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Foreword
by Ed Shane

Ed Shane is a broadcast adviser and
founder of Houston-based Shane Media
Services, which provides management,
programming, and research consulta-
tion to radio. Since 1977 he has helped
broadcast companies, both large and
small, achieve success for their sta-
tions in a variety of formats. A trend-
watcher, Shane combines insights on
the world at large with research
conducted specifically for radio. His
writing has been published in both con-
sumer and trade press. His first radio
book, Programming Dynamics (1984,
Kansas City, KS: Globecom), was an
industry bestseller. He is also the
author of Cutting Through (1991,
Houston, TX: Shane Media).

Welcome to the Golden Age of Radio.
Revenues are the highest ever, setting
records in the mid-1990s. Profits are
up, too. Advertiser demand is high.
Rule changes have allowed ownerships
to consolidate.

Most people refer to “the Golden Age”
as some period in the past, usually the
“theater of the mind” days of the 1930s
and 40s when listeners turned words
and sound into mental pictures that
commanded the attention of the nation.
That was a unique period. Radio was
the only free-entertainment medium for
a nation emerging from a disastrous
depression. For that reason alone, the
phrase “Golden Age” applies.

The fifties and sixties are also
described as a “Golden Age.” That was a
time when the deejay was as much a
king as Elvis because the deejay spun
the soundtrack to the lives of Baby
Boomers as teenagers.

If you’re using this book to learn
radio, chances are you have no direct
experience of those long-gone Golden
Ages. That’'s why I feel that today’s

radio—and for that matter, tomor-
row's—are Golden Ages, too.

To hear some people talk, the end of
the nineties is hardly the stuff of a
“Golden Age.” They say radio is endan-
gered, threatened, about to die. New
media will invade radio’s turf, they say,
replacing radio as an information
provider and music provider.

I'll be the first to admit that there’s no
holding back the interactive and digital
future. Yet radio has already faced
challenges, even threats, from other
media: television, the long play album,
CDs and cassettes, multichannel cable
television, cable audio. Each time,
radio survived and adapted.

Radio even survived the announce-
ment of its own demise. Henry Morgan,
a radio performer and satirist during
the fifties, once claimed, “Radio actu-
ally died when ‘Stop the Music’ got
higher ratings than Fred Allen.” While
the event was noteworthy for lovers of
the original Golden Age, it hardly
spelled death. It did spell change and
challenge. When Morgan made his
acerbic comment, network radio faced
more than a challenge. The medium
was truly threatened by television.

Before television, the “pictures” were
on the radio. A man named “Raymond”
opened a squeaking door on “Inner
Sanctum” and the stories told behind
the door made spines tingle for a half
hour. That age brought “The Shadow,”
a Gothic thriller whose main character
was a mental projection against a foggy
night full of smoke from coal-burning
furnaces.

The lighter side of that era was Fibber
McGee's closet, a packed-to-the-gills
jumble that fell with a crash to the floor
once per episode in an avalanche that
usually included samples of the spon-
sor's product. After the cacophony
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there was a pause. Finally, a dinner
bell crash-tinkled to the floor as punc-
tuation.

These images, all formed in the mind
of the listener, could not stand the
transition to television. Even NBC-TV's
attempt at a revival of “Fibber McGee
and Molly” left the famous closet out of
sight—in the hands of sound-effects
experts and in the imagination of the
viewer.

The transition was easier for other
radio shows. Jack Benny simply added
scenery and sets to the comedy scripts
his crew was already performing. It was
the same for Burns and Allen and for
scores of other radio performers who
moved from their radio desks to their
TV desks and continued their careers
in the visual medium.

While radio was disrupted by the
introduction of television, it survived
the challenge by finding new applica-
tions for its medium. Panic began to
subside when audio broadcasters
stretched individual music programs
into 24-hour formats. Thus were born
Top 40, Middle of the Road, Beautiful
Music. Each station became something
distinct. The days of being “all things
to all people” on one radio station virtu-
ally disappeared.

The stories of radio’s rejuvenation
have been told plenty of times. The
names Todd Storz, Gordon McLendon,
and Rick Sklar are the stuff of legend
because those men did not view the
future of radio in terms of its past. The
change to format radio stimulated
another “Golden Age” as teenagers of
the Baby Boom discovered Top 40 radio
playing their music.

