pocket (BS 2912)

BONNIE BRAMLETT
Lady's Choice

Includes Think(About It)/ You Send Me
Forever Young/If I Were Your Woman

Bonnie Bramlett
Lady's Choice (Capricorn CP 0169)

MIKE FINNIGAN
Includes Performance /Holy Cow
Ace in the Hole / Southern Lady

Mike Finnigan (BS 2944)

MANFRED MANN'S
EARTH BAND

The Roaring Silence
Includes the Hit Blinded by the Light

Also Includes Starbird/Ouestions

Manfred Mann's Earth Band
The Roaring Silence (BS 2965)

ROD STEWART
A Night on theTown

Includes Big Bayou/TholforW)u
Trade Winds /The Satrap

Rod Stewart
A Night on the Town (BS 2938)

WENDY
WALDMAN
The Main
Refrain
Includes
Back By Fall
Soft and Low
West Coast Blues
Goodbye SUalmetwird

Wendy Waldman
The Main Refrain (BS 2974)

RY COODER
Chicken Skin Music
Includes Chloe: Yellow Roses

Stand by Me, Goodnight Irene

Ry Cooder
Chicken Skin Music (nns 2254)

ARLO GUTHRIE
Amigo

Includes Darkest Hour/Massachusetts
Grocery Blues/Ocean Crossing

Arlo Guthrie
Amigo (MS 2239)

GEOFF MULDAUR
Motion

Includes Hooray for Hollywood
Let It Out/Southern Nights

Geoff Muldaur
Motion (MS 2255)

THE STILLS -YOUNG BAND
Long May Ibu Run

Includes Black Coral :Ocean Girl
Let It Shine., Fontainebleau

The Stills -Young Band
Long May You Run (MS 2253)

Sammy Walker
Includes Decoration on theWall

MyOld Friend/Catcher in the Rye

Sammy Walker (BS 2961)

Alice Cooper (ioes to hell
Includes You Gotta Dance

I Never Cry/Guilty/Going Home

Alice Cooper
Alice Cooper Goes to Hell (BS 2896)

AL JARREAU
Glow

Inchides Milwaukee/Hold on Me
Your Song/ Fire and Rain

AI Jarreau
Glow (MS 2248)

DAVID SANIBOMI
Sanborn

ncludes Indio 'Concrete Boogie
Herbs/Smile

David Sanborn
Sanborn (BS 2957)

-----

Includes Foots My Sweetness
Sun Song Happy Farms

Stuff (BS 2968)

14,k Wzziev,e4A
LET THE ROUGH SIDE DRAG

Includes Step by Step/Damned if You Do
HowAbout You! Working in the Vineyard

Jesse Winchester
Let the Rough Side Drag (Bearsville BR 6964)



Big Mike Klenfner, Vice President of Album Pro-
motion and Special Projects for Arista Records, sat
back in his chair and explained, "I look at AOR
radio and I love it, because it's fun, it's exciting,
every day it's different. It's the toughest thing in
the world for a promo person to find job justifi-
cation in. If I'm a Top 40 promotion man, you can
hire me on a record and I can say I just got your
record on XYZ and it came on as a hitbound.
The next week it went from hitbound to 29 out of
the 30 records they're playing. And then because of
store reports and sales it took a great jump to
20 from 29. Then it went to 11, 8, 3 and then it
went to number one.

"You can't do that at AOR radio. You can only
say your record went on the radio at XYZ. But
what is it? A hitbound? There are no hitbounds
in AOR radio. There are no extras. A record's
added. What does that mean? Your record's on.
But, Mr. Manager, what is my record? Well, it's
being played light, medium, or heavy. These are the
terms most companies are now using. But what's
light, medium or heavy? I categorize light as being
one play a day. You're dealing with six Program
Directors at each station! Now when I say that,
I'm not talking about the Lee Abrams stations, be-
cause they are more of a latter-day thing than the
AOR of even three years ago. The PLJ's are a
newer thing, too. The KLOS's, well, KLOS is a
unique situation. I'll leave them out because they
don't strictly adhere to the ABC -FM OEt0 format,
they have their own ballpark. But a PLJ or a
DAI or an RIF, these are newcomers in the last
few years. Whereas in those markets it was al-
ways the ABX in Detroit or the W4's.

But what does it mean? It went on one play
per day? What is that? What's medium? Two plays
a day? Three plays a day? And heavy is what-
five plays or six plays a day? And how long can it
last? How long can you keep five up? How can
you communicate with every jock? How do you
get every hotline number to call every jock? So
you see, the means of promotion of AOR radio are
totally different. I don't think it works only on gim-
micks, on T-shirts, on pens and posters. They all
'help, but it is a unique type of promotion."

If Klenfner sounds knowledgeable, it's because he
is. If he sounds confused, that, too, is because he
is. AOR is confusing. That is the incongruity
and irony of AOR promotion. Record companies
across the nation are beefing up to keep up with
this growing format (or perhaps "non -format") phe-
nomenon-AOR radio-and meet its needs head
on.

At this point, there probably is no record company
that can claim to have AOR promotion down to a
science, a state many have achieved with Top 40.
AOR radio is still in a positive geometrical evolu-
tionary pattern and has yet to reach its ultimate
incarnation; maybe it never will, When you look at
the structure of your average healthy record compa-
ny, you realize that it is an organization based on
art and systems. It is difficult to bring art and sys-
tems into play to deal with something as varied
and prone to change as AOR radio. Yet, valiant
and successful attempts are being made. The uni-
versal key that unlocks the door to AOR radio for
record companies' promotional purposes is good
people who have a respectable knowledge of the
genre, are extremely flexible, and are aware of their
constant need to keep learning.

For people like Mike Klenfner, AOR radio is noth-
ing new. From his beginnings as a staff member
of the Fillmore East, he went on to become Music
Director of WNEW-FM at the turn of the decade.
When he accepted Clive Davis's offer to become
Columbia Records' first National FM Promotion Di-
rector (as it was then called), he became the first
radio person from a major progressive station to be
tapped for a significant promotional post by a major
label-something that would be repeated in the fut-
ure as labels turned to AOR radio to find new
people to represent them (including the likes of
Thom O'Hair, Gil Colquitt, Jim McKeon, Dave Lan-
cao, Chris Hensley, and more).

Record companies must be able to meet the needs
of an extremely unorthodox format which is the
major vehicle for the exposure of the product
responsible for most of their profits-albums.

Because the changes have come so quickly and
the criteria for AOR success are so varied. record

The Changing
Record Companies

companies have gained proficiency in different
areas pertaining to AOR.

PRODUCT

AOR radio, possibly more than any other con
temporary music format, pays a great deal of atten-
tion to musical quality, and utilizes, quality judg
ment as one of the requirements for airplay. If

the product isn't there, the best AOR promotional
efforts will eventually not bring results.

In the words of John Montgomery, National Al
bum Promotion Director for the entire Warner Bros.

Ray Tusken, Capitol

family, "No matter what your reason for being in
the music business, the bottom line is selling rec-
ords. Of course, I just happen to be a music
freak. Music is magic aid communication. It's
one of the only hopes to keep this planet together."

Music is one thing that Warner Bros. has in abun-
dance. The company has been known to get more
albums on the AORturntables from just one release
than many companies do in a year of releases.

As a result, Warner Bros. has been able to concen-
trate on the sales and marketing aspects of AOR.
Montgomery, the first person to hold a national
album position in the company, has a background
firmly rooted in sales. Prior to taking over the de
partment a year -and -a -half ago, he spent 41/2 years
as a WB salesman in San Francisco.

MARKETING

"With all that product-we can have up to 20
albums happening at the same time-you have to be
real organized to deal with the regional breakers
mixed in among the national universals." Montgo-
mery coordinates the album activities of Warner
Bros.' army of local promotion representatives, who
concentrate on getting the records played. Then
there are the eight Regional Managers. According
to Montgomery, "Our Regional guys take in both
promotion and sales. Warner Bros. emphasizes
sales knowledge in Regional Promotion because
there is already so much airplay-it must be turned
into sales."

ARTIST DEVELOPMENT

Montgomery explains, "Artist Development is es-
sential to AOR success. Even with a full and diverse
roster such as ours, a record company must look to
the future. I get involved with the Artist Develop-
ment department headed up by Bob Regehr. I

just came off the road from a promotional tour of

radio stations and stores with Bonnie Brarnlett and
Mike Finnigan. If a record company is to be suc
cessful in this field, it must stick with artists over
the long haul. It's not just a matter of looking for
that quick hit single. -

STATION INVOLVEMENT

Most AOR stations welcome the opportunity to
program promotions tied in with artists and record
companies. Many do not have the huge promo
tional budgets of Top 40 radio, and most stay away
from the "cash giveaway" type promotions any
way. Music involvement promotions such as in
terviews with artists,'album and ticket giveaways.
radio concerts, free outdoor concerts. etc . are right
up the AOR radio alley.

"Heavy" Lenny Bronstein, National Album Pro
motion Coordinator for A&M Records, has roots
which go back to Brooklyn College's radio station.
From there he entered the record business as A&M's
New York City local representative. After a short
stint representing the company in San Francisco,
he took over the national position. He works out
of the L.A. home office doing, as he puts it. "most

"AOR as a term is really a set
of definitions...It's a tool, it's
like a hook in a song, it's
something to grab on to in
terms of understanding..."

of the paperwork," while his New York counterpart
Rich Tatoyan, A&M's National Album Promotion
Director, spends most of his energies seeing radio
people on the road and traveling with artists upon
whom the company will be concentrating their of
forts.

The subject of station promotions can become
politically sticky in the numerous markets with more
than one AOR station. Bronstein explains, "The
proper way to deal with this is to be at least 98%
honest with them. I don't say 100%, because some-
times you just can't. You've got to let them know
what you're doing, and you've got to balance them
out, whether it be a balance at the same time,
when you're giving tickets away at one station and
albums at another, or you do them at different times
over any given period. If you have two or more
stations in a market you don't weigh it by what
they've done for you or by whether someone is a
neat guy or really cooperative, or whether he adds
your records while the other station is a real hard -
ass about it. You've got to do it where you feel
you're going to get the most out of it, and know
at the same time that person or station is going to
get behind that promotion. And you have to tell
them I want to do a promotion with you, but some-
where along the line I'm going to have to do one
with the other station in town. We're always con-
scious at AEtM that there is more than one station.
Not all artists are of the caliber of a Peter Framp-
ton. We're not going to give an artist like Peter

"You can only say your rec-
ord went on the radio at XYZ.
But what is it? A hitbound?
There are no hitbounds on AOR
radio. There are no extras. A
record's added. What does
that mean?"
Frampton to any one station in a market. We avoid
such confrontations.

You can't give a teen -oriented promotion to an
eclectic kind of station. I wouldn't walk into KSAN
and do a promotion that I would at a tighter sta-
tion, which would be looking for more of a high
energy -type of promotion. For example, KSAN once
did a promotion where listeners had to draw a par
ticular artist or scene. I couldn't see taking that

Lenny Bronstein, A&M

kind of promotion to a station that's bang, bang,
bang. You can't explain a promotion like that in 10
seconds. They prefer call -ins or ticket giveaways
There are both types of stations in AOR radio. I

try to gear a promotion to a particular station based
on my knowledge of it, but at the same time
tell them, hey, I'd like to do a promotion on a
particular artist with you. Do you have any ideas
of what would be best for your station? a try as
often as possible to leave it to them to come up
with something they would be comfortable with
Let them be creative, because they know best what
they want for their station."

IN-STORE PLAY

Bronstein states that a very important part of AOR
promotion is dealing with stores and turning the
people who work there on to the new records.
"We've run airplay contests in stores in which we
give prizes to clerks that we find playing our albums.
It's very important, especially in AOR promotion,
for the clerks to be aware of the music, because
quite often a consumer will come in after fearing
something on the radio and not remember the name
of the artist. I'd like to know that if somebody
comes in and wants to buy "the new Janice Arm
twisting album," the clerk knows it's really Joan Ar
matrading."

Capitol Records has taken the in-store campaign
into new territory with their highly publicized "CAP -
FM" album series. The actual sound of an AOR
station is recreated on disk, utilizing only select
tracks from each new Capitol release. This type of

Tunc Erim, Atlantic
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in store play guarantees that the right cuts will be
played. and each selection is announced. which en
Fiances listener awareness and receptivity.

COORDINATION

Ray Tusken, National AOR Director for Capitol,
explains that his department is not solely a Promo-
tion department, but an all -encompassing entity that
takes in the various needs of a major label's AOR
endeavors. According to Tusken, "Capitol needed
an album department more than perhaps many other
labels. We really had a vacuum. People were
used to using the terms 'progressive," FM,' or 'al.
bum.' In that sense there was inertia that had to be
overcome in terms of redefining a new approach as
AOR, but the label was ready to make a change.
It represented a major second phase in the admini-
stration of Mr Menon. our President. A general
turnaround in the label's goals to make the album
the primary object for promotional emphasis and
marketing - we hal already reached the point where
we were the number one singles label, and had de-
veloped the ability to utilize that as our key tool to
insure that our ma or artists could be seen from al-
bum to album- but several things were going on si-
multaneously. A new A&R regime which was bring-
ing us many new Rock acts that were either groups
or solo artists just starting out. We had no Al-
bum Promotion department at all. At the same time,
the' terminology that R&R began to define was
something I felt very strongly could be used to mold
this new feeling at Capitol and generate a lot of
interest. I welcomed there being a new terminology
to be defined and examined, because it was a tool
for discussion It was a tool analyzing what we
were doing in terms of marketing and promotion,
and it. along with the album airplay chart in Ra-
dio Et Records and the general expansion of in-

formation avai.able to us from all the trades, brought
an awareness which has grown in the last year re.
garding album Rock artists, leading us to believe
AOR would be the correct approach for Capitol
to use "

Tusken plans to approach AOR from a 1976 per-
spective, looking at the role of a record company
to be not only promotion but education, too. "AOR,
I'm afraid, is still somewhat misunderstood by many
people. I don't believe there are too many people
in radio that misunderstand it: perhaps many are
still in record companies. I have a feeling that this
re-education undertaken by Capitol has been very
successful, because there is a general knowledge at
Capitol that AOR encompasses what has been re-
ferred to as progressive radio and what is also

John Montgomery, Warner Bros.

Mike Klenfner, Arista

termed tightly programmed or more formatted al-
bum Rock radio.

"AOR as a term is really a set of definitions,
because there were many interlocking definitions
that needed to be made. It is also a springboard
for a philosophy and the understanding of the dy-
namics of the radio style that is the most dynamic
in nature. It is in itself a springboard for music
that will eventually be embraced by other forms of
radio. Consequently, the term AOR itself at Capitol
took some time to be established. Once under-
stood there's no confusion, and there needn't be.
It's a tool, it's like a hook in a song, it's something
to grab on to in terms of understanding, an all -en-
compassing definition in terms of what we deter-
mine to be progressive radio to tight formats or al-
bum Rock radio. I have found that many of our pro-
motion men have difficulty in understanding this
philosophy. But the idea that there are new defi-
nitions at the same time that Capitol is redefining
its goals creates a dialogue within the company that
is invaluable. I can't speak for other companies,
but I sense that if this isn't the case with all our
competitors, we'll have a long-range advantage."

IMAGE

AOR radio is a very image -conscious format. This
concern for image encompasses everything from
onthe-air sound to the image of artists, and even
the images of the record companies are reacted to.
Tusken explains some of the ways Capitol is striving
to gear their image to AOR. "It has been evident
from the beginning that not only do we have to deal
with the image of the artist, but that we had to
deal critically with the image of the company in
terms of our acceptance in presenting these new art-
ists at an AOR radio level. We have had to
study the dynamics of AOR radio, of marketing,
thrust and timing, and it involved not just the promo-
tion department, but everyone in advertising, mark:
eting, and A&R We have publicity, artist relations,
areas that must be involved, and we have dev-
eloped an extremely strong team in the last year who
are as new to the company as many of the artists.
There are no old philosophies to be overcome. In-
ternally there is a total commitment to creating the
new image for Capitol. How do we go about cre-
ating this? By realistically assessing the potential of
our various artists, by trying to know when that as-
sessment is accurate and requires a commitment
from us. We have also done many things that are
strictly geared to the image. One is the CAP -FM
album, which definitely reflects our association with
AOR radio, as well as our respect for it.

"I've been given the freedom to do editing of
tracks that I felt were potentially valuable in terms
of generating AOR airplay for artists, but were
perhaps too long for a new artist hoping to get
played. In fact, the Little River Band single, which
looks like it might develop into a substantial hit,
is over four minutes long, and was originally de-
signed as an AOR edit. We try to make sure that
the product, before it goes out, has the greatest
potential for gaining AOR airplay, considering the li-
mitations that might exist in terms of tightening for-
mats or overlong songs that have to be edited.
We are in such close touch now with AOR pro-
grammers that we can also respond to their com-
ments when we feel a consensus of opinion-when
something needs to be done at the record company
level, action is taken. It is this responsiveness to
AOR radio, our involvement in listening and commu-
nicating and responding, that I think will more than
anything give us an AOR image. If we do not
have at the end of this calendar year a roster of a
half dozen new artists who have gold albums, we
certainly will have altered our image to the point

that the receptivity of AOR radio toward a new art-
ist will be incredibly enhanced, and that was really
the most important initial goal we had. As import-
ant as building any one of these artists is the abil-
ity to walk into an AOR radio station and have the
programmer realize that when we say this is an
important artist and we have a major commitment
behind this artist, that we are not spinning our
wheels, that we understand how to make our good
intentions work, and we know how to turn that into
an effective commitment."

RECOGNIZING THE DIFFERENCES

Mike Pillot, Associate Director of Album Promo-
tion for Columbia Records, heads up that label's
national AOR activities out of New York. In his trav-
els he has studied the various types of AOR stations,
and tries to gear his promotional activities to their
many styles and philosophies. Pillot's observations
follow: "As you know, there are differences. I

think the fundamental difference would be between
the radio station that plays a lot of music and the
station that doesn't. By a lot of music I'm talking
about a lot of different albums. The ABC format
of radio stations, they're playing a nice group of new
records. They're playing one, possibly two cuts off
the albums. Now, in the case of a Peter Frampton
or Fleetwood Mac or Aerosmith record, the new Bob
Dylan, they're playing maybe four cuts off these rec-
ords. But on a new record, by a group that is not
established, they realize that the record is not goihg
to be number one, and it's out of their hot play cate-
gory. Let's use the Boston record, for example. Very
hot new record. It's a record I've found kind of inter-
esting, because it's a record that everyone in the ind-
ustry was excited about prior to its release, and the
consumer seemed to respond immediately, which
doesn't always happen. The ABC format stations
went on this record almost immediately. KLOS went
on it almost the first week it was out. Now they went
on, of course, one cut, 'More Than A Feeling,'
which was a single. I'm sure by now they've added
another cut or two off the record, but that is the cut

Gil Colquitt, Columbia

that is in heavy rotation. The other side of the coin
is a station up the coast, KZEL in Eugene, where
Stan Garrett is playing a lot of music and he wants
to give his audience a chance to say no. I think the

ABC people are playing records that for the most
part the audience can only say yes to. I think
that's really the fundamental difference between
AOR radio stations."

HOW AOR RELATES TO TOP 40
Pillot finds AOR radio and promotion a new and

effective tool for single exposure and sales. "I
think that when you talk about Top 40 promotion and
Top 40 radio you're dealing with a demographic
that is incredibly huge, and these people are not just
buying singles, they're buying albums and singles.
Top 40 radio, for the most part, is playing just singles,
but they are interested in hit albums and I think
any intelligent programmer today will tell you that
hit album cuts are very important to his mix on the
radio. Not everyone is playing them but they do an
awful lot of research in that area, and I think they can
see down the road a little bit, that these hit album
tracks eventually become singles. A good example
is 'Don't Fear The Reaper' by the Blue Oyster Cult,
a song that was a huge AOR album cut that we
released as a single after six or eight weeks of
strong playing. It has taken us quite a while to es-
tablish the single, but album radio established it
when we released that album. That cut just jumped
out of it, almost every programmer in the country
liked it, and we had a feeling at Columbia that this
was a very strong cut. But rather than ship it im-
mediately we wanted to see it build a little bit,
and I think that paid off in the long run. It was an
interesting way to develop the Blue Oyster Cult, be-
cause the group at that point had no real identity at
all at Top 40 radio, and I think with the concen-
tration on that one particular cut and album radio we
really made the Blue Oyster Cult a band to be rec-
ognized. People were talking about the Blue Oyster
Cult and consequently Top 40 people became aware
of it and people gave it a shot and the rest is his-
tory. I definitely feel there's a relation between a hit
album cut and a hit single. When we talk about
hit albums we usually talk about albums that con-
tain hit singles, and very few albums today go to the
top that don't have hit singles."

CHANGE
More and more, record companies are structur-

ing themselves to deal with AOR radio and albums.
The extremely popular Tunc Erim, National FM Pro-
motion and Special Projects Director for Atlantic
Records, who has -been a regular one man road
show for the label that has more albums on the all-
time AOR airplay chart than any other, reports that
Atlantic is currently in the process of expanding the
department to include four AOR regional specialists
who will work Rock albums, Jazz, and the college
radio level for the label.

New blood is flowing in the old corporate arter-
ies, and a lot of the old record veterans now app-
roaching their thirties, who used to hang out at the
local underground stations back in the late 60's -
early 70's, are filling national positions. There's
Mike Bone at Mercury, Don Wright at RCA, Jack
Ashton at Chrysalis, Mike Shavelson at Epic, Bobby
Applegate at Island, Bert Stein at Elektra/Asylum,
Jon Scott at MCA, Larry Harris at Casablanca,
Scott Jackson at ABC, Jeff Dengrove at UA, Linda
Clark at Jet, Nils Siegal at Polydor, Barry Gold-
berg at 20th Century, Tom Thacker at Chelsea, and
even independents like Ron Middag, Augie Bloom,
and Richard Charnel, plus many, many more. They
are the album specialists who are part of a new breed
of record executive, and the promise of hope for an
exciting future in cementing the relationships be-
tween the radio and record industriet,.

AO R'S
FAVORITE

30

This chart was compiled in a
similar manner to the All -Time Top
40, with each station reporting its
all-time favorite albums. The only
difference is that this chart is ref-
lective of a compilation of each ra-
dio station's staff's personal taste
and does not reflect actual airplay.
Also, each station reported five,
as opposed to ten, albums.

1 BEATLES/Abbey Road (Apple)
2 BEATLES/Sgt. Pepper (Apple)
3 PINK FLOYD/Dark Side Of The Moon (Harvest)
4 JIMI HENDRIX/Electric Ladyland (Reprise)
5 BEATLES/White Album (Apple)
6 WHO/Who's Next (Decca)
7 ROLLING STONES/Let It Bleed (London)
8 FLEETWOOD MAC/Fleetwood Mac )Reprise/WB)
9 CROSBY, STILLS Et NASH/Crosby, Stills & Nash (Atlantic)
10 PETER FRAMPTON/Comes Alive )A&M)
11 BOB DYLAN/Blood On The Tracks (Columbia)
12 JONI MITCHELLJCourt And Spark (Asylum)
13 WHO/Quadrophenia (MCA)
14 DEREK Et DOMINOES/Layla (Atcn/Polydor)
15 YES/Fragile (Atlantic)
16 JONI MITCHELLJLadies Of The Canyon (RepriseIWB)
17 LED ZEPPELIN/Led Zeppelin II (Atlantic)
18 JEFF BECK) Blow By Blow (Epic)
19 CSNYIDeja Vu (Atlantic)
20 JEFFERSON AIRPLANE/Volunteers (RCA)
21 CAROLE KING/Tapestry (Ode)
22 DAVE MASONIAlone Together (Blue Thumb)
23 LED ZEPPELIN/Led Zeppelin IV (Atlantic)
24 MOODY BLUES/Days Of Future Passed (Derain)
25 ELECTRIC LIGHT ORCHESTRA/Eldorado (UA)
26 STEVIE WONDER/Fullfillingness First Finale (Tamla)
27 BRUCE SPRINGSTEEN/Born To Run (Columbia)
28 LITTLE FEAT/Feats Don't Fail Me Now (WB)
29 STEPHEN STILLS/Manassas(Atlantic)
30 EAGLES/Desperadoes (Asylum)
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Do You Know The

Many AOR stations (as well as those with other
formats) find themselves in the frustrating position
of being situated in a large market within a larger
market which tends to shadow their existence.
In many cases, these "umbrella market" stations
are forced to compete with the socalled metro
stations which totally penetrate their market, while
they are unable to reach as many listeners in that
geographical region.