I was ten years old in 1955 when
radio’s evolution was taking place. With
the exception of a few evenings with my
parents listening to what remained of
the old shows, all my radio experiences
were tied up with the new disc jockeys
and the new music—rock 'n’ roll. I had
no understanding of the plight of the
radio industry against the threat of tele-
vision. I assumed that it had been that
way all along, one station for me and my
friends, another for my parents.

Now that I've studied radio of that
time and have had the chance to inter-

view people who either made it happen
or watched it happen, I find the stories
of rejuvenation in stark contrast to what
was called radio’s “death.” There’s fur-
ther contradiction: The number of sta-
tions in the U.S. has grown from 700
then to more than 11,000 now! There's
no indication that the number of signals
is going to decrease. Technology was
good to radio in terms of its ability to
expand its numbers, just as technology
has created radio’s challenges.

Futurist Alvin Toffler wrote that “new
technologies make diversity as cheap
as uniformity.” That applies to radio,
too. The industry’s newly formulated
formats fragmented into narrower
niches as space was made available on
the dial for new facilities.

As radio expanded in the seventies
and eighties, so did cable television.
Again, radio was challenged by tech-
nology.

CNN and MTV were the eighties
equivalent of “moving from the radio
desk to the TV desk.” Both networks
borrowed radio’s strong, cohesive posi-
tioning by using 24-hour vertical pro-
gramming in the emerging cable
medium. A staggering number of video
music shows followed in MTV's wake.
Record companies transferred promo-
tional dollars from radio play to pro-
duction of video clips.

What was radio’s response? Radio met
cable’s challenge head on with adapta-
tion. The result was Contemporary Hit
Radio in the eighties, then a new breed of
Country for the nineties.

Another of radio’s Golden Ages is
emerging as this book goes to press: the
impact of talk radio on national dis-
course. A cohesive, singular, pop music
doesn’t exist amid the format fragmen-
tation and fractionalization of the
nineties. So words are stimulating Baby
Boomers as adults the way rock ‘n roll
did when they were teenagers.

Rush Limbaugh made his mark by
speaking for large numbers of conserv-
ative Baby Boom males. Howard Stern
expressed in words (often outrageous
words) what rock singers have said in
music. From politics to sex to comedy,
the spoken word creates a new context
for radio.
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There may be context, but content is
often no more than rhetoric. Talk show
hosts rely on neatly turned slogans that
amount to bumper sticker philosophy.
At the root of the rise of talk radio is the
glut of information confronting con-
sumers. Talk shows are an attempt to
sort it all out, to filter data from infor-
mation overload.

There's a theme here. In each of
radio’s “Golden Ages,” as I've defined
them, technology is the driving force:

In the 1930s and 1940s radio itself was
the driving technology. There was
total national distribution of a free-
entertainment medium.

In the fifties, TV challenged. At first
radio worried, then it reinvented
itself.

Radio’s reinvention of the fifties and
sixties took advantage of the phono-
graph record, especially the new 45
rpm discs.

In the late sixties and early seventies
the LP record became the primary
medium for popular music. Radio
capitalized.

The technology of improved audio
married the LP and FM sound to
reinvent radio once again in the sev-
enties.

FOREWORD xi

The CD did the same for radio in the
eighties.

The cable boom of the eighties caused
radio to react, first with new vertical
formats, then with music that had
been seen on MTV and other music
channels.

Instant and constant access to infor-
mation prompted the rise of radio
talk shows to “sort it all out” and to
speak for the “average person.”

The next Golden Age will be created
by users of this book responding to the
medium’s next challenge: How do we
use radio’s unique attribute—portabil-
ity—in a wired world?

Broadcasters line up on either side of
that question. Some say on-line ser-
vices will offer most of what radio can
deliver—news, weather, music, odd
facts—and that the click of a mouse
can Kill radio as we know it.

I don’t believe it. I'm too optimistic
about radio and its ability to adapt. I'm
optimistic, too, about your ability to
respond to what you’ll learn in this
book—a real world view of a medium
that knows how to reinvent itself and
re-energize itself.

See you in the Golden Age—the one
you create!
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Radio waves
sing, dance,
glide and spin
through the air
like strange magic,
delivering messages
as individual
as the fingerprints
of each listener.
Lindy Bonczek
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Preface

It seems remarkable that a decade has
passed since the publication of the first
edition of this text. Truly gratifying is
the fact that during this time it has
become the most widely adopted book
of its kind at colleges throughout the
country and enjoys a sizable following
overseas, as well as among industry
practitioners. It is what may be called
the “standard,” and it has become so
because of its 3-C formula—compre-
hensive, concise, and candid.