The Orange County (California) Broadcasters As
sociation was recently formed to combat this very
situation in the Los Angeles metropolitan area,
and has been successful in urging Arbitron to pro-
vide the Orange County market with its own book
separate from the Los Angeles report.

The Long Island market (Nassau/Suffolk Counties)
faces a similar umbrella market handicap operating
as the next door neighbor to the nation's most
populous radio market, and has been doing extreme-
ly well in establishing itself as an entity to be
reckoned with.

For many years, and in some cases even today,
there are radio stations looked upon as being

Weight Of San Jose?

A

"suburban" when in fact they serve markets as
large as those considered medium to major.

In the relatively brief history of the format, AOR
radio has made tremendous progress in bringing rec
ognition to the umbrella markets and establishing
their importance.

KOME in San Jose is one such success story,
The following article was written by Ed Romig,
Program Director of KOME, to share some of his
station's methods of attaining equal status in the
San Francisco market, operating out of an umbrella
market situation

By Ed Romig

One of the most difficult battles we at KOME
have fought is to achieve the proper recognition of
ourselves and our city -of -license as a key component
of the San Francisco Bay Area market. For those
who know of San Jose only via the Dionne War-
wick song of years ago, be forewarned that many
residents of the area consider that association some-
what distasteful, so watch your jokes! San Jose is
a city of roughly 600,000, and the center of Santa

Clara County. one of the fastest-grOwing counties
in the nation. San Jose is 50 miles southeast of
San Francisco, at the south end of San Francisco
Bay. The South Bay is the most populous area of
the entire San ,Francisco Bay region. The old cate.
gorization of San Jose as a "suburb" of San Fran.
cisco is clearly erroneous.

In addition to the San Francisco ARB's and Pulse
ratings, we are serviced by three San Jose ARB's,
along with separate San Jose Pulses. The Metro
Survey Area totals 1.2 million population, so it is a
good-sized market unto itself. We are in the peculiar
position of being the No. 28 market within the No.
5 market. Most of San Jose's 12 stations cover
the majority of the Bay Area, and a few, KLOK.
KBAY, and KOME, are major factors in San Fran-
cisco ratings, aside from dominating the San Jose
books.

But despite the importance of their signals, San
Jose stations are often overlooked. National buys

often go to San Francisco stations, even though
many of those stations are inefficient in serving
the populous South Bay. Some record promo people
neglect proper servicing of San Jose, and overlook
placement of record ad money on important Bay
Area stations from San Jose. Even trade publica-
tions (REA excluded) often overlook .proper cover-
age of San Jose stations, even though in many cases
they serve essentially the same area as San Fran-
cisco signals. Since I came to KOME in September
1974, there have been many frustrating moments re
sulting from a general ignorance of the realities of
the Bay Area radio market-including the reality of
San Jose stations as great audience -getters, ec.ord
sellers, and ad buys.

San Jose stations have an inherent disadvantage
in attracting a wide Bay Area audience, because peo-
ple tend to identify with the major city of any area.
San Francisco is the traditional primary city of the
Bay Area, even though it is by no means the only
center of influence. There is also the inherent snob
appeal of a San Francisco identity. Even though
Santa Clara County has far more people than San
Francisco County, there is little San Jose identity.
Instead of a close, cohesive metropolitan unit like
San Francisco, San Jose. is a mass of sprawling
communities, a suburban metropolis of dozens of
cities that intertwine, much like Los Angeles. A
San Jose station that identifies too heavily with
strictly San Jose will have difficulty attracting and
relating to a very spread -out audience that may
not identify with San Jose itself. That's why we pre-
sent ourselves on the air, in sales, and promo-
tionally as a Bay Area station.

I am not saying that your on -air identity with your
city of license is going to determine your success.
Obviously, if your on -air sound is appealing, you'll
get listeners no matter how you identify yourself.
But if a listener in Palo Alto constantly hears
"San Jose San Jose San Jose..." he's going to get
the impression that the station is not intended for
him. He's going to feel excluded from that sta-
tion, even if it's only a subliminal reaction. He may
feel excluded enough to turn to a station that more
closely identifies with him and his immediate envir-
onment. That might be a Palo Alto station, or a
San Francisco station with a broader Bay Area
identity.

We do not identify ourselves as San JoselSan
Francisco. To do so would risk alienation of our
home territory by seeming to put 50 miles between
KOME and home base. Besides, "Bay Area" is a
sufficiently all-inclusive identity. We infuse this phil-
osophy into all aspects of our air presentation-
news, public affairs, and community involvement.
Dana Jang, KOME's Music Director, spends a great
deal of time on the phone calling record stores for
local sales reports. And again, by "local" we mean
Bay Area. Stores in Marin County and San Fran-
cisco are called in addition -to the closer outlets
in San Mateo, Alameda, and Santa Clara Counties.

All this input is considered at weekly music meet
ings

Promotionally, we have expanded distribution of
promotional items such as KOME Decals and Phono,
graph Record Magazine, and other efforts. outside
the immediate San Jose area. With nearly a half
million decals out, we seem to have a good sat
uration in San Jose and now wish to expand that
coverage.

Our newest advertising campaign goes far beyond '
the boundaries of normal San Jose station promo-
tion. TV spots appear on San Francisco stations
as well as San Jose's. A billboard campaign is
currently showing in three counties. Nowhere in
the billboard or spot do we mention San Jose
Why should we? All we need to get across is an
image, the call letters, and 98.5

Another way to promote ourselves as a Eay Area
medium land to promote San Jose radio in general)
is to insist on fair and equitable record service
There were times when a San Francisco station got
a major release 24 hours before we did, and we reg
istered our displeasure with the appropriate promo
person. Many of them didn't realize that we were
in a competitive situation with San Francisco sta
. tions, and that 24 hours inequity in time of release
was intolerable. The myth of San Jose as a "sec
ondary market" was undoubtedly promoted by San
Francisco stations. Fortunately, most of the major
record companies now realize that we're all in the
same market, and such inequities rarely occur Such'
advances were often the result of direct liaison
between a station and the groups themselves.
KSAN, being an established station, well-known to
artists and management, often obtained test press
ings well in advance. Even though such arrange
ments may be out of the hands of the local promo
person, we voice our objection anyway. 1-n some
instances it has prevented a recurrence. There is no
reason why a responsible promo person can't get a
major release to all stations in a given market at near
ly the same time. It is inexcusable to hand deliver
a major release to a San Francisco station and then
mail it to San Jose.

A station in market situations similar to ours
should not only insist on equitable record service.
but should also expect equitable treatment from the
labels in the form of advertising dollars If a sta
tion is pulling audience and its airplay has been
shown to sell records as KOME does, that station
should share in ad budgets, whether the station
is in San FrancisOo, San Jose. Sausalito or Mil
pitas.

It is also important to seek the same equity as
far as record promotions are concerned_ We don't
enter into such promotions unless we feel that
KOME will get as much benefit as the label. Sta
tions in similar situations, getting results for a rec
ord compady. should also expect reasonable pro
motional efforts

We have also established a San Francisco Sales
Office. with Thom Bennett as Account Executive
Thom can maintain a close personal contact with
agencies and record promo people, and can cover
functions and parties that cannot easily be attended
by other station personnel. Thom's presence in San
Francisco has proved invaluable on many occasions.

At one time there was a gaping chasm in this
market. There were freeform KSAN and KOME on
one side, and Top 40 radio on the other. After con
suiting with General Manager Dan Tapson and the
station ownership, we set out to fill the void with .a
structured format that assured a degree of consist-
ency and familiarity, but allowed room for person-
ality, creativity, and a wide variety of music. We
saw a need for an alternative in not just the South
Bay, but the entire Bay Area. With this approach
we've attained and maintained a consistent No. 1
18-34 in the San Jose ARB's, and usually 5.6 in San
Francisco. In the April -May San Francisco we were
No. 1 18-34 at night, with a strong showing through
the rest of the day. We also beat KSAN 18-24
in the San Francisco book. That ARB turned a lot
of long -overdue attention our way, from agencies,
record companies, and San Francisco stations-ma-
ny of whom had never realized the viability of a San
Jose station as a key factor in the total Bay Area
picture.

What I would suggest to any station in a some,
what similar market is to first analyze your market,
analyze your signal and its potential coverage of that
market, analyze the competition on the home front
and in the broader sense, and decide how far you
want to extend your influence. Once you've made
that determination, aim yourself at that audience.
Don't be so isolated in programming, promotions
and news coverage that you inadvertently exclude
anyone in that target area. At the same time,
beware of going too far and being so general that
you have nc identity at all. Your primary concern
is, of course, getting your station to sound its best.
Once you've attained -that, be sure you are iden-
tifying with all the audience you want to reach,
and giving that audience reason to identify with you.
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Now, more than ever,
this is the company

where

Radio Comes Alive



ALBUM KEY CUTS

 Jefferson Starship/"SPITFIRE" BFL1-1557 "St. Charles," "Cruisin',"
"With Your Love"

Savannah Band/''DR. BUZZARD'S ORIGINAL"
APL1 1504 "Cherchez La Femme," ""I'll

Play The Fool," "Sour and
Sweet"

Daryl Hall & John Oates/"BIGGER THAN
BOTH OF US" APL1-1467

John Denver/"SPIRIT" APL1.1694

Ruth Copeland/"TAKE ME TO BALTIMORE"
APL1-1236

"Do What You Want, Be What
You Are," "Rich Girl," "Crazy
Eyes"
"Baby, You Look Good to Me
Tonight," "Come and Let Me
Look in Your Eyes," "Like A
Sad Song"

"Milky Way Man," "Heaven,"
"Win or Lose"

ALBUM

Aztec Two Step/"TWO'S COMPANY" API]

Ryo Kawasaki/"JUICE" APL1 1855

 Hot ,Tuna/"HOPPKORV" BFL1.1920

Pure Prairie League/"DANCE" APL1.1924

Ralph Graham/"WISDOIVI" APL1-1918

Roger Troy/"ROGER TROY" APL1 1910



KEY CUTS

97 "Dance," "Conversavon In A
Car," "Finding Somebody
New"
"The Breeze and I," "El Toro,"
"Sometime"
"It's So Easy," "I Call Be
Satisfied," "Song From The
Stainless Cymbal"

"Dance," "Fade Away," "All
The Lonesome Cowboys"

"Smile," "Wisdom," -Feel The
Love"

"Don't Put The Blame On Me
Baby," "Don't You Have Any
Love In Your Heart?," "When A
Man Loves A Woman"

ALBUM KEY CUTS

Waylon Jennings/"ARE YOU READY FOR THE
COUNTRY" APL1 1816 "Can't You See," "Are You

Ready For The Country," "Old
Friend"

Juice Newton and Silver Spur/"AFTER THE
DUST SETTLES" APL1-1722 "If I Ever," "Slip Away,"

"Sailor Song"
Guy Clark/"TEXAS COOKIN' " APL1-1944 "Anyhow, I Love You," "Texas

Cookin' "
Ray Charles and Cleo Laine/"PORGY &

BESS" CPL2-1831

Albert King/"ALBERT" Buil 1731

"Oh Lawd, I'm On My Way,"
"I Loves You, Porgy," "Bess,
You Is My Woman"

"I'm Ready," "I Don't Care
What My Baby Do," "Guitar
Man"

'Manufactured and distributed by RCA Records



In the months to come,
together we will capitalize

on the momentum that
has been created in

promoting established acts
as well as breaking new artists,
until there will be no doubt that
this is the company where the

Real Comers Are

RCA Records



The AOR
Air Personality

By Richard Neer

As AOR develops, there seems to be more atten-
tion paid to the Program Director and Music Dir-
ector. Interestingly, it is the person behind the mi-
crophone and turntables who was so instrumental
an element in starting progressive radio, and is still
to this day a vital component of the format's sound,
image, and direction.

Richard Neer began his AOR career back in 1970
(after a few years of working everything from Beau-
tiful Music to Sports) when he became WL1R's first

Music Director and one of the charter members of
that station's air staff. In 1971 he joined WNEW-EM
as Music Director and part-time jock. After several
months he left the MD position to take over a full-
time air shift on the station, which he has main-
tained ever since. In addition to his radio work,
Richard is very involved in theatre and drama, with
an eye toward increased activity in those areas in
future years. The following article details some of
his thoughts on the role of the AOR Air Personality.

Is the Renaissance man alive today in the guise of
the AOR jock? Just a quick rundown of the things
expected of him would indicate an affirmative an-
swer. In addition fo being a music maven, he should
have a working knowledge of news, sports, poli
tics, sociology, engineering, education, psychology,
career guidance, and where you can get a ride to
Miami for intersession.

The very term AOR "jock" seems' pejorative con-
sidering the responsibilities, but it seems that no one
has come up with a better umbrella to place over
the gig. Too many of us associate the word jock
with the glib, fast -talking Top 40 approach we all
tried to get as much distance from as we could in the
late 60's. We tried to be real, sincere, honest, in
an age where all around us was pure polystyrene.
We tried to be a friend to our audience, and frankly,
in those days it was, to quote Phil Ochs, "a small
circle of friends." We wanted to be involved in
our community; we attempted to present a point
of view that the so-called "straight" media couldn't
for wouldn't). We attempted to deal directly with hu-.
man relationships that were deeper than the clean-
sing action of certain medications that would clear
the skin, thus solving all the problems a guy could
possibly have. In short, we were trying to be in -

are confined to a couple of minutes at best, which
forces us to present our ideas concisely with few
illustrations, rather than belabor the point endlessly.
Our sets of music are shorter and contain more
three and four -minute tracks as opposed to the leng
thy jams we once favored. The reason is simple:
commercials. Whereas once we may have had four
or five spots per hour during prime time, our com-
mercial load has grown to 12 and sometimes more
spots per, hour. This doesn't lend itself to the type
of long raps and music sets that once prevailed.

I work at a station that is one of a dying breed:
the free -form FM Rocker. We are still totally at
liberty to play and say what we choose. And yet
people are constantly asking, "Haven't you tight-
ened up your .playlist lately?" Since there is no
playlist, the only tigtening up has been within our
collective heads. We are still the station in town
responsible for exposing new artists, but we seem
to be more discriminating in our choices. One
reason has to be the tremendous increase in the
number of LP's released weekly that fit into our
satchel. If in 1969 we added 10 records per week.
we would be using most of the albums released.
If we add 10 a week now, we are passing over at
least 80% of the works available.

"Very few will ever bother to call or write to
tell you that on Wednesday, October 13, you did
a boring show, but the great silent protest will
be felt when the radio is turned off or switched
to another station."

volved in something more than collecting a weekly
paycheck.

I suppose that things have changed in the past
10 years as far as AOR radio is concerned. Even
the names "progressive" or "undergrourid," which
seemed so appropriate at the beginning, seem hypo-
critical now. Perhapi it was even then, but our eyes,
tinged with rosy naivete and idealism, would not
accept it. Our ideals to change things for the good
side are still present they are just more deep-
seated and fraught with the deathly hue of compro-
mise. In 1969 a commercial for a male -oriented sex-
ist publication would be rejected out of hand. Now
such ads are only turned aside if they are too bla-
tant. After all, they have a right to have their
point of view aired. Our stations are less dogmatic
than they were. We don't look askance at our Top
40 brethren; in fact we have gone back to searching
-their timeworn truisms for some guidelines that
might help our numbers, guidelines that we wanted
no part of seven years ago.

Basically, we seem to have grown up, along with
the rest of what once was called the "counter-
culture." Maybe "absorbed" would be a better
word. We have learned to face the economic reali-
ties of what we are doing, as we shake our heads
sadly at all the boutiques that are now vacant
storefronts.

The point I'm really hoping to make is that in
this absorption process, in this growing up, we have
not lost our battle. The fact that every depart-
ment store now has a boutique section means that
boutiques were a good idea. There was and is a
market for what they had to offer, but in our con-
stant American quest for efficiency, the small own-
ers have moved on, except for those who knew
what they were doing all along. It is the same
way for music and FM radio. The self-indulgent,
the excessive, the fakers were weeded out, and
what now remains are the stations that really serve
their audiences. We are survivors of a flood of eco-
nomic bad times that made everyone reconsider
their priorities and slim down to the basics.

How does this affect the people behind the mi-
crophone? For one thing, the interminable "raps"
aren't heard very much these days. Most comments

The same records are being played with greater
frequency. In the early 70's, I would try to avoid
playing the same artist two shows in a row. Now
there is a base of maybe 10 people I feel I should
use almost every time I'm on. People are unable
to listen to all four hours every day, so I try to
play important albums at different times, but much
more often than before.

The lesson I've learned in my 10 years of radio is
self-discipline. No Program Director can listen to
your entire show every day. You must be your own
PD during every program you do. If you feel lazy
on a given day, you shouldn't clutter up your time
with long tracks and cliched segues. Maybe the
station's PD won't notice but you will, if you are
conscientious. And if you are on the phone or
reading a magazine and don't pick up on it, you can
be sure that your listeners will. Very few will
ever bother to call or write to tell you that on Wed-
nesday, October 13, you did a boring show, but the
great silent protest will be felt when the radio is
turned off or switched to another station. And
another thing I've learned is to answer your phone.
Not to play requests especially, but to get the feed-
back that makes radio a two-way medium. Don't
feel that mail and telephone response really indi-
cates what your audience is thinking. Maybe one -
tenth of one per cent ever call or write you. But
if you play a record to please one person without
stopping to consider if you'll be turning the rest of
your audience off, then yoU are not exercising your
responsibility as a programmer. Your callers have
valid points very often. They can remind you of a
great old track you haven't played in ages. They
can hip you to a new artist who is creating excite-
ment with non -record industry types, the people
who listen to you and buy records. But don't
accept their suggestions as dictates. Your judg-
ment is the basis for yourprogram.

I hope that stations like WNEW-FM stay alive for a
long time. For besides giving me a place to work,and
hang out, they provide a lot of good uncensored mu-
sic and informative entertainment for a lot of folks.
It may not be as scientific as a station programmed
by computer or a computer -minded Music Director,
but it's a whole lot more satisfying.
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The A011. Music Director
When I was asked to discuss what it's like being a

-progressive" Music Director, I figured on taking
one of two approaches. I could sit down and think
it through, writing a carefully -worded, politically and
descriptively accurate essay, or I could reel off a
bunch of words in a stream of consciousness style
and hope that would cover it. As it happens. circum
stances have forced the latter approach; this fall's
release is not to be believed in its scope and volume,
not to mention the promotional pressure coming
along with it.

Actually, that's my job - the main part, at least
in time spent: I try to listen to all the new music,
make some kind of marking indications -a sort of
"first opinion" -as to the sound and texture of the

cuts, and which ones I recommend as major at-
tractions on each album. In that connection, I also
serve as liaison between the radio station and the
record companies and trades. I have no set hours
for promotional visits or calls, and it gets real
hectic sometimes, but it's worth it (unlike some
stations, however. no money ever goes across my
desk; all record company advertisers are house ac-
counts, so there is never a question of conflict -of -
interest or cause-andeffect between time bought
and times played). When albums come in, I try to
psych out which the leaders are and review them
first Using a shorthand code, I "grade" the tracks,
affix a 2" -by 4" tag with every jock's initials, and add
my comments to that I also expound on the
album a bit in a series of "music bulletins- which
are posted in the control room: these are just
first impressions, bits of history surrounding the al-
bum, and any other pertinent information. At
WHCN. we also build an airplay graph on the back
of an LP; a 3x5 card is taped vertically on the jack

By Paul Payton
IOGFM

MIIIMHARTFORD
The role of the AOR radio Music Director is one

of the most difficult to define, because of the trem
endous variation in the job's definition from station'
to station At some stations, the job basically en
tails being a record librarian,' at some it is a buffer
position to insulate the Program Director from the
onslaught of promotional forces; at some it involves
full or part time research; at some, total control
over everything played on the air; and at others a
little bit of everything.

"Country" Paul Payton, Music Director of WHCN

in Hartford, tries to approach his job in a progres-
sive way, using musicology as a base, maintaining
the ideals of the original progressive radio but
dealing with these concepts within the realities of
1976 One of the original pioneers at WBRU in
1966-67, Peyton came to WHCN in 1971 and became
Music Director the next year. During his career
he has worked at KFML and KBPI in Denver doing
AOR; worked Top 40 at WICE and WSVP; and served
as Music Director of Country WHIM. He holds an
AB in music from Brown University, and has attend-
ed the Juilliard School of Music.

et, the cut numbers indicated across the top, and
the date the track is played entered by the jock,
who is also free to enter his opinions on the com-
ment tag. In this way, when promo people call
or visit for airplay reports, I can cite with a reason-
able degree of accuracy what got played when 11
still haven't figured out what "light," "medium,"
and "heavy" really mean in digits).

We use a three current -bin system at WHCN
for new music, breaking albums, and established
goodies. These are our "format bins," which I
shuffle once weekly at minimum. Using a closely -

guarded secret guideline, we turn the air people
loose around these bins, another new bin for jazz,
and a 20,000 -album library which I'm responsible
for maintaining. Airstaff creativity makes the sta-
tion what it is, not a dictatorial Music Director or
Program Director. Of course we direct-those old
trippin'onthe-air days are over, if they ever really
existed; but at WHCN, the people who work for the
station are there because of what they do naturally.

So that's the main part of my job-sorting out the
new music and keeping it organized, internally and
externally. Part of the organization technique also
includes the sales report. We are not slaves to re-
search, but since no accurate local sales figures for
our coverage area exist, I make my own. Fifteen

locations, from esoterica specialists to high -volume
chain stores, are asked for their Top 20 weekly;
our sales report is extrapolated from this data. It
kills about 5 or 6 hours one day a week, but it
gives me the missing piece of. the puzzle. The
rest of the pieces are REtR's new -adds chart, Walrus,
national sales charts, jock input (from their exten-
sive home listening-we are graced with generally
excellent service), and most important, my own gut
feeling as to what's right for what we're doing.

I've developed a couple of peeves which this year
have grown quite intense. The amount of new prod-
uct worthy of consideration has increased almost
geometrically. This is rough, because there are only
24 hours in a day, and only so much product that
anyone can handle. Seriously, all you labels, if a
staff of professional music freaks can't digest an
average of 20-25 new albums a week, how can a
casual listener? As a result, a lot of worthwhile
product gets lost. And it seems that record compa-
nies can no longer tolerate medium-sized acts, many
of which seem to be not good enough to keep for
good, but too good to throw away.

What I foresee as an outcome is the already -
underway rebirth of regionalism. Well and good-it
is from local scenes that tomorrow's major artists
will come. But let them develop-I don't personally

like being hyped that Irving Melvin's Band is making
it in Anytown, USA, and because of that it's right
for me; on the other hand, I enjoy knowing about it,
although all these scenes and personnel changes are
a bitch to keep up with. To keep a finger on
everything, I frequently have time only to process
new music, not digest it, and circumstances some-
times make me lost in discussing something without
my notes around to prompt me. I guess that's
the price I pay for the technological advances that
make local scenes more visible, and it's nice to dee
working bands getting breaks; but it must be frus-
trating for them to be released nationally and then
lost in the shuffle. This brings up the promotional
pressure, escalating along with the amount of prod-
uct in the marketplace. There is all tco often a
tedious sameness to much of the product-and its
hype. Some original musical stylists have managed
to slip through, bolstered by local or cult scenes, and
they are like oases in the desert. However, all
this stuff to waddle through has taken some of the
fun out of the job.

But don't get me wrong-I love this combined ra-
diolrecords industry, I love what I'm doing, and I
would even do it for free on a college station be-
tween jobs. In fact, I have in the past. I've
been doing radio for 14 years (12 professional),
and I don't know what else I'd like to do. There's
no thrill that compares to discovering and breaking
a new artist. I enjoy hanging with radio and rec-
ord people and rapping down sounds, personalities,
concepts, and even trivia ("What was the flip side
of..."). AOR radio hasn't always been as personally
profitable as it is currently, and it certainly has never
been so competitive; where WHCN was until a year
ago one of only two professional FM rockers in Con-
necticut, now there are five at various gradations
of the spectrum bidding for the same audience. I

feel I've worked for what I've gotten, and I'm proud
of my resume; the situation at WHCN has been thus
far unmatched in my life in terms of respect, profes-
sionalism, facilities, and personal gratification. I'm
not married to the station, but I am to the ideals it
represents.

I enjoy the unique position I hold: WHCN's full-
time Music Director, no regular air shift, a lot of pro-
duction and "utility infield" work, including fill-ins;
and up to and including now, it makes me happier
than anything else I could do to earn a living or
make a life.

Those Southern Boys
Of AOR Radio
Continued from page 20

FM went commercial progressive. WRNO was one
of the first successful stations programmed by Ab
rams. He reflects on the early days of Southern
AOR: "AOR radio in the South started off in the
same manner as AOR radio elsewhere. It was
free -formatted with a bunch of people playing their
favorite tunes on the radio. The beginnings in the
South were a disaster, and it slowed the prog-
ression process of successful and profitable AOR
radio. The general philosophy of AOR radio in
the beginning was to do everything opposite of
Top 40 radio No Top 40 technology was applied
to AOR in the late 60's, with too much politics in
the beginning.- Abrains further comments that
"successful Southern AOR radio developed out of
successful AOR stations in the Midwest Success
with Southern AOR did not start happening until
Northern PD's came down and made it happen."

As mentioned earlier, WNOE-FM came into the pic
ture about the same time as WRNO. WNDE-FM
came into the market with a massive advertising
campaign that brought almost immediate success.
Today. WRNO and WNOE FM are still competing
in New Orleans.

Gainesville
The first progressive station in this college town

was WRUF, the college station which began its
progressive approach in May 1969 under the direct-
ion of Curtis Jones (WGVL. WZZQ, now Lifesong
Records). Jones was asked about his first impress-
ions of AOR radio. He said, "AOR radio was formed
out of a demand from listeners who wanted to
hear Hendrix and Joplin styles of music. As Top

40 became tighter with Drakeisms, listeners were
being 'shorted' on hearing the music they were pur
chasing."

Gainesville became a natural market for AOR
radio. With the student population of the Univer
sity of Florida at about 20.000, free -form AOR nat-
urally worked. Commercial progressive radio began
in Gainesville in February 1972, when Curtis Jones
pioneered WGVL-FM. In the beginning, WGVL was
basically unstructured like its predecessor, WRUF.
One of the most creative personalities during the
early days of WGVL was Bill Thacker, known as
"Montana," who organized WGVL's big outdoor
birthday party which attracted thousands of long-
haired "freaks." Most everyone in Gainesville
thought Montana was using secret codes while
broadcasting, but it was only his weird mind -he
was so weird he used to bring pet pythons to work
with him.

Through the years WGVL has remained freeform,
until quite recently when Lee Arnold (VVTAI, WORJ)
instituted a record rotation system. According to
Arnold, "There are as many 18-34's living in Gaines
ville as there are in Orlando. At this point, WGVL
reaches about 60% of the market, with potential to
reach 80%." Arnold also notes that "in Gainesville
WGVL can be a bit more progressive since the base
of their audience is a upward mobile demographic."

OTHER SOUTHERN MARKETS

Raleigh
The success story here has been WQDR, one of the

first Abrams stations. Raleigh is not a typical South-
ern city, as it probably has a higher proportion of
college -educated people per capita than the rest of
the South. Therefore, the market has its own unique
identity, with softer rock taking dominance over
heavy metal. WQDR is programmed by Bill Hard,
one of the South's most influential Program Direct-
ors.

Memphis
Memphis got off to a good start when Jon Scott

(MCA national promotion) pioneered WMC-FM. It
was free -form and had good numbers, but manage
ment failed to generate sales and revenue interest,
so the format changed to Top 40 Rock. Present-
ly, Memphis is without a commercial AOR station.

Orlando
WORJ was first here in 1970 with free -form

radio. They kept this approach for many years,
until recent times. Now WDIZ is making waves
with AOR under the direction of Mike Lyons.

Tampa/
St. Petersburg

AOR started here with the college station, WUSF.
It was true underground, similar to the approach
used at WGVL. Later, an AM progressive, WFSO,
began. Currently, Tampa receives the signal of
WQSR (Sarasota) WQSR is one of the few free-
form stations working successfully. They are the
most "Northern -sounding" AOR in the South. Mark
Beltaire and Steve Huntington are doing a fine job

with their wide music list.

Others
There are other stations in the South which are

making waves. For example, WERC-FM/Birming-
ham. And there's 3WZ, Charleston, one of the finest
sounding AOR's in the South, WBELt/Beauf °rt.
WRPUCharlotte, and many more can be added to
the list.

AOR is alive, well and growing rapidly in the South.
The Southern Boys of AOR radio are maintaining a
professional plateau comparable to any other region
in America. There is a regional pride and identity
in every Southern market, thanks to musicians who
have helped establish the identity of Southern
AOR radio (Allmans, Lynyrd Skynyrd, Charlie Dan-
iels, Marshall Tucker, the Outlaws, etc.), and people
like Gary Granger, Lee Abrams, Jack Crawford, Lee
Arnold, myself, and others who have watched AOR
in the South evolve from a stepchild to the sleeping
giant of the immediate future. Yes, boys, AOR in
the South is here, and "we're gonna do it again."

Radio Et Records...
The Only Industry Trade With an ACM Section

r

Radio & Records
6430 Sunset Suite 1221, Hollywood 90028
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ADDITIONAL COPIES OF THIS AOR SPECIAL ARE AVAILABLE-
Mail $2.00 per copy to Radio Et Records AOR Special, 6430 Sunset Blvd., Suite 1221, Hollywood, Ca. 90028.
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Airdate: The evening of January 1, 1977
These stations Have Already

Requested Clearance...

KLOS/Los Angeles KSAN/San Francisco DC 101/Washington D.C. WCMF/Rochester
WSHE/Miami KDKB/Phoenix KZEW/Dallas WQFM/Milwaukee
KBPIJDenver WMMS/Cleveland WAIV/Jacksonville KMODITulsa
WDVE/Pittsburgh WBCN/Boston WCOL-FM/Columbus WHCN/Hartford
KGB/San Diego WYSP/Philadelphia WROCUCharlotte KISW/Seattle
WDAI/Chicago W K LS/Atlanta KEXL/San Antonio WLRS/Louisville
WQSR/Tampa WKDA-FM/Nashville WAAF/Worcester KYYS/Kansas City
WPUINew York WORJ/Orlando WKGN/Knoxville WQDRIRaleigh
WRIF/Detroit WGRCUBuffalo KQMQ/Honolulu KPAS/E1 Paso
WSANIAllentown KFYE/Fresno

To get your station involved, call the
Radio People at Audio Stimulation

(213) 466-5201
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Top Programmers Debate The Philosophies Of
AOR Radio

The growth of AOR radio as an industry force
over the past few years has been so rapid and wide
spread that the genre runs the gamut in terms of
styles, methodologies, philosophies and terminolo-
gy. On an obvious level, most of the variations
in the national AOR radio spectrum are lumped
into two major categories: "tight" and "loose" in
regard to the stations' policies of adding records,
jock discipline, and overall environment. On a more
subtle level, there are countless differences be-
tween the stations that qualify for the profess

FEATURING
Bonnie Simmons, PD KSAN/San Francisco
Bert Kleinman, Exec. VP of Programming, Drake/Chenault
Clark Smidt, President, Broadcast Ideas and Operation
Stan Garrett, PD KZEL/Eugene
Jeff Pollack, Music Coordinator, KBPI/Denver
Norm Winer, PD WBCN/Boston
Bill Compton, PD KDKB/Phoenix
Jack Crawford, PD WKDA-FM/Nashville

r. P Wivl

Tonal umbrella term AOR (Album Oriented Rock).
For the purpose of airing out some of these diff

erences within the structure of AOR radio, with the
hope of finding universals in terminology with a
respect for variation, Radio Et Records organized a
"debate" situation between some of the genre's
leading programmers, with a balanced cross-section
of the field represented. The original plan was
to have the debate solely between two people,
Norm Winer, Program Director of WBCN in Boston,
who would represent the "loose" faction, and Bert

Kleinman, Executive Vice President of Programming
for Drake/Chennault, who would represent the more
structured, "tight" faction. The audience Jack
Crawford, PD of WKDA FM in Nashville, Bill Comp
ton, PD of KDKB in Phoenix; Stan Garrett, PD of
KZEL in Eugene; John Gorman, PD of WMMS in
Cleveland; Jeff Pollack,,Music Coordinator of KBPI
in Denver; Bonnie Simmons, PD of KSAN in San
Francisco,. and Clark Smidt, President of Broadcast
Ideas and Operation (formerly PD at WCOZ/Bos
ton) -was originally invited to serve in a questioning

capacity. but that rule was waived, as it quickly
became evident that each person present had some
thing to offer to the debate. representing different
views As a result. all present proceeded on an equal
footing Radio Et Records' AOR Editor. Mike Ha,
rison, served as moderator.

The debate took place late into the night in Har
rison's hotel room in Sap Francisco On September
19 The following is an edited transcript of the con
versation that transpired, with only repetitive or e.x
traneous dialogue omitted
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RBA: We'll start with Norm Winer. Please define
what you consider to be your type of AOR radio.
WINER: WBCN is essentially a radio station whose
musical diet comes from all types of music -Class-
ical, which is our owner's particular favorite, since
that's what we were before we switched formats
eight years ago, and Jazz and R&B and Blues.
There are many progressive or AOR stations that
play no Black music, but we play a pretty good quan-
tity of that. We also play tapes of local music-
ians, which are not commercially available; we do a
lot of live broadcasts, we have a very active and
multi -faceted news and public affairs department,
with the largest staff of any in Boston for an FM
station. We've got about eight people in there,
not all fulltiine, but eight people with weekly respon
sibilities. We have primetime scheduled public of
fairs shows, a lot of news, we try to be active in
our community, we do things like low-keyed. non
plastic blood drives and voter registrations. We
broadcast live' hrough our mobile facility, which en-
ables us to do radio from the street and do live
broadcasts from theaters without any notice.

KLEINMAN: I'd like to look at AOR from another
perspective, aid that's with respect to its width,
as opposed tc its depth. In some radio stations
it's that very depth that becomes the major inter-
est factor at the station. I think that one of the
things that the ' A" in AOR has to do with is
the audience. Certainly AOR stations play music
that comes from albums. The researchoriented
ones say they do because that's what the people
are voting for in terms of their purchase of album
product. But Vs not just the kind of music, I think
it's the entire orientation of the radio station to
wards the audience. a particular audience which per-
haps felt that it was not being served by a lot
of other radio stations. It is the orientation to-
wards this audience -
WINER: That s srves in what respect?
KLEINMAN: Well. many people felt maybe the ra-
dio stations retlected a lifestyle they were not com-
fortable with. In any event -
WINER: What do you mean by that?
KLEINMAN: Wel: , let me project it another way.
There were a lot of people, and I think there still
are, who feel they don't enjoy some types of radio.
Some people don't enjoy AOR, don't enjoy Country,
don't enjoy MOR My point is, I think there's a
turning of radio stations back towards the part-
icular audience, to serve that audience, for instance,
with blood drives as well as a lot of other things
you do at the iodic) station. That to me is the
real essense of AOR. It is an orientation towards
playing to as opposed to playing 'at an audience,
and serving that audience. We happen to be playing
album music, an easy way to define it, you could
just as well say we were playing 8 -track tape music
or lampshade music, but I think it's this orientation

THE GREAT DEBATERS: (front row I to r) Bonnie Simmons, PD KSAN, San Francisco; Bert Kleinman,
Exec VP of Programming, Drake/Chenault; Clark Smidt, President, Broadcast Ideas and Operation; Stan
Garrett, PD KZEL, Eugene. (back row) Mike Harrison, Managing Editor, Radio & Records; Jeff Pollack,
Music Coordinator. KEPI, Denver; Norm Winer, PD WBCN, Boston; Bill Compton, PD KDKB, Phoenix;
Jack Crawford. PD WKDA-FM, Nashville; John Gorman, PD WMMS, Cleveland.

that is very important in AOR radio. Some people
feel you best serve the audience by consolidating
and organizing the music, and other people feel that
you best do it by letting human beings have free
reign. I think they're both valid, but they're both
directed at serving an audience, which to me is the
beginning of AOR radio.
R&R: OK, I have a question for each of you. What
steps do you take, or how do you know that you
are serving your audience by your type of pro-
gramming.,
WINER: For one thing, the sort of things we deal
with and talk about on the station, the sort of PSA's
we do, the organizations in the community we get
involved with, the events we give publicity on our
newscasts, generally have large quantities of people
there In many instances, solely because they heard
about it on our radio station. Obviously, if they
weren't interested in such an event, whether it
be a blood drive or a live radio show from an
aquarium or a day at the zoo, or a free outdoor
concert. they wouldn't be there. But there are re-
sponses to things like that.
R&R: Physicalandaudible.
WINER: Physical and audible, but what I'm saying
is something more than simply regarding the music.
I don't mean to harp too much on our PSA pro
grams and public affairs, but when you're talking
about the way a radio station relates to a community,
when you talk about Album Oriented Radio, the
"A" is far less important than the "R", and what a
radio station is supposed to do is to play an in-
strumental role-no pun intended-in its communi-
ty. It's more than playing the songs the kids want
to hear, it's really an active involvement in the com-
munity, specifically because you're there, and the
only reason why the FCC supposedly lets you stay
there, is because you have something to do there.
KLEINMAN: I would like to add to it. I think
that the people who listen to AOR stations are
perhaps more demanding and expect more involve-
ment from their radio station than people who listen
to a lot of other stations. One of the interesting
things is that if you had one question to ask a per-
son, and you wanted it to indicate a lot about them
as a human being, one of the most meaningful
questions you could possibly ask is "What's your
favorite radio station?"
WINER: Especially when you're holding $50.
KLEINMAN: No, even without it. I'm just talking
about if you're talking to a person and say, "Hey,
what's your favorite radio station?" and they name
the Beautiful Music station, That says a great deal
about that person. Music is a very internal im-
portant thing.
GARRETT: I tend to disagree with that. I have to
disagree that music is that vital to a person's life.
There are too many people who listen to my sta-
tion who are just too callous. You can go out and
about and they can only name a half dozen rerxetls,
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KLEINMAN: But a lot of people will listen to a
particular station and will identify in a cultural way
with it, that was all I was trying to say. I wasn't
talking about the depth of people, as related to what
Norm said, and that is that a radio station cultur-
ally is a very important element in somebody's
life, and I think it is this culture and identifica-
tion with the culture that is part of what makes
AOR radio AOR radio. Has anybody here con-
verted a station to AOR? A radio station is first
of all silence. Anything other than silence is what
we add, and when you do that, when you start
from zero and you start adding, you have to look
at the station in terms of components. You can get
all the great music in the world you want, you can
get all the great jocks on the air, but until you've
stretched out and, as a WBCN does, gotten down to
the people, you don't have AOR. You have some-
thing that is plastic and impersonal, even though you
could be playing the craziest music.
WINER: We're talking about the unique sort of re-
lationship an AOR station has with its audience,
but we have to put on record the fact that that
doesn't necessarily have any correlation whatso-
ever to ratings. Despite word of mouth, or the gen-
eral hip sentiment in a given market as to what is
the best, the most popular, the most vital station
in the market, in terms of its impact on people's
lives, all that might have no reflection whatsoever
on the ratings, and it is in effect the ratings that
ultimately will determine that station's fate.
KLEINMAN: Radio stations, other than Number One
stations, stay in business. I think the ratings ser-
vices are very clear about what it is they measure,
and I think they measure that quite accurately.
What you're saying is perhaps what they measure
is not necessarily what's important to you and your
radio station. That's a whole other thing.
R&R: Let's talk about goals. Is it the main goal
of an AOR station to go after the potential audi-
ence, or to please the already obtained audience?
WINER: The degree to which a radio station is
doing what they're supposed to be doing 1% the bal-
ance of that, because that's what every radio station
has to be doing, pleasing their loyalists, the hard
core, expanding their audience. without sacrificing
any of their marks of success.
R&R: How do you deal with that at WBCN?
WINER: Painstakingly. It's an extremely difficult
part. I didn't talk about how the station is struc-
tured. It's something less than what was once
called free -form, and that's been the case for about
the last two or three years. But there are about
30,000 records, scratchy old Blues records, weird
comedy records with obscenities on them, which
we don't play any more. Most people who used
to play them actually don't even work at the station
any more. There are all sorts of things in there that
people have played, and in terms of the general

programming philosophy, there are minimal guide-
lines in terms of specifics, because programming
guidelines are generalities and I'm simply not going
to tell a person who's gotten their job through
their expertise in terms of musical awareness, know-
ledge, vocabulary and sensitivity, how they should
put it together. That's why they're working there,
so I give them the records they can use to do their
radio shows, and give them a few specifics in terms
of what time of day they're on and so forth, and
the fact that WBCN is competing in a certain time
and space with stations doing very specific things,
so we have to keep them in mind. I basically
indoctrinate them, and because these people have
been working there so long, it's been a long process
of discussion and idea -swapping and sharing and
vetoing and some dictatorship and a little tyranny.
I've gotten better at that as time has gone on. But
essentially it's a subtle process, compared to comp-
uters and charts and graphs and things like that.
By and large, I'd say it works, but simply because
of the specifics of the situation and the people
who are there and the degree to which they have
been able to assimilate the things I've tried to con-
vey to them, in terms of the way I would like the
station to sound.
KLEINMAN: I woutd like to talk about goals.
I think the goals of a station exist on several
different levels, one of which is the level you men-
tioned, in terms of the relationship between the Pro-
gram Director and the people on the radio. I

still think the first goal of a radio station has got to
be what its license says, to serve the people.
There's a lot of ways you can interpret that, just
like there's a lot of ways you can interpret the Bill
Of Rights, but it is a very basic, simple, and impor-
tant thing. There are management goals for a sta-
tion, some of which are related to making a lot of
money, or making a little bit less money and having a
better station, or related to having a station one is
happy to have even if it doesn't make any money.
Then I think there's also how one accomplishes
this and how one relates to the people at the radio
station, how they relate amongst themselves. The
job of a Program Director is to direct the program
of the station. You do it perhaps in a way not
unlike a theatre director. You don't give them the
lines to say, but you try to create a circumstance
which makes these people function to their best and
ultimately to the audience, and that is a very diffi-
cult thing for which there are many different solu-
tions. But there are other approaches to people
being happy and having other kinds of stations too.
R&R: One of the questions here then should be,
is the directing done in retrospect or done pro-
jectedly? How do you feel about that? In other
words, when you're driving along, you hear WBCN
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and it sounds terrible to you. Has that ever hap-
pened?
WINER: Certainly.
RbR: You take action as Program Director, correct?
WINER: Generally, yes.
RbR: Do you ever feel with anybody on the air
that sometimes you should direct them prior to
their going on the air, rather than in retrospect?

Norm Winer, WBCN

WINER: It's a subject obviously that's impossible
to generalize, Mike.. On the one hand, there are
fulltime announcers who do sparkling radio shows
and for years have gotten wonderful ratings, and
then one night their car breaks down and their old
lady leaves them and they're on the air with the free-
dom to program anything they want, so it's sad
songs for four hours.
RfrR: The reason I ask, though, is because when
you think about it, this issue is one of the major
differences of opinion and philosophy between the
two styles.
KLEINMAN: You see, essentially, I think we're try-
ing to do different things, and so we have different
means. It would be ridiculous to try and accomp-
lish the kind of human interaction Norm is talking
about by giving a bunch of people cards and slogans.
On the other hand, to try and get this other kind
of sound, it would be absurd-
RbR: And I'm sure there are some people in this
room who would have a third feeling about that,
saying both types of radio have the same goal,
just using different means to attain that. Is there
anybody here who feels that way?
GARRETT: I have a question about that whole
thing. Why do you do what you do, Norm? I

assume that this goal is survival, to do good radio
and to please your audience, so why do you ap-
proach it from your method? Justify that, Bert, and
Norm, you justify yours.
KLEINMAN: I don't know if I would attempt to
justify it, but I can explain it. My approach to radio
is to some extent a marketing approach, in the sense
of, looking at a market and trying to figure how
to serve the people there. A structured AOR is one
way to serve that audience, that market: it's not the
only way. To do a structured AOR format, you
have to structure it, there's no way to do it and
have a non -structure.
GARRETT: I assume you speak for progressive and
underground. Why do you play Rock music as op-
posed to Beautiful Music, when a cut will be on
albums and you can still gain the audience? He
uses the term AOR as the means, the format, or
area he's working in to gain an audience. When he
said AOR, I assume he means progressive, under -
round, free -form, those kinds of terms.
RbR: / think he means the musical term that takes
them all into consideration.
KLEINMAN: This is a question that's much more dif-

ficult for the structured AOR programmer than it is
for the person who says he plays Mantovani be-
cause that's the way he feels and it works, that's
right. For the structured AOR person, you have to
make a decision, you have to sit there and say
George Benson, "This Masquerade," is that record
one that fits within the framework of this music?
You can sit down and you can really think about it,
whereas on your station, I would imagine that if
somebody felt that, it would be by definition rele-
vant.
WINER: Then here we're into some generalities
that I think should be cleared up, because for one
thing the concept of a structured AOR station would
probably apply to WBCN, in that I decree, and only
I can decide whichYbcord will be added to the library
from all the new ones that come out. I personally
pick each cut that will be playable on each album,
but the difference is that they can play any song
they want, any order they want, and there are
zillions of them in there, not five, not two a week,
so I'm a structured AOR station.
KLEINMAN: So if you say you don't want George
Benson played, then nobody on the station can play
it, is that correct?
WINER: Exactly.
RfrR: Is there anybody in this room who has a
type of AOR radio that's different from that?
WINER: I didn't make this clear, but the basis on
which I make records and cuts playable is on the
votes of the announcers.
KLEINMAN: But it is nevertheless a committee of
people who on your station -
WINER: It is either a committee of people or my-
self.
GARRETT: What if nobody likes it, but it's selling
a ton?
WINER: Then I would put it in the library and nobody
would play it. It depends what it is-take Dr.
Buzzard. It's selling like crazy, promo men are
frothing at the mouth over it, they think it would be
the most appropriate thing in the world for us to

before. That might indicate to them that certain
cuts are overplayed, that some things are not getting
the attention, because no matter what time you're
on the air, you think you know what everybody else
on the station is playing, but you never do. When
you put those six shifts together, plus the weekend
people, you get an entirely different picture of the
radio station than what you thought.
KLEINMAN: Well, you do after the fact what a
structured AOR station does before the fact.
SIMMONS: I suppose it has less paperwork than I
might get involved in if it were to be more struc.
tured, but it's difficult in that, one, you're placing
your trust in all those disk jockeys, and any number
of things can go wrong. You're leaving yourself
open to things happening, you're also leaving your-
self open to a built-in disadvantage. Without the
props or tools, like cue cards, music list, everything
you might use, the disk jockeys are open to periods
of not doing so well on their shows, or being boring.
At the same time, our lack of structure allows for
that brilliance which sometimes comes out too.
But if they're not feeling well, if something goes
wrong, your show can fall apart, and you don't have
things to grab on to, so it is chancy sometimes.