Since the first outing of this book, the
radio industry has witnessed enormous
change. It has been a time of significant
technical innovation and economic flux.
The advent of digital audio promises to
revolutionize broadcast signal transmis-
sion and reception. Of course, with such
a transformation come challenges and
concerns, and these will doubtlessly
occupy the thoughts of broadcasters
well into the next millennium.

When this book was first published in
1986, radio was enjoying unprece-
dented prosperity. The prices being
paid for radio properties were soaring,
and station revenues were at excep-
tional levels. Life was good for almost
everyone in the industry, or so it
seemed. Many AM station owners were
not in on the opulent banquet, and a
growing number were pulling the plug
on their operations. Yet on the whole,
the eighties were auspicious years for
the magic medium.

The tide shifted as the final decade of
the twentieth century began. The
nation had slipped into a nasty reces-
sion taking radio with it on its down-
ward slide, but soon the medium’s
fortunes were on the upswing. The
industry has indeed experienced many
ups and downs since its inception over
75 years ago, however, and it will
doubtlessly know the thrill of ascent
and the angst of decline again.

It is impossible to imagine a world
without David Sarnoff's radio music

box, but that is not necessary for it is
safe to assume that radio in some form
will continue to be an integral part of
our lives for a very long time to come.

The mission of this book has not
changed. This edition, like the previous
ones, is the result of a desire and effort
to provide the student of radio with the
most complete account of the medium
possible, from the insider’s view, if you
will. It is presented from the perspective
of the radio professional, drawing on
the insights and observations of those
who make their daily living by working
in the industry.

What continues to set this particular
text apart from others is that not one or
two but literally hundreds of radio peo-
ple have contributed to this effort to
disseminate factual and relevant infor-
mation about the medium in a way that
captures its reality. These professionals
represent the top echelons of network
and group-owned radio, as well as the
rural daytime-only outlets spread
across the country.

We have sought to create a truly
practical, timely, illustrative (a picture
can be worth a thousand words—sta-
tions explain and reveal themselves
through visuals), and accessible book
on commercial radio station operations;
a book that reflects through its struc-
ture and organization the radio sta-
tion’s own. Therefore, the departments
and personnel that comprise a radio
station are our principle focus. We
begin by examining the role of station
management and then move into pro-
gramming, sales, news, engineering,
production, and traffic, as well as other
key areas that serve as the vital ingredi-
ents of any radio outlet.

Since our strategy was to draw on the
experience of countless broadcast and
allied professionals, our debt of grati-
tude is significant. It is to these individ-
uals who contributed most directly to its
making that we also dedicate this book.
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xiv PREFACE

In addition, we would like to express
our sincere appreciation to the many
individuals and organizations that
assisted us in so many important ways.
Foremost among them is Ed Shane,
whose contribution to this edition
brings new meaning to the term gen-
erosity. A profound word of thanks is
also due Jay Williams, Jr., Ralph Guild,
Bill Siemering, Lee Abrams, Lynn
Christian, Chris Sterling, Donna
Halper, Bruce DuMont, Paul Fiddick,
Norm Feuer, Ward Quaal, Frank Bell,
Allen Myers, Ted Bolton, et al.—the list
is endless. My hat is off to every indi-
vidual and station cited in this book.

Countless companies contributed to
the body of this work. They include the
ABC Radio Networks, Arbitron Ratings
Company, Auditronics Inc., The
Benchmark Company, Bolton Research,
BMI, BPME, Broadcast Electronics,
Broadcasting and Cable, Burkhart
Douglas and Associates, Coleman
Research, Communication Graphics,
CFM, CRN, Denon, DMR, the FCC, FMR
Associates, Halper and Associates, IGM
Inc., Interep Radio Store, International
Demographics, Jacobs Media, Jefferson
Pilot Data Systems, Lund Consultants,
Marketron Inc., Mediabase, Metro

Traffic Network, MMR, Museum of
Broadcast Communications, National
Association of Broadcasters, Premiere
Radio Networks, Public Radio Interna-
tional, QuikStats, Radio Advertising
Bureau, Radio Aahs, Radio Ink, Radio
and Records, RTNDA, Radio Computer
Systems, RCA, Satelillite Music Net-
work, Shane Media, Society of Broad-
cast Engineers, Jim Steele, Annette
Steiner, Superaudio, Tapscan, TM
Century, Westinghouse Broadcasting,
and Westwood One.