Bonnie, have you found that there are some
unwritten cards, that certain things are repeated
over and over again even though they're not on a
card?
SIMMONS: Sure, I'm sure we have lots of them.
GORMAN: WMMS is basically a free -form format
that also does research. We do a forty -store survey
every week. We make this information available to
everybody on the air. An MMS person has the total
freedom to play whatever they feel like, bearing
in mind there's an audience out there, this is what's
selling, you don't have to play it just because it's
number one, you don't have to play it once an hour,
but at the same time understand that this is what's
selling. Albums are added, and we have a Music
Director who puts cue sheets on albums and will
listen. If there happens to be a few cuts that stand

"I wouldn't be involved with radio if it takes a much lower
position as an art form. I have sold out almost as much as I'm
going to sell out. I have compromised, I have done research,
I have done all that shit. I have become a Program Director
almost to the full extent that I ever had to become a Program
Director."

-Norm Winer

play, yet the jocks wouldn't touch it with a ten -
foot pole.
RbR: Do you ever do anything to suggest it to
them, either by whipping orjust smiling?
WINER: We have music meetings, I play the records
for them, they are musical experts, they know a
good record when they hear it, and if they don't
like it, I'll go with them.
KLEINMAN: If they didn't know anything about mu-
sic, then what?
WINER: Then you would have to tell them exact-
ly what records to play.
SIMMONS: At KSAN nobody makes musical deci-
sions as to cuts people can or cannot play. There
is a Music Director who listens to as much of the
product that comes in as possible. He will perhaps
mark a cut with his initials if he really liked it a
lot, more than anything else on the album. He will
also take albums and put them in a new file, which
holds maybe 200 LP's. But being put in the new file
does not mean that it will get played, nor does it
mean that if something is not in the new file that
you can't play it.
KLEINMAN: Can you just bring a record in and put it
on the turntable?
SIMMONS: Each disk jockey makes his or her own
decisions on everything they play on the air. The
only thing we actually ask of them is-something we
have encountered is that people working on the air
have a tendency to program to their three best
friends.
KLEINMAN: Maybe the people they are depending
on are not typical of the audience.
SIMMONS: Lately in meetings we've been talking
a bit about that, and perhaps sticking to things
that are more familiar or at least each set having
something familiar to the average listener out there.
But none of the disciplines are written, there is no
list. There is however a backwards music list-we
make a list of the things that were played the week
before. As people do their shows they fill out a
list.
KLEINMAN: You do the post-playlist thing.
SIMMONS: Exactly, and that's used mostly to indi-
cate to the people on the air that perhaps things are
getting overplayed. They'll see how many times
cuts got played on the new albums from the week

38

out, they'll be starred, but that doesn't limit a person
to just playing that.
POLLACK: Do you put the records in different
categories? Like top -selling records...
GORMAN: Our albums go in the studio, but every
body at the station also gets a copy of the albums,
and the Music Director might not put an album in.
If somebody on the air wishes that album to be add-
ed, it's added. All it takes is one person to add
an album. Basically, it's unstructured in that sense,
but at the same point, they understand what is sell-
ing in the city. We also do requests, we have a
24 -hour request line, so we know what people are
requesting, and all of this is made available to the
air staff, but they can do with it as they see fit
within their own personalities.
KLEINMAN: Even though we all approach our radio
stations in a very different manner, we're all working
with either the staff we have or the kind of staff
we can get given the circumstances. Bonnie is
sitting here in San Francisco, she can obtain a quality
person to work with her on that radio station.
Put yourself out into Greenville, USA, and the free-
dom of the jock in Greenville certainly is no less
important than it is in San Francisco, but in terms of
accomplishing your goal, which is to have a radio
station that serves the people, you are governed by
the kind of people we have in terms of their musi-
cal knowledge. And I'm sure that all of us vary
even from week to week in the degree of authority
or control that we exert, no matter how structured
or unstructured the stations are. Being a Program
Director is being a manager, and it's being a manager
for a 24 -hour -a -day operation, and that's a very com-
plex kind of thing.
GORMAN: You're saying if it's Greenville, USA, a
small market, that you're limited to the air perso-
nality that you can get. The odds are better for
getting better people if you're in a larger market?
KLEINMAN: I was not trying to put down the small
market person, I want to make this very clear.
What I was saying is that in terms of the tremen-
dous sophistication of musical knowledge some
of you people demand, that there are very few
people in the entire United States who have it.
RDA: Let me reiterate what Bert is saying. Sup-
pose tomorrow everybody left your station and you

had a whole staff to fill and the only thing you
had available to you was the type of air talent avail-
able to a radio station in Greenville. Would you run
your station the same way, or would you immediate-
ly take steps to tell them what was done and what
you expect of them, and if they were unable to do
it, would you set out to structure it for them?
SIMMONS: So I have no staff and I'm working with
a bunch of people who are from Greenville, Mars,
and they have no radio experience?
REM: They have very little, they're young, they're
right out of school, and they're all anxious to get
ahead and a lot of them really think that they're
fantastic jocks and have great musical knowledge.
What would you do in such a situation?
KLEINMAN: That's what we deal with.
SIMMONS: Why?
KLEINMAN: Why? Because somebody has to,
somebody has to go out there and help people who
may not have tremendous resources to try and be
something.
SIMMONS: It's certainly possible to trail people,
though. People in KSAN, most of the people on
the air, a lot of people who have been on the
air there, a lot of them had not been in radio before
they came to KSAN, and did have to be
trained as announcers and as personalities and learn
how to operate. When Terry McGovern, who has
taken the mornings from 14th to second in a year,
came to KSAN, he had been at KSFO for six years
before. At KSFO they didn't deal very much with a
lot of the current music, and he basically had a
six -year gap of musical knowledge. He had not
paid attention, and I was faced with bringing him
through six years of it and keeping him current and
getting it to a point where he could do it by him
self, because I certainly didn't want to get up at
six or seven in the morning for as long as I did it
with him.

Bert Kleinman, Drake/Chenault
GORMAN: The question that you asked relates to
the fact that WMMS was born out of a situation just
like that, or reborn. It was Metromedia that had
highly visible air personalities. and when Metro-
media sold the station and the new owners came in,
a lot of people anticipated that the station's format
would change. The station didn't have fantastic
numbers, occasionally it would have a flash, but as a
whole, it didn't look as though it was going to go
Most of that staff had left, and Denny Sanders, who
was one of the original people at WMMS, was faced
with the problem of putting together the staff and
maintaining the show. Denny brought me down and
it was up to the two of us to try to rebuild the
radio station in two weeks. Denny started before I
got there and I continued it in going after local
talent. We had to raid the icebox and there- was
nothing left, and we couldn't wait and ask for tapes
from all over the country and all that, so we went
to the college stations and raided them, and most
of these people, it was their first time in radio.
On WMMS today, we have three aliens, who weren't
born in Cleveland; everybody else on the staff was
born and raised in Cleveland and it's their first
radio show.
RfrR: What would you do then if you were sud-
denly faced with rebuilding it again?
GORMAN: I'd do the same thing that Denny and I
did the first time-look for the good raw talent, who
have an interest not only in music but who know
how to talk to the Cleveland audience.
RDA: Do you all think that one of the weaknesses
in AOR radio then is the ability of programmers
to find the raw talent? Considering the criteria
they use for judging it, are they overlooking a lot
of potential raw talent?
SMIDT: But there's also a lot of talent we brought
for WCOZ that had already developed itself in other
situations. WCOZ was nothing a year ago last
August, and now it's a very fine -sounding station,
and most of the people had prior experience. There
was a group of talented professionals who came to-
gether in that situation.
KLEINMAN: I'd like to talk about something which I
think is good news as opposed to bad news, in terms
of what has happened to AOR radio. Yes, it,started
with some very creative people that had a lot of
special things happening. Now it's come to the
point where we need to spread out, and we need in -
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stead of spending eight years building one incredi
ble radio stat on, six, eight, nine or ten months in a
lot of cases to created a viable radio station in the
market. Otherwise, management says that's it.
There's a lot cf us that don't have eight years. Now,
this is not to say that WMMS or KSAN should not
continue to exist, but there's another way to do it
too. And that is to come in and start with the si
lence, put together the root of it, and then let it
build locally from there, whether it builds into more
formatting or less formatting. A lot of us are faced
with the probllem of a radio station in such -and -such
a place, this is January, there's an ARB in April.
You want to lave this station on the air past Sep
tember, so let's see something in this AprillMay
ARB. There are a lot of people who say that radio
stations cost a tremendous amount of money to ope-
tate, so the key is to find a quick way to put on a
valid radio station. A lot of those can be extremely
good. A lot of us don't have eight years.
POLLACK: II it's going to take a certain amount
of time, then I'm going to want to get the best

Bonnie Simmons, KSAN

that I can find. You're going to be wasting a lot of
time looking wound for people if you're in a small
market, and a lot of people aren't going to come to a
Greenville, USA. because you're not going to be able
to pay them enough.
WINER: So you use the local town, and you're
going to have to give them guidelines, because what
other way is there? If you have a timetable..
KLEINMAN: But you're not talking about taking the
entire trip, you're not talking about taking the coin
munity involvement -
WINER: Who said I'm not talking about it? I'm
the one who brought that up in the first place. I

think that's very important.
KLEINMAN: How are you going to set that up in
three months?
WINER: There's a lot of ways you work at it. You
decide to do a blood drive, well, a radio station can
decide that they're going to go out and go into that
community anc, find everything they can possibly
do. That has nothing to do with whether they're
structured or have phrases or anything.
KLEINMAN: Is that as essential in the process of
setting up an overnight radio station as the three or
four records you decide to add in a given week?
WINER: Absolutely. As a matter of fact, Without
that you have nothing. You think that in terms of
relating to an audience you're really giving them
their due, when on the one hand you're trying to do
things that might be beneficial for them and get
your name in the community and establish some sort
of reputation and image for your station, but on the
other hand you don't let your announcers talk to
them or play very much music for them because in
your opinion they cannot assimilate that much-
POLLACK: But you know, Norm, what we have
forgotten, which is very important, is that talking
to your staff and getting a common goal among
your staff, being able to express what are we here
for, and if each air personality knows what the sta-
tion needs to accomplish..
WINER: Yes, every radio station has to be struc-
tured to the extent that the air staff is complying
with the Program Director's vision of what the
radio station should sound like. To that extent,
when you're hiring novices, you've got to structure
the shit out of them as opposed to when you're
hiring musical specialists, you have to structure
them a lot less Now I think that a lot of the
people you're hiring are the people in a situation
where they're setting up overnight AOR's or hiring

people who are Top 40 rejects but who grew their
hair a little longer or smoke better pot, and they wind

KLEINMAN: I think there are a lot of people who
are honestly trying to learn about AOR radio.
GARRETT: But you don't just hire people, right, you
just tell the people there what to play, right?
KLEINMAN: Neither.
REA: Bert is speaking here not atily on his cur
rent project, just like you re not, but on the many
projects-
KLEINMAN: But if you're going to get invclved
with the community, what do you think is a bet-
ter way to do it, sitting down and saying "here we
are and we've got to get out into this commun-
ity, we've got three weeks, six weeks, six months, a
year to do it", or sitting there and saying, "well,
I hope by some magic my jock who comes in to-
morrow morning is going to magically go whoopee,
whoopee, on top of everybody in my community?"
WINER: Oh no definite strategy. I didn't suggest
anything like that. But to many radio stations who
are trying to make an impact immediately, relating
to their community means giving $50 to some-
KLEINMAN: I'm not talking about that and I don't
think any AOR station could go on like that and get
any results.
GORMAN: You're all limited to a situation where
you have to deliver commercial success in a
short amount of time. ".

WINER: I think all ombetKipprs want to at least
break even or make some rriiaftW4/1044.804
KLEINMAN: But quickly.
WINER: Everybody does.
REtli: How much pressure do all of you feel
is on you as far as time is concerned and where do
you draw the line over what's a short period of
time and a long period of time? Is it from book
to book? Is a station reborn after every book?

person who started it and who built it to where
it is, so you can speak for that station that really
existed up until this point. Was WCOZ in your con-
ception actually coming for WBCN?
SMIDT: Yeah, we got a lot of local -press on the
great Boston "air war," WCOZ and WBCN, and they
showed pictures of the stations with call letters. It
was good press for both of us, we got our call
letters and pictures in the papers, the weeklies.
WCOZ was designed to get the 18-34 audience, so I
wasn't after BCN, bvt I was after a percentage of
WBCN just like I waslafter a petcentage of WVBF,
WBZ-AM and FM, where I brought the staff from,
and WROR, and anybody else who was getting
those sort of numbers. It was a combination of
stuff, but we still played a very large variety of
albums. We were at this New England Broadcast
thing last weekend, and people were talking about
Providence stations coming on with 21 -hit playlists
and being a hit, but we came on with a playlist of
21,000 and it worked.
WINER: How did you relate to the new music?
SMIDT: Well, we probably didn't relate to new mu-
sic as much as you did. We didn't add as many new
records, but we also didn't have that much of a
tight playlist. I think we had a current list of a
hundred albums.
WINER: OK, one of the cliches would be-and I
think this would be something that representatives
of the record industry would say in terms of the
differences between stations *A94 514R being the
way in which they 110100ftelle-the cliche
was, and no offense, Oar c, that W Z would wait
until WBCN was on a record and established it
before they would start playing it, and with many
new records that was true. There were some
records they played before we did, but the fact that
they would wait until we established records, and
the way we're going about playing new product

"The more formatted AOR stations are getting
incredible teens. I think that's very important.
Teens are starting to get oriented to this kind
of music."

John Gorman

POLLACK: I think trends matter more.
R&R: And how do you mean that?
POLLACK: How has the station performed over the
last two or three books, what sort of things arc you
doing, are you going up, is it steadily downward,
are you holding steady, is there new competition
and how are you doing._
KLEINMAN: I think informed owners understand
the dynamics of radio station growth, and they mea-
sure it in different ways. They measure it in terms
of business, and a lot of AOR stations exist be-
cause they have great business and not because
they have great ratings. It takes two, three, four
years to build a radio station, but in the first six
months or a year, when you've started from scratch,
the guys have got to see something. You just can't
sit there and flounder and wait for it to happen.
You have to see some level of results.

SMIDT: You've got to come on with a good sound
and a good product and you can start taking cum
mercials immediately. WCOZ was sold out with only
six an hour, but sold out in November, and we came
on in August. It was local advertising responding
to a good immediate sound.
WINER: The major factor in a market would be
the degree to which AOR radio is in its heyday,
and it's really not, because there's not that many
people doing it in very many places, and there's a
lot of people trying to prostitute the shit out of it,
and I kind of resent that. The fact is that a new
radio station in a market, particularly one that plays a
larger quantity of music, is one That in 1976 most
people between the ages of 14 and 25 want to hear,
even in Greenville, USA. So the initial impact of a
new station in terms of being placed in the middle
of that culture, something they've never had, the
impact right there would be satisfying all those peo-
ple. WCOZ in a major market was satisfying the
desires of people who had had only one radio
station to listen to for seven years, and if for no
other reason, they were intelligent, sophisticated
people, they wanted to hear what COZ had to
offer, because they basically knew WBCN, so just
promotion of the existence of a new source for them
was sufficient to let them go over there.
REtR: But what was the difference between the
two stations when you both were there? Clark,
we know you've since departed, but you were the

now, is such that we try to establish a record.
I

won't let a record be played..

SMIDT: I think you're correct in saying some of
these things...
WINER: Well, I'm overstating it, but I'm telling you
the cliches.
SMIDT: We watched what was happening in the
market, and we did go on a lot of records before
WBCN, but we played new product in a different
consistency, in a different frequency, and the new
product was balanced with the old product. It was
a combination of how we presented the music and
who did it and at what time and with what approach
and information that made WCOZ do well.
R&M You brought up a good point, and I want to
ask everybody in this room the question, do you
think AOR radio allows the record industry to es-
tablish most of the criteria that goes into judging
"progressiveness?" Do you think AOR radio reacts
too much to the judgments, accusations, and gene-
ral chitchat of the record industry in regard to
how well that station is, in fact, serving its com-
munity?
GARRETT: Sure, we react to that over the long
haul, but I think the audience can tell you instantly.
If you go on a record the company is into, you bought
it, you played it, then the audience will tell you in-
stantly whether or not you should continue to play it.
REtR: How do they tell you instantly?
GARRETT: The fact that nothing happens, it turns
out to be a zero. You play it, everybody's play-
ing it, it's getting exposure, and nothing happens
with it. There's enough new product coming in
where you don't have to deal with those nothing -

happening records very long before you know you
should be on to something else.
COMPTON: It doesn't apply, at KDKB we don't
get as much pressure from record people to go on
certain records to be progressive as to cut back
and be more structured in the way we do radio.
The main thing we hear is that we don't sound like
KLOS or we don't sound like KMET. The main kind
of feedback we get from record people is "I hear a
lot of things on your station that I don't hear in Los
Angeles."
SIMMONS: They would like you to have a rotation?
COMPTON: They would like to be more familiar
with our music. They consider Phoenix a kind of
oasis situation. We get pressure from record comp-

anies telling us what they think is progressive,
but I don't think we particularly respond to it.
CRAWFORD: We're probably about the only AOR
station in Tennessee, not just in Nashville. Mem-
phis has none, Knoxville just recently acquired one,
and we expose so much more music than anyone
else in the entire area that they don't have any-
body to compare us to.
GORMAN: It's kind of difficult to answer that ques-
tion, at least for WMMS. I think record companies
are still puzzled with how to relate to MMS. We go
on a record that is selling, when we add a record,
there are sales. If we add something that doesn't
go over, they won't get any response, no matter how
hard they try to promote the thing. Is the question
really how much influence do record companies
have on us?
REM: On your attainment of those ideals, philo-
sophies, and the self-image that you all have. You
all sit here and talk about your philosophies, you're
talking about your goals, about the things other
than ratings that you are trying to get, because you
are idealistic and faithful to certain roots of AOR
radio. Now, in monitoring your success or failure,
in reaching those non -rating goals that make you
AOR, who do you use to tell you, other than your
own opinions, whether you're there or not? The
record companies? And if you do, how much of an
influence do they have? Example -1 just went to
New York City and I was talking to record people,
and they were talking about the market, and a large
number of the record people were putting down
WPLJ and praising WNEW-FM because WPLJ is,
and I quote, "not that progressive."
WINER: But WNEW announcers do all their national
spots. One question I would like to ask the group
with all these tape recorders on, is to what ex-
tent is anyone concerned with the reactions of a
promotion person or promotion people generally, to
your radio station?
POLLACK: Norm, I think we can close out a real
good source, because a lot of record people, es-
pecially today, know a lot about radio, a lot of them
work in radio, and I think we close up a source
of getting feedback. I think a lot of times they
can say "Maybe you should be playing this rec-
ord," and it'll make you think, "Well, maybe I
have prejudgments," which refers to a column that
Mike had in REtR a couple weeks ago about pre-
conceived notions you have about an album, whet-
her it's a Grand Funk album or whatever. I think
we can close up a source. We should take into
account what they have to say, essentially.
WINER: Yeah, but I think hitchhikers are a better
source of input and more accurate than promo
people, I really do.
GARRETT: You can't say that We're talking about
records and we're talking about relativeness, now
we're talking about good people. I'm talking about
people you can respect they can tell you stuff no
hitchhiker will have an inkling of, they can tell
you stuff about a record-there are probably sta-
tions around the country or areas that you key on...
right? Now if they can get you that information,
and say, listen-
WINER: But will their information be the deter-
mining factor? Would you then say, OK, I guess
I'll put that record on top of my pile?
GARRETT: That's close enough. Will any one thing
be the determining factor? What I'm saying is that
the record people can feed information to you that
local people cannot, and we are dealing with music,
we're dealing with recorded music, and they are
certainly loyalists, right, they're working for their
company.
WINER: Who are they devoted to, the record or
the audience?
REAR: The answer is to pick up record promo-
tion people who are hitchhiking.
KLEINMAN: There's different kinds of decisions
here that programmers make. I think there are
very different kinds of AOR stations, and I certainly
like to take as much input as I can, and some of it
is from record people, and some of it is from nat-
ional trades. You have to evaluate each in terms
of the source, and your own perception. I'm not
saying one is more important than the other, but
each is a different kind of decision. Norm, you say,
OK to such -and -such an album, and you put it in
the studio. The structured AOR Program Director
says, "This cut every 15 hours." That's a verydif-
ferent kind of decision, and the guy in the struc-
tured thing not only has to make a decision on that
particular cut, but possibly thousands of other cuts.
It's a different kind of situation and maybe it
takes different kinds of input.
GORMAN: It's one of the frightening things about
one person making arbitrary decisions.
KLEINMAN: Wait a minute, at least in my expe-
rience, I've never worked in a one -person situation,
I've always worked with a committee. At WPU
in New York, we had a record committee. At Drake/
Chennault we have a record committee, and it's a
question of getting people to sit on that commit-
tee, who are knowledgeable and have a wide var-
iety of different kinds of tastes, as opposed to get-
ting four or five people who are totally compati-
ble.

Continued on page42
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Burt Stein, Elektra/Asylum Promotion Man:

"One of the things I like most about my job here at Elektra/Asylum is the quality of the product.
It's nice to know that when our new release arrives at a radio station the guys listen because

they want to, not because they have to:'

"And the secret is albums from artists like these ... Warren Zevon, Torn Waits, John David
Souther, Carly Simon, The Rowans, Linda Ronstadt, Orleans, Sergio Mendes, Chris Hillman, Steve
Goodman, Andrew Gold, Richie Furay, Jay Ferguson, Judy Collins, Harry Chapin, Cate Bros.,

Brigati, Bob Crewe Generation, David Blue:'

"And these should be in your hands shortly... Queen, Joni Mitchell, Eagles, Jackson Browne:'
"What more can I say? The product speaks for itself. But if you want to speak to me you can give

me a call. The number's (213) 655-8280:'

"Just ask for me, Burt Stein. At Elektra/Asylum. Records:"

oven
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GORMAN: Would any of the people sitting on the
committee be natives of the city for which they're
programming?
KLEINMAN: You're talking about two different
things. One is, where you were born, another is
what your musical perceptions are, another is what
your own disciplines are, and the way you consider
research. I can speak for Drake/Chennault, for
instance, where we have a record committee where
we deal with national -type things. This is for all
our formats. We have people of different ages,
different sexes, different geographical areas, and I
think that's very important. You can't hope to pro-
gram a station, for instance, that women are going
to like and totally shut out women from the whole
process, as is done at a lot of stations, where a
bunch of guys get together and say, "How are we
going to get to the 18-34 woman?"
WINER: But the problem is you're dealing with
generalities.
GARRETT: Why can't you do that?
WINER: Because you're not an 18-34 woman.
GARRETT: Bert, do you have an odd -numbered
committee?

Clark Smidt, Broadcast Ideas and Operation

KLEINMAN: In our case, it never gets down to a
vote. I've never been at a record committee, and
again this started when I was at WPLJ, where it
got to that. It's not American Bandstand. It's a
discussion amongst intelligent people. Sometimes
you can spend a half hour, 45 minutes talking about
one particular album. You get a question, the George
Benson question for example. Fantastic album, do
you play it at this radio station or not, of course
you do, and then there's other people that will
say, of course you don't.
GARRETT: What about a record that's got more than
one track to it, like Fleetwood Mac, that's got four
or five that made it over the course of time?
Who makes the decision that you're going to play
this song and not the-
KLEINMAN: That's what I'm trying to say. In my
experience, I have found that it is most productive
to use a committee of very informed, intelligent
people-
GARRETT: And a lot of those are record people-
KLEINMAN: No, I'm talking about sitting down at a
radio station with its staff, I'm not talking about
bringing in all kinds of people from outside.
GARRETT: Essentially, well-informed people-
KLEINMAN: Well-informed in general. I know what
my musical biases are. We all have them, and I

think that everybody needs the interaction of other
people, but what you have to be able to do, and
this is like what you're saying you do with your
jocks, is get down with the people and have them
sit there and say, "Hey, here we are and we're
trying to do this."
SMIDT: At WCOZ it took four out of eight people
to pass an album, so any four votes could get an al-
bum put in the studio. Then how it was played
depended on the feedback and the direction we all
contributed.
WINER: The difference between that and what
Bert's talking about is like at WBCN it's a matter
of specific people and the specific issues they're
talking about With Clark it's the specific albums
people voted for, and specific cuts. But you're

talking about a bunch of people sitting around and
making decisions regarding what many people and
many different markets will be hearing. How many
different markets are you deciding for?
KLEINMAN: At DrakelChennault, with seven for-
mats, we're talking about over 200 markets.
WINER: OK, 200 markets, so basically you're dealing
with generalities and stereotypes. Now the stereo-
types, in terms of radio, are what I would consider
insulting to an audience, and are the sort of things
that underground radio, what would become pro-
gressive or AOR, was set up to depose-
KLEINMAN: First of all, I'm not sitting here put-
ting judgment on your relationship with your jocks,
whom I don't know. Don't project things on top of a
record committee-
WINER: No, in terms of programming on a nat-
ional basis, uniform programming could go into di-
verse areas, socioeconomic areas, that are of diverse
background and composition. You have to make
certain generalities and you'll probably miss some
and blow some and be simply unfamiliar. Someone
sitting at that table, maybe a handful of them,
will be unfamiliar with the needs of a certain market,
or the preference of a certain market, and the
reason why this sort of radio has been successful
is because of everyone's familiarity and intense con-
cern for the specific market where they are.
KLEINMAN: I don't disagree with you in the slight-
est, but I think that you see our power as being,
in fact, much more than it is, in terms of our re-
lation to the station and our attitudes toward a re-
gional situation. There is a basic core of things,
which is a ballpark for a lot of different places.
You subtract and you add, but the basic orienta-
tion is toward what's happening there. We can't sit
in California and know how a radio station in such -
and -such can be relevant to Main Street. They need
the people at that station, but what we are doing is
not the opposite of that. What we are doing is
providing them with a core. We're taking what all
you people have come up with, looking at some of
the more successful ways it's being done. Some-
body's saying, "AOR, what do I do, do I hire a
bunch of people with long hair?", and we're saying,
"OK, here's the center, we'll tell you everything you
need to do around that, the community things we're
talking about, and what -have -you. You don't have to
do them, but we'll try and stimulate you to do those."
So what we're talking about is an example, I don't
think it's the opposite of what you're talking about,
I just think we're dealing with different situations.

GORMAN: On the subject of how we react to rec-
ord people, I think we have to paint a picture of
what a record promoter is. They're the most under-
estimated people in the business, in the sense that
they're the only people that can really go into a radio
station and get time on that station for free. It
all depends on the promotion person. The person
that's coming in from Columbia, he's almost guaran-
teed something out of his stack of records, they
have those artists. The guy from Beserkley has that
much less of a chance of getting his record played
on all the stations because he doesn't have as big a
stable. It goes back to a record promoter's job is
to get time on a station, get his product on a station,
and the record promoter has to determine which
course to take with every station he deals with.
POLLACK: But it's not a matter of the structure
and it's not a matter of the skill and articulate-
ness of the promo person. It really does come
down to the skill his A&R departMent has, and the
skill of the artist and how good the record sounds.
R&R: I've been asked this by a lot of record com-
panies who are showing an interest now in gearing
their companies, or at least a division, to AOR.
They ask me, the ones who have not had any no-
table degree of success with AOR radio in the past,
to what degree does the image of the label affect
the reception of the music by AOR radio? How do
you all relate to labels, before you hear or know
what they have? A box of records comes in from
one company and a box of records comes in from
another-we're talking about the edge, how do you
react and why?
POLLACK: One thing that is more fact than impress-
ion-first of all, if you take a major label, there's a
good chance that that product has a sound. It's
easy enough to see that certain companies are
geared to a certain sound, and a lot of them are
trying to extend themselves, but a lot of it depends
on the credibility of the promotion person. The peo-
ple in your market a lot of times will give you
the image of a label, so often the national prom-
inence doesn't make as much of a difference as how
that person in your city has treated you, how much
credibility he has with you.
REM: What you're saying is the label usually takes
on the connotation and the image of the individual
in that market promoting the station. Bonnie,
how do you feel about it?
SIMMONS: I think pretty much the way Jeff
thinks, that a lot of things contribute to your image
of a record company, and what you think they do,
It can be anything from the local promotion people
that you deal with to the national people to the pro-
ducers that they have in-house at that label, to the
AErR people who pick the groups that they sign.

"...We're playing the Doors and the Buffalo
Springfield, who's that appealing to? Maybe
me. But a lot of people think the first Beatles
album is their white -album."

Jeff Pollack

The only way I can look at it is that if I am given
two albums, both by unknown artists, and I flip
them over and see the liner notes, there either aren't
any or they don't really give me anything to key off,
I don't know the producer, I don't know any of the
songs, I might listen to one faster than I might listen
to another depending on which label it's on. You
have to have %omething to go by, you've got 400
albums sitting in ypur office that came that week,
and you know you can't listen to them all, so you're
going to go through them and pull some out and
put them at the front of the pile, hoping that you
will at least do the best you can to go through
them and pick the material you canuse.
REA: How receptive are all of you to new labels
that haven't proven track records with your station,
in their attempts to try and break that barrier? Do
you resist or do you welcome their attempts?
GORMAN: Almost every established label does
have some kind of charactaer to it. You have the
multi -conglomerates, the Columbia/Epics, WEA's.
that are gigantic, but you break those labels down
to the segments of what they are, you pretty much

John Gorman, WMMS
have an idea of the character of that label'. When
you get to the smaller companies, like Janus, Beser-
kley, you pretty much know the character of the
label, so I don't think that being on a certain label
is an advantage for an act. Mushroom Records is
a great example, CBS has had some terrible bombs.
POLLACK: But it's also had some stuff that gene-
rally speaking had something behind it.
GORMAN: Then it goes back to what they have
accomplished. CBS has been delivering a lot of good
things for years.
KLEINMAN: It seems to me that one of the things
AOR, as a matter of principle, has to stand for,
is that our business is music, and it's the music,
regardless of the label or the package or anything
like that -
GARRETT: All Mike was asking is when do you
listen to it and in what priority do you listen to a
new album on TK as opposed to CBS, or Mushroom
as opposed to All Platinum.
GORMAN: I think it goes pretty much for anybody,
when the one person in .the room is listening to
the new stack of records, of course he's going to
have favorites first. Maybe a person will do it by
label. But still, before you look at a label, chances
are you're looking at the album cover, and maybe a
person likes TK, maybe Philly International might
be their favorite, so they'll listen to that first, but I
don't think that overall it has any-Mushroom Rec-
ords is a label that came out of nowhere.
POLLACK: I think it's a whole package of what
makes you listen to a record one before the other -
who put it out, who produced it. who's on it, what
is it-
GORMAN: A good Music Director is going to go
through everything, and he's going to check back
with the company, he's going to be telling them up
in front I think you've got something here.
GARRETT: In what order and how fast?
GORMAN: Well, it depends. I would think a good
Music Director would try to listen to everything.

MIR: OK, now it's your turn to answer that, Stan.
In whet order and how fast?
GARRETT: There are certain companies, majors,
which I listen to right away, but then coming the
other way, there are labels, like Mushroom which
I'm very close to since it came out of the North
west. That's another key, that it came out of where
I am. I'll hunt for the little labels, becasua there
are .so many records that come off little labels.
They may not be longterm, they may not be around
in two years, but right now, who knows' I go
into left field, if nothing else, for sanity.
118:11: You end up judging these labels by their
music?
GARRETT: Well, as a rule, I like little labels, because
I think that's where a lot of stuff comes from
The majors you expect a certain amount of quality,
the little ones make it interesting, they make you
happy, you've found something! And if you can
find it before anyone else you're that much happier,
Rbli: What about the methods of finding out what
your listeners want, not only how to do it, but
how to quality the information you get,' Let's talk
about research and what it really means It's a
word that's overused, often misunderstood, and
definitely overreacted to.
KLEINMAN: I think research is basically seeking
information for a particular purpose, so the kind of
research you do depends on what it is you want to
find out, and how you want to use it I car speak
from a more structured standpoint. One of the base
things you try and use is an indication of what people
express their preferences for, what they're buying.
That will of course bring up the counterargument
how do you even know about the record if you don't
play it that's a whole other question, but one aspect
of it is to try to determine what people are buying
Obviously another is requests, but I think with the

question you have to start by say
ing, "What do I want to find out, and how do I want
to use this?" I had a discussion with somebody
today about a really basic question. When people
turn on the radio, do they decide whether they're
going AM or FM first, or what station they're going
to first? Had anybody found the answer? Neither
of us knew. I think you need to know what you
want to find out. If you're a real Pop AOR station.
you want to know what people are buyinb, what
they'll like, but that's not the only thing
POLLACK: I think what's really important is talk
ing to people at 7-11's, on the elevator, the person
that cleans up your place with a vacuum cleaner.
We do all that in Denver, because we consider it
very important. A radio station should go out into
the community, and even give out cards and say
what do you listen to, you're the one who does
the listening, you're not telling us what records you
like. You go into a supermarket and say what
would you like to hear more on the radio, what ste
tion do you listen to, why, what time, and all
that -1 think it's very important research, because
most people aren't in the situation to buy records.
KLEINMAN: I agree with you, the record research
from what they're buying is not the only aspect
of it, but whatever research you do, you have to
thoroughly understand what it is you're measuring,
and the limitations of what you're getting back. Like
the store research, you can't just look at the Top
20 albums. You have to look at what they are, where
they come from, and going out and asking people -
you can go to the local college and run a thing,
we've got a station questionnaire, when people call

wanted to talk about the future of AOR radio
and what shapes it might take. Something has
happened to Jazz on the radio that I hope doesn't
happen to the kind of AOR stations that KSAN and
WBCN are, and that is it's really gotten isolated off
into a corner and nobody wants to do it any more.
What worries me is -WRIF and structured stations
are doing very well, but I ask you people involved
in your situations, do you really think over a long
period of time that this kind of radio is going to
be able to survive? Is that really important, exci
ting kind of radio going to get pushed aside and
smothered because the people get old or the owners
get impatient or something?
WINER: That's the question of the hour. It is the
most asked question that I put to myself, and it's a
major philosophical debate, and in terms of myself,
quite personally, totally non-professionally, I would -

Continued on page 44
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n't be involved with radio if it takes a much lower
position as an art form. I have sold out almost
as much as I'm going to sell out. I have compro-
mised, I have done research, I have done all that
shit, I have become a Program Director almost to
the full extent that I ever had to become a Pro-
gram Director.
RfrR: No more format changes at BCN?
WINER: No, there are going to be a few more
modifications. I'm going to try and structure a few
more elements of BCN that I think are out of con-
trol, but after that I simply cannot-
KLEINMAN: You talk personally to some extent-
my thing is radio, radio in general, I'm involved in a
lot, from Country to Soul, Beautiful Music, but I can
dig where you're coming from.
WINER: It wouldn't be worthwhile, I believe, but on

Jack Crawford, WKDA-FM

top of that, I believe a station conceived as WBCN is,
as many of the top stations represented by the peo-
ple sitting in the room are, can survive. Their pres-
ence is justified totally on the basis of their un-
iqueness, the degree to which they are capable of
relating to their community, the role they play there,
the quality of music they play, the honesty with
which they deal with their audience. They're prob-
ably the highest form of radio, as far as I'm con-
cerned. And I think people are sophisticated enough
now, intelligent enough to realize that they are being
dealt with honestly and not in the sort of bullshit
stereotypical ways that radio has learned to deal
with people, because it's easier to make generali-
zations than it is to remember that they're human
beings, and to give them a couple of records, two
new songs a week to hear and a total of 25, be-
cause they think they're idiots, and they talk to them
that way. I think that there's room for this in
every market, that's of great concern to me, given
COZ and the modified approach which they use,
which I think also makes it easier to listen to them,
certainly, than it is to listen to BCN. I think with
all the rough edges that I can see, if I can suc-
cessfully remove them from BCN, I think we'll be
around for years, and I think we'll be invaluable
in our market, but I wonder, given the manner that
I can deal with BCN, whether I can actually do that
without subverting it. I wouldn't destroy it, I

would give up first.
KLEINMAN: The question I had in my mind had to do
not with the creative quality of the people involved,
but in terms of the structure of the radio business.
j think it's a tremendous challenge for the kind of
AOR stations you're talking about, at WBCN, to re-
main, because to me it's like a vanguard, and it's
very important that it be there. Now whether it's
going to be like a WMMS, a number one station in
its market, I don't know, but I do think that there's
a responsibility to keep it going.

SIMMONS: Do you think it's entirely necessary?
I mean, I can't say that about KSAN.
KLEINMAN: Of course it's necessary.
SIMMONS: No, not about it being necessary, about
it being number one.
KLEINMAN: No, of course not, that's what I'm
saying.
SIMMONS: I think it depends on your markets,
certainly, because KSAN is in an unusual competi-
tive situation, or at least has been in the past.
Ti are are some people coming in, saying they're
going to do something that may change that force,
but certainly KSAN has been able to be successful.
We're not the dominant station in the market.
I'm not going to say we're beating KFRC.
KLEINMAN: Do you think it's from the inside?
Is it a viable, longterm position? I'm not saying
it's not.

SIMMONS: From the corporation standpoint I think
they are quite pleased, and would remain pleased
with it. Obviously they want to make money on it,
so I don't feel any sense of paranoia from that cor-
ner, and I probably feel the same as Norm feels
about BCN. We're still having a pretty good time at
KSAN, along with accomplishing a number of those
things that we set out to accomplish. Were that
to disappear, we'd become too awkward, too diff-
icult, just not worth it, I wouldn't want to do it. I

don't know whether everyone else feels that way on
the staff, but I would think most of the people
have just about reached the point that they are
willing to compromise. Everybody wants to say
once in a while, "Well, this isn't anything like it used
to be." Well, nothing is the way it used to be,
it isn't 1967-68 any more.
POLLACK: That's a really important point.
SIMMONS: KSAN used to program to the counter-
culture. Well, that same counterculture is now the
culture, and things that had very specific deline-
ations are now all mixed up into one enormous-
everything has blended together out there-
KLEINMAN: Do you think you have closet KSAN
listeners?
SIMMONS: No, they're right out front. As a matter
of fact, those stockbrokers going to work- the sta-
tion's right down in the financial district-
REtR: A lot of those stockbrokers were probably
radicals back in 1967.
SIMMONS: Even if they weren't, a lot of them
were living in Pleasant Hill in the East Bay with two
kids and raising a family and they still listen, and
everybody at the station has found that out over the
last few years, that our audience is not all longhaired
welfare recipients, they're not all anything, they're
all different kinds of people.

That's why I like to think of us as progressive,
trying to be ahead of it a little bit.
R&R: / would like Bonnie to answer that. When
you see the audience moving away, is it because
you're not doing it right or that they're no longer
interested in what is right?
SIMMONS: I don't ever want to think my audience
isn't interested in what's right.
GORMAN: I'd like to add one thing. The audience
that a progressive station had several years ago was
in one demographic at that time, and it is now in
another demographic. Then it reaches the point,
which way is that station going to go-are they go-
ing to stay with fhe people their own age, is
it going to be 25-34, is that now going to become
the most important demographic for AOR stations,
or are we going to try and stretch the umbrella
and still get the 18-24's and teens. The whole
thing is that AOR radio at this point has two audi-
ences:different types, one that wants to hear the
Artful Dodgers and the Aerosmiths and all this new
stuff out, and the other is saying, remember the good
ol' days with the Yardbirds.
RErli: Isn't that exactly what happened to the
"old-line" MOR stations, the ones that chose to stay
with their audiences, as opposed to those that went
Top 40 and stayed with youth?
GORMAN: Well, I think they went after the most'
salable demographic.
WINER: I think one of the things you're trying to
raise here is to what extent do we as programmers
put our heads to our stations? One of the first
things is we've got to look at the audience. If
you're looking at yourself instead of looking at the
audience, you don't even know they've moved.
You're presupposing by your question that at least
you're smart enough not to be hung up in your own

"I still think that the first goal of a radio
station has got to be what its license says,
to serve the people."

-Bert Kleinman

SMIDT: But in terms of the overall future of AOR
radio, our stations that are very free -form having
their audiences slip or maintain or grow, I think
that AOR has a tremendous future because, as in
Cleveland's case, this type of radio is number one,
clear and away. We are involved in ratings and get-
ting people to buy time on our stations, and you
want to make the time more valuable, so it's a pro-
cess of getting more people to identify with you.
It's not so much research, we never had time to
do a lot of research in so short a period in Bos-
ton, but what we could do was ascertain where
people are at, and then if you can give the people
what they want, you'll get it right back in the
ratings.
REtR: May I bring it to a focal point again?
What you said, Norm, is very important what you
said before was almost moving. When you are run-
ning the station under those self -motivated ideals,
and you find in your research that the audience is
moving away from you, as they do from time to
time-all stations have good books, bad books,
all stations have big successes in promotions-
sometimes you're probably embarrassed in the res-
ponse that you get to things. Do' you look upon
that as the audience moving away from the same
thing they were attracted to at one time, or do you
blame yourself for not doing the same thing the
same way?
WINER: Yeah, that's the key, and what Bonnie
was saying too, is that the reason why I still hold
on to the concept of progressive radio is because I
truly believe that at WBCN the only reason we're
still around is because we've succeeded in evolving
along with them. There are countless radio stations
that tightened up in their respective markets that
have since crumpled. That is because these stations
have become stagnant. They had all these disk
jockeys who worked there for six or seven years
who refused to listen to new groups, who refused
to continue to be as vital within the framework of
the culture, musically and otherwise, so that they
were the sorts of philosopher kings and queens
that could relate in that special way that under-
ground disk jockeys could relate to their audience.
So people lost respect for them, realized they were
bored, realized they were thinking of all the other
things they could be doing-they no longer had the
concern for the audience, and the stations crumpled.
At BCN I like to think we've changed gradually,
and generally before it was necessary to change.

trip, and you're watching where the audience is go-
ing, but whatever the indication, the next question
is do you try and follow them, which I think is
your answer, or do you stay where you are?
GORMAN: But AOR radio does not have an aver-
age -age listener.
WINER: That's when you have to start and do some-
thing other than just let it happen, you've got to
start to really think about it.
GARRETT: We're coming to that point now where
we have to cross that bridge which I was talking
about. Are we going to emphasize our own age,
or are we going to stick with the traditional list-
ener who is about five years younger than us?
GORMAN: Then again it comes down to your
management, too-
KLEINMAN: If the jocks come in and can play
anything they want, it doesn't matter what you
think.
GARRETT: That's not exactly true. KEZL is not go-
ing to survive unless two or three years from
now we can appeal to a 35 -year -old person as well
as to an 18 -year -old person.
KLEINMAN: Well, now you're talking about the con-
trol over the people on the air, to put them -in
that direction, aren't you?
GARRETT: Does it make you a whole lot more
successful to have those kids, because there are
so many of them that listen to the radio, and if you're
hunting for those 30 -year -old people, they're really
flaky? They can listen to an MOR station as much
as they could listen to a Rock station.
KLEINMAN: But we're talking about jock control
now, and if you're presupposing to use a Program
Director, and sitting there trying to figure out how
to angle that station, you're talking about control
ling it, and maybe the differences between us are
not between control and no control, but between the
extent of control.
SIMMONS: Does anybody think they could have a
staff that works with no control?
GORMAN: I would have to say that part of the
reason for WMMS's success is that we have an air
staff that ranges from 20 years old to 48, and the fact
that it's a personality station, a free -form station,
there's a lot of interaction, everybody is turning
other people on to different things.
GARRETT: You're going to be here 10 years from
now.
GORMAN: Well, somehow we've managed to
stretch that umbrella, but it reaches a point where

that younger kid is just not going to like what
you're doing, or on the other end, you're going to
be losing those listeners that have been with you
from the beginning.
GARRETT: Then you have to make the decision
which demographic is the most vital. It's the young-
er demographic that's vital.
RDR: But many AOR programmers look upon the
tastes of younger people as not being within their
original concept of the format.
GARRETT: Because we're all getting older.
WINER: Well, I don't care so much about teen-
agers. I never wind up getting them in vast
quantities, and I'd just as soon not, but the fact is,
they have a right to AOR music too. But ratings -
wise, I will never get a sizable quantity of teenagers.
In terms of the age group I would like to direct
my station to grab, it is 18-49, and each announcer
who comes on knows that we're trying to reach
18-49 and is aware of a number of different vari-
ables to consider in programming music. l they
can't grasp that, if they are not good at mixing it
all up in a special way that will be able to re-
late to a vast majority of people...
POLLACK: I don't understand how you do it.
How can you try to go for an audience 1E-49; it
seems to be impossible.

Jeff Pollack, KBPI

WINER: Look at the records in the new bin of any
of the stations we work at, there would probably
be-
POLLACK: Who over 40 is going to listen to Aero-
smith at this point?
SIMMONS: They'll listen to one, but they're not go-
ing to listen to three of them in a row. But if
they think they're going to like what they hear
after that, they'll probably stick around through
that one song. You'd have to program it real skill-
fully, but you could play it.
WINER: And if they can't program that we 1, they
shouldn't work at my station, but that's the bit,
you can't play sets of slow songs any more, you
can't play sets of anything really, unless you're
doing it with imagination, and that's why II don't
have many structures, because I don't want to hin-
der someone who's capable of putting together
music.
POLLACK: But there's a more immediate demo-
graphic that we're going for, all of us, isn't there?

Well, what is your immediate demographic?
POLLACK: 18-34, but then if you dissect that,
maybe it's 18-24. If you dissect that again, maybe
it's 18-24 male.
GORMAN: I think it's the teens more and more.
The more formatted AOR stations are getting incred-
ible teens. I think that's very important. Teens
are starting to get oriented to this kind of music.
KLEINMAN: It's the FM band, though, it's not AOR
radio as such. The usual transition is from AM
Top 40 to FM Top 40, from FM Top 40 they go to a
formatted AOR, from there they're ready 7o deal
with, if they get the opportunity-
GORMAN: The record Companies have to look at
what demographic buys the most records, and the
fact is the older a person gets, the less music
they buy. That doesn't mean necessarily they listen
to music less, but they now have other places that
their money is going and they're not buying as many
records. So the record company advertising and
support is going after the demographic that buys
the most albums, and even though the old-line MOR
stations get serviced by the record companies,
and a promoter walks in there, he doesn't do it with
the same vigor that he does going into a Top
40 station or Progressive station, because the MOR
listener is not going to buy as many records,
and it reaches a point as our demographic gets
older-
POLLACK: We also have a demographic that has
every kind of radio these days. They have every
single kind, they have soft Adult Rock, they have
Classical, they have this, this, and this, so I think
it becomes more and more difficult to try to please
an 18-49. I think that's kind of unreal'stic at
this point.

Continued on page 46
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GORMAN: When Goldberg, who's 46 years old,
will spend a lot of time talking to Betty Corbin,
who's 22, and they'll be turning each other on to
new music, somehow there is still that fine thread
that's able to connect all forms of music on AOR
stations like our own. But how far can you stretch
that way? It's going to reach a point where there's
going to be a sequel to AOR radio, that will appeal
to a whole new market,
POLLACK: I guess, but realistically you have to look
back and say, "Let's see, we're playing the Doors
and the Buffalo Springfield, who's that appealing
to?" Maybe me, but a lot of people think the first
Beatles album is their white album.
SIMMONS: Much worse than that, lots of people
think the Jefferson Starship's Red Octopus is their
first album.
GORMAN: My secretary is 19, she thought Eric
Clapton's first album was 416 Ocean Blvd.
WINER: If you look at the spectrum of AOR sta-
tions, you could break them down in a number of
different ways, but one of the ways is to say
there a number of stations who primarily play new
music and cram it down their listeners' throats,
and there are a number of other radio stations
who are a bit more lethargic, who play a lot of old
records, Van Morrison, Bonnie Rait-t sets, and the old
FM standbys. You won't find many of those in
major markets, but there are many, many of those,
and they're not particularly jarring and they are the
MOR stations of the future.
KLEINMAN: That's an interesting thing. When I
was working in New York, I found WNEW-AM and
WNEW-FM were quite similar, not because they
played the same kind of music, but because they
were both basically personality, the long list kind of
radio. They were both class acts, and the interest-
ing thing, particularly with WNEW-FM, was the lon-
gevity of their jocks and the shift of their demo-
graphic upwards was very similar to what was going
on at the AM, but in a totally other bag.
CRAWFORD: If we continue to grow with our audi-
ence, are we going to end up like a lot of MOR's
are now? There's an MOR in Nashville, WSM,
that shows up like third or fourth in total 12 -plus
They have absolutely no teens, which you wouldn't
expect. 18-49, they don't even show up in the Top
5, so all their audience 12 -plus -
REM: Let's take this down to basics, as program
mers here, because you can't speak for all AOI?
radio, you can only speak for yourselves. Are you
trying to grow with your audience or are you try,
ing to keep your station basically the same for
every group of people that comes through the demo
graphic that was your original target?
POLLACK: Even more basically, are we commit-
ting ourselves to a cultural idea? It seems to me that
what we'rs talking about is radio formats in terms
of cultural ideas, and does that culture exist any
more? I think that the gap between people who
are closer to the 18 end of the spectrum and 35 is
widening every day.
REM: I think you're missing my point, because your
point is just reiterating it. Obviously there will
be different cultures with different generations.
So by staying with a culture, we're staying with the
same group of people as they get older. It's the
same question. Let's not evade it, because it is a
prime consideration of your own goals as you're
programming your station. Are you trying to stay
within a certain demographic? That is, if you say
we're going to be 18-34, we're going to be 18-49,
18 -anything, over the years, or do you see it as your
radio station evolving with the people, so that
eventually it will be 50-75 and you don't care any
more about the 19 and 20 -year -olds?
WINER: I was told last year by the owner of my
station that if I work for another 40 years at BCN
I'll qualify for the pension program. I can't think
that far,
REtR: Bonnie, how do you feel about getting
teens to listen to KSAN?
SIMMONS: Teens! Then we'll have to start running
those Clearasil commercials.
KLEINMAN: I think this is a really important issue
that we haven't keyed in on, because we're sitting
here, and here's KSAN and WBCN saying to hell
with anybody under the age of 18, if we ever get
them, I'm leaving; and here on the other hand are a
lot of other programmers who are saying, "Hey,
it's really important that we focus in on the teen
market."
SIMMONS: When we get teen numbers, that's OK.
It's the same parallel as when, until 1973 or '74,
KSAN never had any women, and nobody, as far as

I know, ever sat down and said, "OK, we've got to
have women, so we're going to change this," and
made a bunch of changes and thereby lost all the
men they had by that time. Nobody ever said
that, everybody just kept programming like they
were programming. We didn't worry too much
about not having women, and they came by them-
selves.
KLEINMAN: I'm not suggesting that KSAN change,
but what I am saying is that there is a very
different perception of what they're after with a
KSAN and a WBCN compared to a lot of formatted
AOR stations coming on, where you really target
15-30, and you really want to get teens with AOR,
and maybe this is where the major difference is,
between the approach you have and a more struc-
tured approach, which really wants to get people
below the age of 18, wants to reach out beyond
the people who are intellectually into the music and
wants to reach out to those people who perhaps
don't wait Top 40, but are not ready for anything
quite t s heavy as what you're laying on them.
GORMAN: I caught an interesting thing on WMMS a
cc,uple months ago, where we have three times a
week :1 five-minute student rights program with
a wom in who's with the ACLU. She basically tells
high school and college students their rights. One
of her last programs before summer vacation was
that they can't tell you you can't wear jeans to
school, that you have to get a haircut, you can
wear your hair as long as you want, there's no law
against that. She was spelling out all these things
that are no longer interesting. High school stu-
dents today are not interested in going in there to
try and have the longest hair. In fact, if you go by a
high school today, they're the most clean-cut kids
you've ever seen. We've gone that full circle. I

asked her afterwards, have you been in a high school

time you can try to get It recut, you go ahead and
you just fight for that thing. Now, it's kind of hard
to tell McDonalds, let us recut your spot because
they have a national ad campaign.
SIMMONS: McDonalds is easy.
GORMAN: The agency that handles us for them will
not let us go near McDonalds.
SIMMONS: It's probably just different.
GORMAN: But it wasn't the concern over what the
product was as much as the way it sounded. But
then again, there are products-there was some film
called "Snuff" which I don't even want to talk about,
except that we just refused it on the grounds of
bad taste. You can't say pimple cream is bad,
everybody uses it, there is a demographic that uses
it-
KLEINMAN: Well, I think one of the things coming
out here is the so-called AOR audience, those people
who enjoy listening to this unusual type of radio,
now come in all shapes and sizes and ages, whereas
perhaps originally they were more homogeneous
culturally then they are now, because there's just so
many more people-
WINER: They all think that radio is really lousy,
you know. Radio really has regressed in the last
few years, so has AOR radio, but there's really
not much alternative.
KLEINMAN: Again, I think there's something to be
said for somebody being outside a Boston or San
Francisco and playing Aerosmith or Crosby/Nash on
the radio, and there's a lot of places in this country
where it's not being done. Or where the people are
not exposed to the product-with very few except-
ions, Top 40 stations that have tried to play albums
and have gone away from it have run into prob-
lems of one sort or another with their audience.
Mike asked the question, is AOR dying or dead? I

don't think so at all, but I do think one of the things

"KZEL is not going to survive unless two or
three years from now we can appeal to a
35 -year -old person as well as to an 18 -year -
old person."

Stan Garrett

lately, I don't see that much denim, that much long
hair any more? Here's a new audience. She did
not understand-here she is doing a student rights
program, which is zeroing in on high schools, and
she had lost touch with what was going on.
RftR: OK, how do you deal with that? With the
control you have, are you trying to key in on these
people, talking to them the way they want to be
talked to, and if it's different, as you've just said,
than the generation you're also talking to, that start-
ed with the station, how do you mix the two diff
eren t cultures together on one radio station?
GORMAN: I think that's the answer we have to
learn. For the next couple of years that is probably
the number one thing we have to learn, because
right now there is no solid answer to that question.
KLEINMAN: There's no generality that covers it,
but there is definitely a way to do it, and we're
all here because we've been able to do it.
RftR: So far, John, you have a station that is
number one, not only number one Rocker or number
one AOR, but the number one station in a market
that I certainly would think has more diversity than
just one culture. How have you done it?
GORMAN: It's really hard to explain.
R&R: Most AOR programmers are constantly con-
cerned about things being within their "image'l
Bonnie said before, "If I get teens, I've got to run
Clearasil spots. " Why doesn't she want to run Clear-
asil spots? Is it because they don't sound good, is
it because the word Clearasil is dirty? Suppose
they were done credibly, where someone came on
the radio and said, "I'm a doctor, and a lot of
people have problems with their skin, they suffer
from oils, and they get pimples and don't want them,
so here's a medicine that will correct them." There's
nothing really insulting about that statement if it
were put that way, is there?
SIMMONS: Oh, there is
RftR: So there's a certain cultural image that that
commercial or product has on the air that's off-
ensive to the culture. How do you deal with it?
GORMAN: Somehow we've managed. Clearasil
we have to refuse,
REtR: Why did you refuse it, because of the sound
of the commercial not being compatible, or just the
image of it being a pimple cream commercial?
GORMAN: No, we have recut pimple cream spots,
but we did it in line with the overall sound of the
station. That spot as it was just totally destroyed
the flow of the station. We've all lost it, because
of the agencies that are bringing in the big bucks
that pay for all this. But basically a lot of spots
just don't go with the flow of the station, and every

thats got to be done, that a lot of people are work-
ing on, is getting AOR out. We're going through a
tremendous period of expansion, where every day,
every week, more and more stations are going AOR.
AOR from the standpoint of playing albums, they're
playing more than 18 records. Maybe it's not per-
fect in your sense that the vibes are right, or what-
ever, but it's happening, there's an explosion going
on, and it's almost incredibly symbolic that we're
here in San Francisco talking about this whole thing.
What's happening? It's going out everywhere,
and that's why people read REtR.
GORMAN: AOR has gone mass appeal-
REtR: Or the masses have turned on to AOR. Do
you judge your jocks by the quality of each indi-
vidual song they play or the moods they create? Is
AOR radio just a continuum of one hit after another,
or do they have to blend together?

WINER: I think people like to hear successions of
music; probably that's the most noteworthy sound
of our station, no matter how subtle or complex or
simplistic we might be, people recognize us because
we play a few songs in a row. One of the reasons
I'm so concerned with advertising is because if we
run too many commercials we can no longer run a
good number of songs in succession. If we have
to break too many times during the course of an
average hour, we will not be able to play more than
two songs in a row. Then WBCN would no longer
sound like WBCN, we might as well be anybody
else.
GORMAN: There has to be some kind of flow. If
you have competition in the market and you had
started into some spots, you know there's a lot of
people hitting that button and going to your com-
petition. Cumes will tell you that.
SIMMONS: How many commercial minutes do you
run?
GORMAN: Eight.
SIMMONS: That's all day -parts?
GORMAN: That's all the time. Eight commercial
minutes an hour.
SIMMONS: How many units can that be, 11?
GORMAN: It can be 11, sometimes even more
than that.
SIMMONS: So you don't have a limit. As Pro-
gram Director you can't say, "No, I'm not going
over eight minutes, get those spots out of here"?
GORMAN: Eight minutes is the maximum.
SIMMONS: Do you have a unit limit?
GORMAN: We send it into a computer, we finally
computerized our traffic, but the computer has one
problem where somehow it listens to the salesmen

and nobody else, so occasionally we do get over-
sold.
RftR: Do you haves limit Bonnie?
SIMMONS: It's eight minutes except double A, and
then it's nine minutes if we have to. 11 units is the
most amount for your nine minutes, it's 10 when
we're running eight minutes.
POLLACK: What are the hours that are double A?
SIMMONS: Double A is 3 -midnight Monday through
Friday, and then it's a little different
KLEINMAN: I'd rather not talk about commercial
problems. The question that Mike asked was in
respect to what is a good show, how do we put
music together, what is a good set, does a set
exist-
RftR: Are you doing sets or sweeps?
KLEINMAN: I can speak for some of the formatted
approaches. Obviously you don't want to put toge-
ther records that are going to be extremely jarring
to your audience, so first you do everything you can
to eliminate all the negatives. Beyond that you
come to the question of priorities. Do I try and est-
ablish a musical or vocal theme in a series of music,
do I have one song relate directly to another, or
do I program from the standpoint of variety based
on the fact that people are not going to like all
the music? For instance, I deal with th3 question,
in terms of age groups, by making sure I never play
two Buffalo Springfields or things of that vintage in a
row, and make sure that I always have certain kinds
of records separated by a certain amount of time.
In a formatted approach, one does that One elimi-
nates the negatives of segues, but one does not
necessarily look to the segue as being a major
program.
SIMMONS: Would you define the negatives-what
are the negatives of records and who determines
them?
KLEINMAN: I'm talking about the jock's position
with records. For instance, playing Joni Mitchell's
"California" followed by "Black Dog" -
SIMMONS: What else would be a negative besides
something so obvious?
KLEINMAN: What I'm saying is, numbs one, elimi-
nating things which are disturbing to the audience.
REA: How do we know that they are? Row do we
know that anything is disturbing to the audience
in terms of musical continuity from one to the other,
other than the quality of each tune?
POLLACK: Do people hear segues, de they even
know what a set is?
GORMAN: They have an idea, but you take others,
you get phone calls and those listeners tell you in
their own way, they won't call it a segue or a set,
but they're telling you what they like and don't
like. But the thing I was getting at was the whole
concept of a long sweep, you'll hold the audience
longer. But the one thing I did is I said, if per-
chance there's a slow season and you have time
where you can go half an hour straight without
playing a spot, don't just play segues, somehow find
a way to get call letters on, whether somebody was
in the station cutting an ID that you :::an play as
an intro to a song in addition to a segue or whatever -
If you even have to break between two pieces of
music, the important thing is getting those call let-
ters out, because we had a case where a station
came into our market hyping itself playing contin-
uous music, two, three hours a night of continuous
music, and the fact was they were providing one
thing to the audience but they were taking away
another, and the station turned out to have no iden-
tity whatsoever. So even if they listened to that
station, half the time they didn't know what station
they were listening to, and at the same point I

think our kind of radio, AOR radio, is not limited to
just music, but it's also the personality- we're offer-
ing more than just continuous music.
RftR: So where do you draw the liae between
offering more than continuous music and breaking
up the music too much?
GORMAN: I never like to see more than ten min-
utes go by on the station-let me say 15 minutes-
the call letters should at least be given out.
SIMMONS: I don't have any specific instructions
to the announcers like that. Each one of them is
quite different from another. Each one is on a
different time of day and their shows vary from
day to day, and I just get a feel for it, and I think
they do, that they're either not promoting each
other, or not promoting the station enough, and
then they will start doing it again, But there are
times when there might be 25 minutes of music.
During the day and early evening, I wouldn't think
that would happen very often, because we're basic-
ally running four breaks an hour and -:hey have to
do it, and there's no way to combine breaks because
there's too many in one cluster to do that. Gen-
erally, most of us feel that going from music to
a spot is a little harsh, and we will bapk-announce
or talk in between before punching to a spot.
CRAWFORD: We have so many commercials, we
run 11% minutes an hour, 17 units, which is probably
more than anybody else here.
SIMMONS: 17 units, is that 17 or is that plus
promos, PSA's, news, and stuff like that?
CRAWFORD: That's plus news. plus PSA's, plus
weather, 17 commercial units.
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FMK: Do you get overwhelming or even minor
critical response from your audience saying, "Hey,
you're not supposed to play that many commer-
cials"?
CRAWFAORD: We get quite a few negatives, be-
cause we're running as many commercials as the
Top 40's in town.
SIMMONS: You're running more than the Top 40's
here.
POLLACK: How is your station doing?
CRAWFORD: We are fifth in the market, number one
12 -plus at night, again we're sold out at night with
111/2 minutes and 17 units.

Bill Compton, KDKB
COMPTON: We do three breaks an hour in Phoe-
nix and we mention the call letters every time we go
onto a break. We only have eight minutes per hour
and we have 12 units that we deal with as far as
commercials are concerned, and that doesn't in-
clude PSA's and promos.
GARRETT: We have eight minutes and 10 units.
R:R: About how long a sweep do you think is
optimum, and how short do you think is minimum?
GARRETT: A strong announcer can do anything he
or she wants. I don't care if they break it after
every song or after 20 minutes, or if they go
through 40 minutes of music and not play a commer-
cial, and then we don't run more than three in a
row. There's just no formula.
REM: I'd like everybody to comment on this,
because it seems everybody has a different feeling.
Listening to your radio station, how long do you
think is the longest it should go without a break,
without saying the name of the station?
POLLACK: Well, an interesting thing is, I was ri-
ding around with a friend who's in a band, and I
thought this guy, if anybody, would like to hear
30 -minute sweeps But after three songs he was im-
patient --there were seven songs and he wanted to
know what the fourth one was. I think that people
really like to know. Sometimes it's nice to have
variety. People are counting on you always doing
15 minutes of music. It's nice to break up once in a
while, maybe you'll go over, give them a longer set,
but I think over 20, 25 minutes certainly is a long time
for somebody to isten, especially if they want to
know what the titles were.
GORMAN: I'm takinc it one step further and say-
ing we're commercial radio stations and we depend
on dollars, we live and die by the ARB, and the fact
is, you want people to be aware. If somebody's
listening to your station, you want them to know it,
and if you go for an e.etended period of time with-
out giving those :all letters, that person has no
idea who he's listening to. You have to look at
successful formatted stations. The one thing every
station does is give the call letters going into the
song and coming out of the song. Before you even
know what the song is, you know what station it's
on. I think that's really important, and the problem
with a lot of AOR stations is there's a long sweep and
sometimes somebody will forget to give the call
letters. Since we're operating in that free -form mold
or non -mold, the thing I have to tell everybody on
the air is get those call letters out as often as
possible in your own style. They don't have to go in
with an exaggerated W -M -M -S. I think a lot of AOR
stations have thrown numbers away by that neglect,
by being a little too free and sometimes forgetting
to give the call letaers. Going a couple breaks
with the guy on the air forgetting to give his name
and little things like that can add up to a whole lot.
SMIDT: We need tc take into account how our radio
stations are listened to While some people can sit
down and take us in on one and two hour pops, there
are a lot of people who are buzzing around and may
hear a little piece here. a little piece there. Sure,
there are people who turn on the radio and have it
going all day, but there's that other portion of the

audience, too. and we have to relate to them con-
suming our stations in shorter spans, and not de-
mand they take 45 minutes to sit down and under-
stand what we happen to be into at that parti-
cular moment I would consider essentially two
records in a row minimum and probably three an op-
timum. That's without any talk at all. The talk in
between the end of the third and maybe another
three might just be back -announcing.

GORMAN: Did you ever notice -1 have a feeling
it's true in all radio stations-the most requested
tunes are all over six minutes?
KLEINMAN: Do you people do something to your
studios to make them more conducive to creativi-
ty? This is something I think is important from the
standpoint of people who have to work within a
context one of the things that characterizes an AOR
station, of all things, is converting the studio into
not a studio, but a room that people work in that
just happens to have equipment in it.
GORMAN: We have a Linda Ronstadt poster on one
wall and a Hall & Oates on the other.
KLEINMAN: Is that all, seriously?
GORMAN: That's not all-
KLEINMAN: Do you think it's the environment?

Is that the secret of your success? I can
see 100 stations running out now and putting Linda
Ronstadt posters on their walls.
GORMAN: At the end of the year, WMMS is moving
from antiquated facilities, these old funky closet -
size studios-if you saw the FM studio, you can't
even fit a john in there, they're cramped. Our
owners are building a new multimillion dollar faci-
lity. They say we're going to have a studio that's
three times the size of the one we have now, and
I'm saying that within the first three weeks of the
station, no matter how clean, how shiny those walls

the degree of freedom they're being handed by us to
program the radio station. There have been a num-
ber of stations I've worked in or know about whose
studios are social centers at night, in the daytime,
whenever. I am crazy about this, I am adamant
about distractions being kept to a minimum. There
are zillions of things these people have to be think-
ing about. There's not somebody making the deci-
sions for them and handing them a music list, so
I don't want them on the telephone, I don't want
them having guests in the studio, I don't want them
being talked to by promo men or another disk
jockey or their girlfriend or boyfriend on the phone.
They have to be doing nothing but a radio show,
because they've got too much to deal with to do
anything else but that during the time they're in
there. And they can't smoke dope in our studio,
either-it's not very homelike in that respect
GORMAN: We've been doing it for a couple years
now, and it works. We give out the phone number
of the station once an hour and everybody is asked
to work at their own speed to pick up those phones.
R&R: We've been at this for hours now and every-
one seems pretty beat. I'm going to wrap it up with
one more question. How do you feel about shar-
ing information with other stations?
SIMMONS: What kind of information?
REM: Trade reports, other people calling you up
on the phone asking you for advice.
WINER: Same market or other markets?
R&R: Same markets or other markets, people util-
izing information about your station for their own
purposes.

WINER: It really varies with who it is, and I'm
very objective about it, I might be much too ideal-
istic about this, but I really feel, for one thing, that

"There are stations that come on with 21 -hit
playlists and end up being a hit, but we came
on with a playlist of 21,000 and it worked."

-Clark Smidt

are, no matter how nice it looks, that place will be
plastered by everybody's personalities. Somebody
will hang this poster up, somebody will put that sign
up, and I think the environment is kind of im-
portant. I'm talking about a free -form AOR station, I
don't think any of us work in those antiseptic
white walls.
REM: Does WBCN have an antiseptic environment?
WINER:° We're on the 50th story, the top floor
of the Prudential building now, but-and this relates
to working conditions-we've been talking about
the role each individual announcer plays, in terms of

the way WBCN projects itself to the industry is not
as important as the way it relates to its audience,
but important nonetheless. In terms of dealing with
people in our city, there have been times when we
used to communicate regularly, feeding information
to people we felt were sympathetic radio people in
our market. Those were generally forward -thinking
AM programmers in years past, people who would
play more music than most regressive -minded AM
Top 40 people. Quite honestly, I simply cannot re-
late to WCOZ. I feel deeply that as long as COZ
is trying to get an audience that approximates our

own in tams of demographics there's not room for
both of us in the city. My intention toward COZ is
to do them in. I do not think there's room, In
all seriousness, for WBCN end WCOZ to survive.
I see WCOZ as subverting many of the issues and
values that WBCN exposed to the audience. I don't
feel hostile to Clark personalty, but the fact that COZ
is-
SMIDT: I was programming it up until five weeks
ago, so I guess there has to be some sort of a thing.
Well, that's passed, but the point is that compe-
tition is healthy, and I think there are different forms
of AOR radio that can happen so everybody can
have a piece of the pie, and our piece got bigger
because we were doing something different and
there's no reason why BCN can't take it back.
GORMAN: I'm interested in sharing all ideas with
stations in other markets who have philosophies
similar to my own, a collective, you know. I'm
not going to help my competition, and I'm not going
to help anybody that sounds like my competition,
that has the same goals and structures as my com-
petition.
SIMMONS: We get along quite well with the other
radio stations, and it is pretty close here and we do
socialize together quite a bit talk about our radio
stations, I talk to Michael Spears quite often on a
number of things, and Dave Sholin. Dave and I
will talk records once in a while, every couple of
weeks, just for a sense of what each person has
heard. We'll just use it however we want to use
it. In regard to having people come in and do a
similar kind of thing as KSAN up against us in
this market, it has not happened. Those who have
attempted it have not worked out very well. I am
faced now with a couple of stations that may come
aftear us, and I'd like to think it might be nice to
have somebody come because it's difficult for us.
We're sort of punching at nothing a lot of the time,
because there isn't anyone directly to compete with
here. I can't say to the staff, "OK, let's get KFRC,"
we're not the same as they are, we can't go after
them. Maybe my attitude will change if some-
body comes in and just wipes us out.
GORMAN: I'm more than willing to help the guy
at the smaller stations, they don't have a heck of
a lot of money to work with or anything. They're
honest I like their approach to AOR radio in their
market, and I'll help them out
POLLACK: One of the most valid research things is
what other AOR programmers think, and if you cut
yourself off from that I think you're cutting your-
self off from a very valid level of learning. It's
the only way you can look at it on a week -to -week
basis, you look at the product they look at the pro-
duct and you get some kind of feel of where other
people's heads are at
GORMAN: I wonder how many AOR stations really
take a serious look at other AOR station reports,
especially if they say that this one particular album
is real hot in their market and you haven't added
it yet I look at everybody's. I find gems sometimes.

Conversation
With
Lee Abrams
Continued from page 18

when the music stops, is just as much a part of
the music as everything else. The ideal jock for one
of the stations I work with would be someone who
can take all those mechanics and all those pre -writ-
ten -out lines and everything else and make them
sound totally spontaneous. I'd like all the stations to
sound totally free -form, everybody saying the right
thing at the right time and playing the right rec-
ords. I don't think a lot of the jocks who work with
us realize their importance in projecting that magic,
that warmth. A lot of them, again, get over -mech-
anized, they get into the routine of things and for-
get that they can really deliver that Led Zeppelin
promo with finesse and charisma, just by making it
sound spontaneous. The real personalities are the
guys who can take the mechanics and make them
sound like they came off the tops of their heads.
REM: Do you find around the country that there
are still problems on the part of General Managers
and Sales Departments in properly conveying the
image of AOR radio to the agencies and local
sponsors?
ABRAMS: pefinitely. I think a lot of the problem
right now is that the whole AOR radio stem
really isn't that well defined because you've got so
many types of stations. I think it will probably
take time to iron itself out. Eventually, I'm sure
there's going to be a sort of standardization in
sound and I think when that happens that's when
the management will start understanding it better.

REA: Do you get involved beyond just the pro-
gramming?

ABRAMS: Absolutely. I would say programming,
promotion, the overall vibe the station puts out.
Again, the Program Director is the guy who turns the
wheels, but we act as-one way of looking at it
might be that we're like the coach of a football
team, and if the Program Director is a good Pro-
gram Director, it's like having O.J. Simpson on your
club. He's the one who runs, but we put together
the plays. The same thing with the Managers-we
advise them deeply in a lot of other areas, esp-
ecially promotion, and again, a lot of times if the Ma-
nager is very good, that promotion will come off
better.

R&R: You mentioned before that you were planning
on expanding the company. Do you have any peo-
ple in mind you could tip us off to, announce here
who will be joining you?

ABRAMS: Not right offhand, because we're still
in the planning stages. Whoever it is will be some-
body already working with us right now, because we
might as well get somebody who has experienced
the whole thing firsthand. We're just looking ar-
ound, probably for somebody to help out in the auto-
mation area, and somebody to help out in the co-
ordination of all our stations. Right now, we're
getting pretty large with the live stations, and we
sometimes feel we're not as effective as we could
be in coordinating music research material. Get-
ting another body in here to help in that respect
I think we could be more effective than we are.

R&R: How many people do you have working in
the company?

ABRAMS: We've got myself, Kent, Mike Scott,
Diane who helps in our office, Pat Burkhart, who
also helps out a great deal, and we have a few
other people, including 14 or 15 research kids in var-

ious colleges around the country to help out, sort of
stringers, although they are not directly on our pay-
roll, they work with us. In our Atlanta office,
five.

REtR: One more question. What is your policy
with record people?

ABRAMS: Quite lankly, I am on the road so often,
or lied up here in Atlanta, to such a degree that I
really don't have time to meet with as many of
them as I'd like. So the relationships are an on -
and -off thing. But generally, we would rather have
the Program Directors of the individual stations pre-
view most of the music, because they can do it
effectively and we have a group consensus -type sys-
tem. Let me explain how certain records have hap-
pened with us. Take the Heart record-it started
in Seattle. Lee Michaels, our Program Director there,
said, "Hey, this record is probably going to real big,"
and he watched it very closely in Seattle for a few
weeks and then spread it through the other sta-
tions by talking to the Program Directors. In this
case, all the hype in the world from promotion men
in Atlanta regarding Heart wouldn't have helped. It
was Lee Michaels who was really into it there,
who really made the record.

Each week we keep very close musical contacts
with the stations, the Program and Music Directors,
and these are the guys who really do the scouting
for the records. I coordinate everything in At-
lanta and keep track of everybody. It's the best
possible system, because we've got all this input and
research coming from all corners of the country and
Hawaii, and it makes a lot of difference. It's much
better than having 20 guys talk to me every week.
Because I have so much going on, I probably would-
n't be able to retain it. My advice to the promotion
people is to keep me informed with what's going
on, but work pretty much with the guys locally
at the stations.
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PRESENTING THE WINNERS

Mike Pinot, Associate Director, Album Promotion, Columbia Records

This is the winning team that helped make these
great albums Platinum and Gold in 1976.

They're young, bright, aggressive and fully
knowledgeable about AOR radio's special needs.
You can count on them, because at CBS Records,
they are the guys who carry the music to you.

Michael Shavelson, Manager, Album Promotion, EpicICBS Associated Labels

Paul Rappaport, Album Promotion Manage; Western Region,
Columbia Records

Harzey Leeds, Album Promotion Manaixr; ,:N'ortiteast Region,
EpicICBS Associated labels

Dave Reinidt, Album Promotion Manager,
Chicago, Columbia/EpicICBS Associated Labels

jim McKeon, Album Promotion Manager,
Westenz Region, EpicICBS Associated Labels

Gil Colquitt, Album Promotion Manage; Northeast Region, Columbia Records



OF THE GREAT DEBATE...

tals11035tlit
ROCKS

including:
Sick As A Dog

Home Thnight/Back In The Saddle
Rats In The Cellar/Last Child

PC 34165

including:
Hui icane / Mozambique

Isis Romance In Durango
One More Cup Of Coffee/Sara

PC 33893

&zolheA4
HARVEST FOR THE WORLD

including:
Who Loves You Better/People Of Today

(At Your Best) You Are Love
Let Me Down Easy 'You Still Feel The Need

PZ 33809

BOZ SCAGGS
SILK DEGREES

including:
Its Over/What Can I Say/Georgia

Jump Street/Lowdown / Lido Shuffle

PC 33920

TED NUGENT
including:
Hey Baby

Stranglehold /Just What The Doctor Ordered
Stormtroopin'/Motor City Madhouse

PE 33692

CHICAGO X
including:

Another Rainy Day In New York City
If You Leave Me Now/Once Or Twice

You Are On My Mind / Skin Tight

PC 34200

MILES DAVIS
BITCHES BREW

INCLUDING:
PHARAOH'S DANCE

SPANISH KEY
JOHN McLAUGHLIN

MILES RUNS THE
VOODOO DOWN

SANCTUARY

PG 26

Phoebe Snow
Second Childhood

including:
Cash In/Two Fisted Love/All Over

Sweet Disposition/Pre-Dawn Imagination

PC 33952

BOSTON
including:

More Than A Feeling/Peace Of Mind
Foreplay/Long Time/Rock & Roll Band

Smokiff /Hitch A Ride

PE 34188

BLUE OYSTER CULT
AGENTS OF FORTUNE

including:
This Ain't The Summer Of Love

(Don't Fear) The Reaper
E.T.I. (Extra Terrestial Intelligence)

Sinful Love/Debbie Denise

PC 34164

WILD CHERRY
including:

Play That Funky Music / 99'h/ Nowhere To Run
What In The Funk Do You See/Hold On

PE 34195

including:
Blue Eyes Crying In The Rain

Bandera/Time Of The Preacher
Hands On The Wheel/Red Headed Stranger

KC 33482

Bob Dylan
Hard Rain

including:

Shelter From
The Storm

Lay, Lady, Lay

Maggie's Farm

You're A Big
Girl Now

Idiot Wind

PC 34349

Jeff Beck
Wired

including:
Blue Wind/Come Dancing/Led Boots

Head For Backstage Pass/Love Is Green

PE 33849

EFIRTH,WINDE)FIRE
Spirit

including:
Getaway/Saturday Nite/On Your Face

Imagination/Bumin' Bush

PC 34241

DAN FOGELBERG
SOUVENIRS

including:
Part Of The Plan/Better Change

Illinois /Changing Horses
There's A Place In The World For A Gambler

KE 33137



INTRODUCING THE NEW

Burton Cummings
including:

I'm Scared/Stand Ta11/Nail Holey
You Ain't Seen Nothin' YM/Is It Really Right

PR 34261

HUBERT LAWS
Romeo & Juliet

including:
Tryin' To Get The Feeling Again

Guatemala Connection/Undecided
What Are We Gonna De/Foliar*

PC 34330

GENE RODDENBERRY
INSIDE STAR TREK

Narrated by Star Trek creator/producer, Gene
Roddenberry with Isaac Asimov, William Shatner

as Capt Kirk. Mark Lenard as Spock's father
and DeForest Kelley as Dr. McCoy.

PC 34279

NED DOHENY
HARD CANDY

Including:
On The Swing Shift

If You Should Fall/Get It Up For Love
When Love Hangs In The Balance

A Love Of Your Own

PC 34259

WAH WAH WATSON
ELEMENTARY

including:
Love Ain't Somethin' (That You Get For Free)

Together (Whatever)/Goo Goo Wah Wah
Cry Baby/RI Get By Without You

Ave.,

PC 34328

TONY BIRD
includingr

Windows Of My Ufelflift Valley
Song Of The Long Grass/ Wayward Daughters

She Came From The Karroo

PC 34324

WILLIE NELSON
THE TROUBLEMAKER

including:
Uncloudy Day/When The Roll Is Called Up Yonder

Will The Circle Be Unbroken/In The Garden
Precious Memories

KC 34112

Bill Withers
Naked &Warm

including:
City Of The Angela/Close To Me/My Imagination

Where You Are/If I Didn't Mean You Well

PC 34327

TED NUGENT
FREE-FOR-ALL

including:
Dog Eat Dog/Hammerdown

Writing On The Wall/Street Rats/Tun It Up

PE 34121

CHIP TAYLOR
WITH GHOSTIXAIN

THE JUKEBOX
SOMEBODY SHOOT OUT

including:
Still My Son/Peter Walker's CIrcuellielloAttente

Nothin' Like You Girl/Dad's Club Sizzlers

PC 34345

TOMMY BOLIN
PRIVATE EYES

including:
Post Toastee/Shalie The Devil
Gypsy Soul/Sweet Burgundy

You Told Me That You Loved Me

PC 34329

HERBIE HANCOCK
SECRETS

including:
Doin' It/Cantelope Island/Gentle Thoughts

Spider/People Music

PC 34280

inciudnqing:
Let Me In / You Can Have Me

Loosen UpYour Grip /Envy / Comes A Woman
Sailor/Beyond The Universe/Goodbye Again

PZ 34181

TOM JAMS/DARK BLONDE
including:

Ready lb Roll/ Distant Cannon Fire
Young Man In Trouble/Starlight/Bluer Than You

'

PC 34292

PHOEBE SNOW
IT LOOKS LIKE PhoeZe SNOW

Including:
Stand Up On The Rock

Autobiography (Shine, Shine, Shine)
Teach MeTonight/Mercy On Those/Fat Chance

PC 34387

TOWER OF POWER
't Nothin' Stoppin' Us N

Including:
You Ought To Be Haring Fun

By Your Side/It's So Nice
Doin' Alright/Can't Stand To See The Slaughter

off

PC 34302

RUSTY WIER
BLACK HAT SALOON

including:
I Think It's Time (I Learned How To Let Her Go)
The Devil Lives In Dallas/Coast Of Colorado

High Road -Low Road/ Tell Me Truly Julia

PC 34319

MOTHER'S FINEST
including:

Flre/GiveYou All The Love (Inside Of Me)
My Baby/Fly With Me (Feel The Love,

Dontcha Wanna Love Me/Rain

II

PE 34179

KANSAS
Leftoverture

including:
Carry On Wayward Son

Miracles Out Of Nowhere/Cheyenne Anthem
Magnum Opus/Questions Of My Childi ood

PZ 34224

Sutherland Brothers
& Quiver

SLIPSTREAM
including:

Wild Love/Dark Powers/Love On The Side
Midnight Rendezvous/Slipstream

PC 34376



CANDIDATES.

SPARKS
BIG BEAT

including:
I Lke Gifts /White Women

I Bought The Mississippi River
Everybody's Stupid

Throw Her Away (And Get A New One)

PC 34359

SLY&THE FAMILY STONE
Heard Ya Missed Me, Well I'm Back

including:
Family Again/Blessing In Disguise/Sexy Situation
Nothing Less Than Happiness/ Everything In You

PE 34348

RUPERT HOLMES
SINGLES

including:
Weekend Lover/Who, What When,Where,Why

Aw Shucks/The Last Of The Romantics
Singles

PE 34288

THE

Charlie Daniels
BAND

HIGH LONESOME
hcluding:

BNyTte Kid/Carolina
Right NowTennessee Blues/Roll kassissippi

Maned My Head Aroend/Running With The Crowd
1111A

PE 34377

2 -Record Set Specially Priced

DAVE MASON
CERTIFIED UVE

including:
Feelin' Alright/All Along The Watchtower

Only You Know And I Know
Bring It On Home To Me

Gimme Some Lovin'

PG 34174

Jimmie Spheeris
Ports Of The Heart

including:
tt's All In The Game/Sweet Separation

I'm So Lonesome I Could Cry
It's You They're Dreaming Of

Child From Nowhere

PE 34276

KINKY
FRIEDMAN
LASSO FROM EL PASO

Including:
The Belled Of ha Hayes/Men's Room, LA.

Lady Yesterday/Sold American/Dear Abble

PE 34304

Alphonso Johnson
Yesterday's Dreams

including:
Love's The Way I Feel 'Bout Cha

Flight To Hampstead Heath
Show Ue The Way/As Little As You

PE 34364

AttLiML_

gbg* TM INEac (6VAI " is
g3:7C4' , "Portrait" are trademarks of CBS Inc.

DISTROUEED BY CU RECORDS.

including
Stay With Me/Feeling Better/Trouble
Call Her "Easy"/ Ten Seconds Of Love

PC 34399

.2. 4. eztvw...sts
Shadow pi./

including
Dance The Night Away/Nordic Winds

Double Your Pleasure/Shadow Ptay/Velvet Lady

MILES DAVIS
WATER BABIES

Including:
Capricorn/Sweet Pearftvo Faced

Dual Mr. Tillman Anthony/ Water Babies

PC 34396

Michael Murphey
Flowing Free Forever

Including:
Cherokee Fiddle

High Country Caravan (eke Song For Stephen Stills)
Our Lady Of Sante Fe/Yellow House

See How All The Horses Come Dancing

PZ 34355 PE 34220

Each of these albums is an important new
release. In the coming months, they're sure
to take their place among the most popular
music of the day - surpassing even the
astronomical sales levels that we've main-
tained throughout the first three quarters
of 1976. After all, there's no debate about
who turns new albums into lasting favor-
ites faster than anybody else. .

The CBS Records Family of Labels.
Columbia, Epic, Portrait; Full Moon/Epic,

T -Neck, Caribou, Blue Sky, Kirshner
and Columbia/Lone Star Records and Tapes.

"COLUMBIA." -010" WJICAS RES. 0 1976 CBS MC.



An Interview With Larry Berger

WPLJ and the
New York Market

Larry Berger has been Program Director of WPLJ,
the ABC -FM O&O in New York, since October
1974. During this period, the station has achieved
its peak ratings since its inception as an AOR sta-
tion, after having tried many different AOR styles
over the years. Berger began his radio career
back at WCTC, New Brunswick, in 1964. From there
he went to VVVVRL, New York, in 1966, where he
served as Music Director. He then became Pro-
gram Director of WALL, Middletown, in 1968; Pro-
gram Director of WRIF, Detroit, in 1973; and then on
to WPLJ

REtR: What do you think was the deciding factor
after years of competing in the New York market
that turned WPLJ around and finally gave it rating
success?
BERGER: Coming up with the right formula and hav-
ing the determination to stay with it for a period
of time. The old story of consistency. I'm cert-
ain that somewhere during the years of experiment-
ation and failure at WPU for at least a week we
sounded exactly the way we do now, but for what-
ever reason it was passed by.
R&R: Do you see an overall change in the audi-
ence expectation of AOR radio in the last year
or two?
BERGER: Absolutely. Most AOR stations are baf-
fled by all the teens they're picking up.
REM: When you say "baffled," is that a negative
reaction?
BERGER: When they are trying to position them-
selves 18-34 but are ending up 15-25.
REtR: Why does that happen?
BERGER: The tastes of teens are changing. The
people who like bubblegum music are probably
more like eight years old andlor grandmothers,
and the people who are getting into hard rock,
BTO, Aerosmith, are now 14, 15, 16 years old.
R&R: Do you think it's possible the whole struc-
ture of AOR radio will change; because of fragment.
ation you'll have stations limiting themselves to par-
ticular sounds within the musical spectrum, as op-
posed to the old days where one station would play
everything from Joni Mitchell to Led Zeppelin?
BERGER: I hope not. I think what you're getting
at is the new soft -rock format...lt does seem that
way, but that's even becoming fragmented and
then sub -fragmented beyond...it's a struggle to de-
cide what you want to do.
REM: What is WPLJ's target audience?
BERGER: Nominally, it's 15-30. We're deficient in
the over -25,, so we're working on that. We only
have been a successful radio station here for a year
and a half and most of our audience is between
15 and 26, but we're working on developing it so
it's a little broader. Surprisingly enough, we don't
do anything that is traditionally the type of thing
that radio stations do to attract teenagers. But
my theory is, even though I have no way of sub-
stantiating this, that teenagers listen to WPLJ be-
cause they're growing up. They're at the point
where they're going into an identity situation and
they find enough familiar music on WPLJ to be
comfortable with it. On the other hand it has a
more adult sound to it than a Top 40 station, so
I don't think it has anything to do with the music
so much as with what PLJ means to a 15 -year -
old, what listening to us says about him.
R&R: What do you think it means to a 15 -year -
old?
BERGER: It means he's growing up. He says that
he's growing to his friends, by getting into PLJ
as opposed to 99X or WABC.
REM: So you think WPLJ has a somewhat hip
social image to the very young people?
BERGER: From the point of view of a 15 -year -old.
REtR: What about the 26 -year -old? What is his
reason for listening beyond just liking the music
in terms of image?
BERGER: It's primarily a musical thing at that
point. We have a lot of songs they remember
from when they were younger. We strive for a
good balance in our music. It's like our demo-
graphics are very much like a Top 40 station, an
FM Top 40 station.
R&R: Are there any barriers left for WPLJ to over-
come in communicating what it's doing to the ad-
vertising agencies at this point?
BERGER: Well, there's always a slight lag between
rating success and advertising success, but we're
catching up fast. Our average rates have been up
considerably, and many times we're sold out 24
hours a day, the overnight as well. It's partially
an advertising answer but it's also a marketing an-
swer. A lot of people probably still have a bad
taste in their mouths about PLJ from the early
70's because I think the biggest thing wrong with
the station...we were just doing too many different
things and our listeners never knew exactly what
to expect of us. Particularly older listeners who
are less likely to be tuning around the dial, as op-

posed to teenagers, who are always cruising. There
may still be some confusion about PLJ, what it's
all about, although we've been utterly and disgust-
ingly consistent since the fall of 1974.
REM: How do you describe the station profess-
ionally?
BERGER: It's probably at the more conservative
end of the AOR spectrum. We're positioned bet-
ween Top 40 and the more progressive AOR's, may-
be a little bit leaning in the direction of the Top 40
in terms of conception. The music is progressive,
but the conception is more audience -oriented, re-
search -oriented.
R&R: Are you saying that many progressives or
AOR's which consider themselves progressive are
not as audience -oriented as they think, because they
don't do research?
BERGER: I would say exactly that. Especially in a

say, "I don't need WPU. By the time they go on it,
it's already on the way down." Doing sales re-
search as extensively as you do, you know whet-
her or not you are playing a role in selling records,
and you can sometimes ratio that to the amount of
play you'll give a record that's being scrutinized.
Does WPU sell records to any significant degree?
BERGER: It unquestionably does. As a matter of
fact to such an extent that in a lot of cases :he feed-
back we get from stores is a regurgitation of what
we're actually programming on the air. Rarely
does an album achieve any significant sales in this
market without us already being on it. The only
exception would be disco albums, which seem to be
self-propelled, and from REtB stations.
R&R: Which way do you see the disco move-
ment heading in New York, because it really started
there?

"It's mass -appeal AOR that's having a tre-
mendous effect on Top 40 because it's exposing
artists and music."
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market like New York City, where it's extremely
difficult for any one individual to be so in tune
with the marketplace that he can by selecting from
his personal taste reach a mass audience through ra-
dio. It's impossible. You can get really fooled in
New York City because everything sells out here.
Record promo people come in here and they tell
me, "So-and-so sold out four nights at the Bottom
Line." Well, how many people are in the Bottom
Line? Well, maybe 400 people, and New York has a
population of 13 million. That's nothing.
REM: You're dealing with this huge universe where
obviously even a cult could be large. What do
you look for in your search for indicators to tell
you whether or not a particular record is right
for WPLJ?
BERGER: We're primarily oriented towards record
sales as opposed to airplay or disk jockey accept-
ance, because that's the only way I can really
feel comfortable in getting some kind of real read-
ing on what listeners want as opposed to what I
want or a disk jockey wants. It has to be dealt
with on a broad base because there are so many
people involved.
R&R: Now you're talking about New York City
sales research. Do you look at the sales patterns
of records in other markets that are similar to New
York?
BERGER: We look at the sales pattern on a nation-
al basis as an indicator to what will be or shotild
be happening in New York City, but there have
been a lot of cases where we've seen albums hit
the Top 10 nationally and never got off the ground
in New York. I don't know why that is.
R&R: How d6 you see New York being different
from the rest of the country?
BERGER: New York is probably more conservative
and slower to accept newer artists and newer mat-
erial than the average market, far more conserv-
ative than Los Angeles or the West Coast in gene-
ral. Most record promoters will tell you that New
York is generally the last place where new artists
gain acceptance.
REtFt: Do you think that's because there's something
about the consumers in New York that makes it
that way, or do you think that maybe the industry
has suspected that for so long that they've imposed
this pattern upon the people?
BERGER: I really don't know why that is, but I
suspect it has something to do with the inertia of
the city...it's so big that it's very difficult to get any-
thing moving. It's hard to get across town.
REM: There's some controversy as to whether or
not WPLJ sells records. A lot of record people
say, "Get it on PU and it brings it home." Others

BERGER: Every time I think it's over with it seems
to get back together again. I really don't know, but
we've learned to coexist with it, and we found
through analyzing raw ARB data in Beltsville that
our listeners-surprisingly, almost none of them list-
en to disco or R&B stations in conjunc-ion with
WPLJ.
REtR: What do they listen to?
BERGER: Almost everything else but that. We share
the greatest amount of our audience with WABC.
Then, in descending order, it would be WXLO,
WCBS-f M, WPI X, WNEW-FM, and WNBC. That was
done some time ago.
R&R: Do you think they listen to those stations
as an alternative to PLJ or do they listen to PLJ as
an alternative to those stations?
BERGER: That's a difficult question. Because PU is
the type of station positioned as we are, we're
like the blind man touching the elephant It depends
on what you're looking for and what part you touch.
It can have different meanings to you. Somebody
coming from a progressive MOR station going to
PLJ is probably looking for certain elements of our
programming and sees PU as an alternative to his
other progressive stations. Somebody coming from
a Top 40 station is looking for other elements of
our station and sees us as an alternative to the
Top 40 station, so we're in kind of an enviable
position-we're comfortable to a lot of people.
REtR: What are the biggest criticisms and what
are the biggest positives you get from the audience
in regard to their feelings about WPU?
BERGER: Number one criticism: Too much disco
music, although we play almost no disco music.
That dazzles me sometimes, but sometimes people
perceive of Earth, Wind & Fire or even "You Should
Be Dancing" by the Bee Gees as disco, and that's
interesting, because it ties in with our small shared
audience with R&B stations. The second criticism
is a standard-too many commercials. Everybody
gets that.

Some of the positive letters we get are from peo-
ple who write to us as if we're their friends.
Some guy wrote telling us how he was building
his boat and listening to this station, switched
around from station to station listening to them all...
"I must admit I am now devoted to PU. It's
the best because it plays all different kinds of music.
I'm in the 11th grade and most of the crowd is
tuning to your station. Why don't you play more
Black Sabbath?" Here's somebody. "I've been lis-
tening to PU for four years now and I've loved
every minute of it You've played all the top songs
and there was no need to rush out and spend a
fortune on the albums." Maybe we don't sell al-
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burns. We have our Top 90 albums that we gave
away, and we asked people to write in their names
and addresses. Th s many people saw fit to write
rather lengthy letters to the station. I love it. A
lot of people like the disk jockeys. That's something
you hear a lot about, particularly a couple of them.
REtR: What is the role of the disk jockey at WPLJ?
BERGER: Somebody I have a lot of respect for in
the industry once told me land when he reads this
he'll know who he is) that the only thing a disk
jockey does is to make you feel good, and if he
doesn't, then he's not doing his job. It's a hu
man element in whet is basically pieces of plastic. I

do encourage the jock to talk. There's probably
more talk on this station than on some of our
other stations. I know that the jocks here talk
more than KLOS.
REtR: What do they.talk about?
BERGER: About music, what's going on in New
York. I encourage :hem to do that a lot. Mostly
things that are pretty directly related to what
they're doing.
REtR: How much irput does the jock give to the
actual music selections at WPLJ7 Do they have
any choices among -..:ategories? Is there one cate-
gory which they have a larger choice in than others,
or is it all totally prep 'ogrammed for them?
BERGER: They program their shows as they go
along. There are certain restrictions about rota
tion, so they don't play the same song four days
in a row, but basically they are allowed to se-
lect from categories and as long as they include
given amounts of each ingredient into their show,
I know it can be done rather thoughtfully. Some of
our disk jockeys get off amazing segues.
REtR: Are the disc jockeys basically satisfied with
that?
BERGER: I think they are. I think several of them-
one of them in particular who had done nothing but
freeform radio prior to coming here-get off on be
ing able to do good musical sets and segues and
things like that within the structure. It's kind of a
challenge. It's like doing a crossword puzzle...
You can hear Carol Miller do a segue from a "Fly
Like An Eagle" by Steve Miller to "Welcome To
The Machine" by Pink Floyd.
REtR: What's it like being Program Director of WPLJ
in the same building with the home office of the
entire ABC -FM group):
BERGER: Surprisingly enough, it's not a problem.
I was geared up for a lot more bumping into peo-
ple than has actually happened, and part of that is
due to the spirit that was in effect at the time I
got here. It was "we're going to do it." That
goes back to my boss Bill Lockridge, who I worked
for in Detroit and wh 3 is General Manager of PLJ.
He was the guy who really decided we're going
to bite the bullet, and we're going to do it. We've
had a lot of cooperation from people in the cor-
poration, and virtually no "corporate interference."
REtR: Are there any advantages to being so close?
BERGER: Oh, absolutely. Because I can call upon
the art department or the legal department for ad-
vice, or broadcast operations on engineering, al-
though we have a very good local engineering staff.

tubes...

If I want to audition a videotape, there's a screen-
ing room on the 26th floor, and I just go up there
and do it.
REtR: Is there any personal competition between
the ABC -FM 08.0's7
BERGER: I don't really think so. If there is, it's
not destructive in any way. There are reports
published in the company which are tracking re-
ports which show the success or failure of each
station, and you feel kind of crummy if your cume
dropped in half...but all the stations at this point
are doing things quite different from one another-
especially the four AOR stations are quite distinct.
We share information. They all know what I'm play-
ing and I know what they're playing, but there
are some pretty wide differences. They're tailored
to the market. Maybe that was something we found
out along the way, that each market is quite dif-
ferent, and you can't do Detroit in Los Angeles or
Los Angeles in New York, Each of them has dis-
tinct things that are necessary to win in that mark-
et.
REtR: What is the role of the Program Director
at WPLJ?
BERGER: Well, I'm responsible basically, in conjunc-
tion with a couple other people, for musical selec-
tion. I'm responsible for dealing with the disk
jockeys with weekly meetings. Each jock has a

WPLJ?
BERGER: It's very open, compared to some other
stations We don't have one day where everybody
comes up. All day Monday she's tied up, and on
Tuesday we do our music, so those two days gene-
rally it's difficult to see anybody, but any other time
people come in here, wander in, and they're seen.
REtR: For record promoters to service you, what do
you expect?
BERGER: The primary thing I'm looking for is an
understanding of what the station's all about, and
what the criteria are for adding records. There's
a lot of frustration among certain record promoters
due solely to a lack of understanding of what we're
doing and why we're doing it.
REIR: Are you open to explain this to them?
BERGER: Absolutely. and we've been consistent
since the fall of 1974. By now it's incomprehen-
sible that anybody wouldn't understand what we're
doing.
REA: But you still find that many don't.,
BERGER: I've even heard things to the effect that
we have to get approval from some great god in
the sky to play records, and that's not true. We
select them right here.
REtR: To what do you attribute this large-scale
misunderstanding?
BERGER: Possibly due to their perception of PLJ

"...We're like the blind man touching the elephant. It depends
on what you're looking for and what part you touch."

weekly meeting and some of them I see separately
of course. We go over skimmer tapes of their
work during the past week, and at this point,
since the station is pretty well together, it's a matter
of my being here to keep everything glued down.
REtR: What's the job of the Music Director at
WPLJ?
BERGER: The Music Director here does all the re-
search. She sees the record promotion people. She
shares equally in the selection of music, with me,
and she auditions new record albums, sometimes
even before I get to them. She checks the music
logs or sheets on a daily basis to make sure ev-
erybody is doing what they're supposed to be doing.
REIR: How would her favorable or negative react-
ion affect the station's policy of adding a record,
considering, as you mentioned, that the station is
very sales -oriented in its research for criteria?
BERGER: Well, her reaction would come in two
areas. The first one would be when a record is
in a grey area where we could add it or wait a
week or two, and if she thought it was particularly
good or if it was the type of sound we were look-
ing for, that might get the record on.
REtR: So WPLJ is concerned with the sound as
well as numbers?
BERGER: Absolutely. The other thing where her
input is extremely valuable is when new albums
come out or when an album is at a point where
we know we're going to go on it pretty soon.
She'll listen to it, I'll listen to it, and we have an
internal coding for what we think are the best cuts,
and then we'll compare notes on it.
REtR: Is that how you decide which cuts to play?
BERGER: That, plus what the other ABC -FM sta-
tions are doing, plus, frankly, your concensus cuts
on the REtR list. Walrus, sometimes, as far as
cut information goes. Of course that's the most
subjective area of any AOR station, to decide what
cuts to play. I mean, who knows?
REtR: You said she sees record promo people.
Do you?
BERGER: Yes, some of them.
REtR: What is your policy towards seeing record
promoters, and dealing with record companies, at

as just another progressive radio station, which
we're not.
REtR: Perhaps record people in general have this
misunderstanding of what any progressive radio sta-
tion is today...
BERGER: I'm sure of that. I've even asked certain
record companies to put us on their Top 40 lists,
because if we're on their Top 40 lists that's where
we're going to be playing records early. If we're
on their progressive list, we're going to be playing
very late. But that's consistent with our policy of
being between the Top 40 and a progressive station.
REtR: Do you see Top 40 changing in its music-
al selections?
BERGER: In the last six months there's certainly
been a greater percentage of album -oriented songs
on the top of the charts. Now I've seen that come
and go before so I wouldn't say that's the wave
of the future. It's been very obvious that there's
more album -oriented music at the top of the pop
charts. That's great for us, because every time a
Top 40 station plays "Show Me The Way," it's
an advertisement for PLJ.
REtR: What effect do you think AOR radio is hay
ing on Top 40?
BERGER: It's mass appeal AOR that's having a tre-
mendous effect on Top 40 because it's exposing art-
ists and music.
REtR: And do you see non -mass appeal AOR
having an influence on mass appeal AOR?
BERGER: Sure, I would never deny that.
REtR: Which station do you think actually plays
more of a variety of music, WPLJ or WNEW?
BERGER: I would say that PLJ does. There's
only 24 hours in a day, you can only play one record
at a time, and if they add 25 new albums to their
list, something's got to go. Either they're not play-
ing them, which is one possibility, or they're bump-
ing out what they added the day before. People
come up here and tell me that it's on all the more
progressive AOR stations. My answer to that is,
"We'll see tomorrow." PLJ is good from a record
company standpoint because they know they're go-
ing to get consistent saturation airplay and that is
what we know really moves the records in volume,

REtR: How many categories are there really in
terms of volume of airplay on WPLJ?
BERGER: Well, record companies will really be con-
cerned only with current product, and many of our
categories are old product...
REtR: I'm talking about the current.
BERGER: On PLJ there are only two. There is one
with a lot of play and one with a real lot of
play.
REtR: Ones with a lot of play, are they usually
the new records that have just been put on, and
ones with a real lot of play the ones that have
proven themselves?
BERGER: Something like that,
REtR: Do you think that if you took the average
AOR station, progressive or semi -progressive, that
this would be true even though they may not real-
ize it?
BERGER: Progressive stations generally tend to
do that. They have a very heavy saturation on a
record in its initial couple days, and then it gets
relegated to the back of the box. When a new Wings
album or Dylan album comes, it's everywhere for a
couple days on the progressive stations, and then it
really tapers off.
REtR: A lot of record people don't understand
that, when they try to approach AOR airplay the
same way they do Top 40,
BERGER: They don't want to understand that.
Their perception is either it's on or it's not on,
which means on a progressive station that it's in
the studio, which sometimes bears no relationship
to airplay.
REM: What do you see in store for the New York
radio market in the immediate future?
BERGER: I hear rumors but I'd sooner not per-
petuate those.
REA: I don't mean details of station activity.
I'm talking more about trends and station popu-
larity.
BERGER: I really can't predict accurately. I thought
I would be able to say what PLJ is going to be
doing in the future We're called upon in the com-
pany to make audience projections upon which busi
ness plans are made for 1977, and I know in the sum-
mer you have to do it for the next summer, and
I know what I projected for '77 for PLJ and I'd
sooner not reveal that But I've been frankly sur-
prised in other markets the kind of numbers and the
kind of dominance thatAOR stations have come in
with. For example, the summer ARB ranked us
6th in the market Number one cume among all FM
stations, which means we reach more listeners
than any other FM in the country. But in the summer
ARB in Detroit, for example, WRIF was the No. 2
station in the market with a 6.7 share, and I nearly
fell over when they did that-they beat CKLW
The only station they're behind is the Public Affairs,
Talk, WJR...and honestly, I couldn't, when I was at
WRIF, have anticipated that kind of potential for
the format.
REtR: What type of relationship on a programming
level do you share with WABC?
BERGER: I have a very good relationship with WABC
and part of that is due to the personalities I'm very
close to, Rick Sklar and Glenn Morgan. Rick was
one of the people most influential in my getting to
work for the American Broadcasting Company in
the first place, so he and I get along very well.
Amazingly, as PLJ has gone up, WABC has not gone
down, and that's done a lot to seal the relation-
ship because they don't feel we're winning at their
expense. We share research information and we
compare notes on certain things. Both our studios
are on the same floor and engineers will shuttle
back and forth from one station to the other.
We share everything.
REtR: So the stations do not operate as if they
were in competition with each other...
BERGER: They do, but on a healthy basis. It
would be stupid of me to say that we're not in com-
petition with WABC but that doesn't mean that
don't want them to be successful and they don't
want me to be successful.

The manager is ready to begin tne interviews. Which one of you gentlemen is from AOR radio?"
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'THE SELLING OF
AOR RADIO

By Walt Tiburski

The battle to spread and build AOR radio is waged
on many fronts, above and beyond "getting listen-
ers" and entertaining them. There is, of course,
the development of a healthy financial base and
community image. The following double feature
was written by Walt Tiburski, Sales Manager of
WMMS/Cleveland, and Dan Garfinkel, the station's
Promotional Manager. Each approaches his partic-
ular area of expertise as practiced at one of the
nation's leading and most celebrated A OR radio
stations.

The field of AOR sales is nothing new to Walt

Tiburski. At the age of 29, he has been at it for
the past seven years, the last four at WMMS. A
graduate of Kent State University, Tiburski's outside
interests include flying (he has a Beechcraft Bon-
anza), skeet shooting, and scuba diving.

Dan Garfinkel graduated from Brandeis University
with a degree in English and American Literature.
Since that time, he has worked in promotion, adver-
tising, and publicity in books, theatre, film and radio.
He has published articles in a number of magazines.
Garfinkel's hobbies are sleeping and collecting exo-
tic bathtubs.

While selling AOR radio has its parallels with
selling any type of radio, there are many additional
considerations. AOR radio, despite its high rankings
in many markets, is still subject to many biases,
usually because the advertiserIclient is unfamiliar
with the format. This makes it easy for the media
buyer at an ad agency or the direct client to
"buy around" an AOR station, and to buy the type of
station he listens to and understands. AOR sta-
tions still miss out on some buys because their
salesperson hasn't communicated his station's sto-
ry totally to the media buyer or advertiser.

It is important to relate everything we can to the
advertiser. Make them feel comfortable and fam-
iliar with your AOR radio station. Show them
that the listener is not very much different from the
listeners of other radio stations. But show them
that your AOR station, by virtue of its demographics,
has that all-important 18-34 impressionable buyer.
That person who has money to spend and is spend-
ing it! Encourage them to get their share of
those young adult dollars they're currently missing
by not advertising on your station. After all, the
18.34 age group now constitutes the single largest
population group in the U.S. today, thanks to World
War II's "baby boom."

The AOR salesperson must go a step beyond rat-
ings and demographics. He or she must relate
the most important factor of the AOR listener-
the lifestyle (otherwise known to research fanatics
as psychographics) This increasing trend to look
beyond the raw numbers is one of the healthiest
things ever to happen to AOR radio. It's a probe
into how people live, what they enjoy, what they
consume, and countless other aspects. It supple-
ments the AOR salesperson's pitch with statistical
research on the 18-34 bracket's lifestyle, and helps

one relate that information to the advertiser. This
new area of research is the AOR salesperson's
single greatest tool, besides himself.

I have always felt that the AOR salesperson had
to be a go-between, an intermediary, a missionary.
and an interpreter. The AOR salesperson should
be someone who can see both sides of the coin,
and take the time to understand both.

When I first started selling AOR radio, I of course
loved it and totally believed in it. This enthusiasm
has continued and grown, and I feel it should be a
prerequisite for any AOR salesperson. But one must
be careful not to be so absorbed in the lifestyle
and culture that one becomes immersed in it. One
will then lose his objectivity and ability to relate it
to someone who doesn't share his beliefs.

The best AOR salesperson is someone who can
believe in the station's lifestyle, yet be able to
relate it to the person who isn't familiar with it at
all. The greatest setbacks in AOR sales happened
when blue-jeaned, scruffy, long-haired folks went
out and tried to tell advertisers that their stations
were the ones to buy. These stations have prob-
ably since folded. The stations that have done well
are the ones whose salespeople understood our bus-
iness society's "hangups" on dress codes and ap-
pearance and compromised enough to meet them,
while still presenting the station as a unique and
exciting medium. They made the buyer at ease and
took the time to "spoonfeed" them if necessary in
order to get them to see its value.

The image of the AOR salesperson today is that of
a professional who understands the media and pre-
sents himself with authority and confidence. The
good AOR salesperson takes the time to learn about
the advertiser's problems and finds a solution for
them through the AOR station. Once this happens,
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"The Sound Of Sales"-by Tiburski& Garfinkel
the results speak for themselves.

And that's another selling point of AOR radio -
results!!! The AOR salesperson can be proud of
his product because it works. We at WMMS get
report after report from our advertisers telling us
how well the station has worked for them. Be-

sides the elated calls, we usually get a renewal
order as proof that AOR advertisers get results!

These results have created a healthy growth in our
base of advertisers. Obviously. because of our
open playlist, the record companies enthusiastically
land wisely) spend a great deal of money on WMMS.

But while the record industry, concerts, movies,
and other forms of entertainment form the core of
our advertising, other businesses have found the
station a powerful result -getter. The large depart-
ment stores, car dealers clothing chain stores,
and many others have quickly joined the growing
list of WMMS clients. It's a sign of the times and
certainly a good one. It indicates that some AOR
salespeople have done an effective job communi
cating the value of their station to the advertising
community. It's a major breakthrough for AOR ra
dio, but it presents a host of new considerations.

As AOR radio has become more accepted arid the
old underground format has surfaced, AOR sales-
people must concern themselves with new chall
enges. As a fully recognized competitor with all
other types of station formats, AOR radio now de-
mands an even greater degree of sales profess
ionalism and effort. The AOR format has come a
long way, and it's only beginning to show how
successful it really is.

The recent success of AOR radio has caused many
changes internally as well. The salespeople are
faced with the unusual situation of getting that big
order they worked so hard to land, only to have the

PROMOTING AOR RADIO
Radio station promotion people have a peculiar

problem-they can't justify what they do by dollars
earned. ARB doesn't rate promotions; there are no
sales reports that include a balance for it. But
there's no doubt about the value of promotion in the
minds of broadcasters.

Promotion at WMMS is actually a bit more. It's
publicity, press relations, advertising, promotion,
and public relations all rolled into one job. Each
of these areas provides opportunities to "sell"
WMMS to our audience. What we do is not so
different from other stations or other businesses,
for that matter; how we do it is another story.

A few basic principles are in order first. Some of
these are as old as the hills, but most of them are
neglected by radio promotion people regularly.

1) Honesty. Looks silly sitting in the middle
of an article on promotion, doesn't it? But if
you do not operate honestly with the press and
public, they will simply stop believing-the worst
thing that can happen to a promotion person.
When writing press releases, don't give a full page
to a story that only warrants a paragraph. Don't
make things up. The leverage a little self-control
will give you when you do have a story worthy of
big coverage will astound you. By now, you've
had enouth records touted as "the next big thing"
to be skeptical-press people are, too.

2) Simplicity. When I use the expression "sim-
ple" in talking about radio promotion, I don't mean
"stupid." Perhaps "accessible" would be a better
term. In any case, when writing a story about
your station for the papers, write it so the news-
paper people can use it with the least amount

of work. Don't misspell, don't write your own
headlines, don't type in all caps. Face it, even
the New York Times picks up sentences and
phrases from press releases. In terms of promo-
tion, don't complicate matters. Contests are de-
signed for listeners to participate-save your clev-
erness for prizes, the promo spot, or anything but
entry requirements.

3) Style. This area is perhaps the most diffi-
cult to define. It's image, outlook, and lifestyle
all rolled into one. It means being consistent
with your air sound in your promotion and pub-
licity style. It means arriving at a print look that
is an accurate representation of what you are on
the air.
What has all this got to do with selling WMMS to

our audience? Promotion reinforces the positive im-
pressions created by the air sound. It reestab-
lishes the ideas already represented in the minds of
the listeners by what they hear on the air. So
that a station like WMMS doesn't cheat the audi-
ence-by promising things they don't deliver, by
leading them to think that they mean one thing
when they're saying something else. The trust and
confidence of your audience is not easy to get, but
it's very easy to throw away. One bogus promo-
tion can undo the hundreds of hours of work put
in by your programming staff.

When putting together a promotion at WMMS,
the following questions are asked:

1) Is it good for the listener? Will the audience
be able to make use of the prize? Will they
enjoy the promotion, whether they directly parti-
cipate or not?

By Dan Garfinkel

2) Is it good for the client? Does it present
the client's product in an atmosphere that is appro-
priate? Does it "sell" the product?

3) Is it good for the station? Is the promotion
consistent with the style with which we are as-
sociated in the minds of our listeners?

If we get positive answers to these questions, we go
ahead.

Another question that frequently arises has to do
with that tricky question of "style." WMMS has pre-
sented successful promotions on several occasions
that might best be described as "off -format." These
have involved activities like a concert with the
Cleveland Orchestra, and legitimate theatre produc-
tions of things like "Jacques Brel Is Alive and Well
and Living in Paris." The success of these pro-
motions reminds us that it is dangerous to view
our audience as some sort of denimed, dope -smok-
ing monolith. There are a lot of people who like
Rock Et Roll who happen to have other tastes as
well. Don't forget them.

What else can I tell you? The other principles of
good promotion are common to all radio work:
organization, making those deadlines, cooperation
among the staff. Perhaps the one thing to say in
summary is in the form of a reminder: Don't
forget your listener. That's who all this is for-so
don't put "in-jokes" on your air, don't use promo-
tional time to do favors for clients, don't get trapped
into doing promotions that don't fit the criteria
outlined earlier. And whatever you do, don't short
change that listener. Remember, you're just a pimp
for the best-lookin' girl in town.. don't sell her for
two -bits.

tape turned down by the Program Director because
it sounds like an ad for "Let's Make A Deal"
with a ridiculous jingle. Then starts that extra di-
mension of sales ability, when the laborious process
of getting the ad recut begins. Sometimes the agen-
cy cooperates and demonstrates interest in our con-
structive criticism, and recuts. And sometimes the
less professional agencies refuse to recut, and
cancel the schedule unless the station rt:ns the spot
as is. We sometimes grudgingly accept the bad
spot and we also refuse it if it's particularly awful.
May I add that record companies are notorious for
producing bad commercials for otherwise excellent
records? I find it repulsive to hear a spot for a
hip new band done with such cliched copy as "hard -
driving," "heavy," "super -tight," "killer," and other
such trite descriptive adjectives. I find it partic-
ularly annoying to hear the gravel voice of some
old studio announcer doing an awful radio ad for a
great new group, only to recognize that voice as the
same one I'd heard on TV doing an ad for Sears
refrigerators and appliances! That guy wouldn't
know a good album and how to sell one if it bit
him in the ass!

But it's typical of the garbage all radio stations
get from those supposed bastions of creativity
known as L.A. and New York, and it's not limited
to any agency or product. When will agencies wake
up? You don't advertise exclusively white products
in Ebony, nor do you see Afro -Sheen ads in the
Country and Hunt Club News. Then why can't
agencies produce compatible spots for AOR radio?

Internally, there is the intense competition be-
tween account executives for the limited avails.
WMMS runs sold out at eight minutes an hour,
18 hours a day, for six weeks ahead as a rule.
With the holiday retail season approacting, we'll be
sold out completely for the rest of the year by
Halloween. Except for a few normal changes and
cancellations, you can't buy any time. Advertisers
don't like this either, so a good AOR salesperson
gets orders in early, and again, explains to the
client.

In this article I could only touch but a few of the
many points of selling AOR radio in a professional
manner. I would need volumes to relate the many
facets, but I can summarize the key points here.

1). Develop a thorough knowledge and sincere
enthusiasm for your AOR station. This excite-
ment is contagious.

2) Back up your enthusiasm with facts. Ratings
books, psychographics, success stories, and any
support materials you can muster up.

3) Be a diplomat, a missionary for AOR radio.
Get out to those straight advertisers and push for
them to recognize the validity of your format in
the marketplace.

4) Plan ahead, use your time wisely and con-
structively, as you've got a bigger job to do than do
your Top 40 brethren.

5) Teach your clients how to use your AOR
station to their greatest advantage. The results
they get will bring you reorders.

6) Do client promotions like crazy! But be
sure they are well thought out, valid promotions
that will excite the audience as well as get expo-
sure for the client.

7) Follow through, make sure the client is kept
informed and advised of his advertising.

8) Get the money! Collect the dollars the client
owes you. Ultimately he will respect you more for
asking for the money than if you don't. If you
don't, you're working for nothing!
AOR salespeople have an exciting and very diffi-

cult job to do. Yet as WMMS has proven, it can
be done, if you believe in it and handle yourself
in a professional manner, you as an AOR sales-
person can reap the many rewards AOR radio has
to offer.
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KBPI KNX-FM KZEW
KDKB KOME WAAL
KFIG KSAN WBRU
KFML KSMB WCMF
KFWD KTIM WHCN
KILO KZAM WHFS
KIM -FM KZAP WJKL
KINK KZEL WJTK
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