Since the publication of earlier edi-
tions, it is safe to assume—in an indus-
try noted for its nomadic nature—that a
number of contributors have moved on
to positions at other stations. More-
over, it is equally certain that many sta-
tions have changed call letters, because
that is the name of the game too. Due to
the sheer volume of contributors, it
would be difficult to establish the cur-
rent whereabouts or status of each
without employing the services of the
FBI, CIA, and Secret Service. We have
therefore let stand the original ad-
dresses and call letters of contributors
except when new information has
become available; in those cases,
changes have been made.
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State of
the Fifth
Estate

IN THE AIR—
EVERYWHERE

As we approach the new millennium,
radio remains ubiquitous. It continues
to be the most pervasive medium on
earth. There is no patch of land, no
piece of ocean surface, untouched by
the electromagnetic signals beamed
from the more than twenty-seven thou-
sand radio stations worldwide. Over a
third of these broadcast outlets trans-
mit in America alone. Today, over eleven
thousand stations in this country reach
99 percent of all households, and less
than 1 percent have fewer than five
receivers. There are nearly a billion
working radios in the United States.
Contemporary radio’s unique per-
sonal approach has resulted in a shift
of the audience’s application of the
medium: from family or group enter-
tainer before 1950, to individual com-
panion in the last half of the century.
Although television usurped radio’s
position as the number one entertain-
ment medium four decades ago, radio’s
total reach handily exceeds that of the
video medium. More people tune in to
radio for its multifaceted offerings than
to any other medium—print or elec-
tronic. Practically every automobile (95
percent) has a radio. “There are twice
as many car radios in use (approxi-
mately 132 million) as the total circula-
tion (60 million) of all daily newspapers,
and four out of five adults are reached
by radio each week,” contends Kenneth
Costa, vice president of marketing for
the Radio Advertising Bureau (RAB).

Seven out of ten adults are reached
weekly by car radio.

The average adult spends over two-
and-a-half hours per day listening to
radio. A survey conducted by RADAR
(Radio’s All Dimensional Audience
Research) concluded that 95 percent of
all persons over twelve years old tuned
in to radio. In the 1990s, this computes
to around 200 million Americans, and
the figure continues to grow.

The RADAR report also found that
working women account for nearly 65
percent of radio listening by women, a
statistic that reflects the times.

The number of radio receivers in use
in America has risen by more than 50
percent since 1970, when 321 million
sets provided listeners a wide range of
audio services. In recent years, techno-
logical innovations in receiver design
alone have contributed to the ever-
increasing popularity of the medium.
Boxes and walk-alongs, among others,
have boosted receiver sales over the
three billion dollar mark annually, up 30
percent since 1970. There are 25 million
walk-along listeners. Radio’s ability to
move with its audience has never been
greater. Out-of-home listeners account
for over 60 percent of the average audi-
ence Monday through Friday. In addi-
tion, the Radio Advertising Bureau
concluded that seven out of ten com-
puter purchasers and wine and beer
drinkers tune into the medium daily.

Radio appeals to everyone and is avail-
able to all. Its mobility and variety of
offerings have made it the most popular
medium in history. To most of us, radio
is as much a part of our day as morning
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2 THE RADIO STATION

FIGURE 1.1

Radio celebrated its
75th birthday in
1995.

FIGURE 1.2
Courtesy RAB.
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RADIO’S 75TH CELEBRATION

coffee and the ride to work or school. It is
a companion that keeps us informed
about world and local events, gives us
sports scores, provides us with the latest
weather and school closings, and a host
of other information, not to mention our
favorite music, and asks for nothing in
return. A recent Katz Radio Group study
concluded that “only radio adapts to the
lifestyle of its audience.” The report dis-
pelled the belief that radio listening
drops during the summer, as does TV
viewing, proving that radio is indeed a
friend for all seasons.

RADIO AUDIENGCES

Radio Reaches Aimost Everyone

...Every Week
Waeekly
Oemo Resch
Persons 12+ 95.5%
Teens 1217 92.8%
Aduits 18+ 95.1%
Ment 18+ 95.7%
1834 97.6%
2584 97.5%
3564 97.2%
55+ 90.2%
65+ 85.5%
Women 18« 94.6%
184 97.7%
2554 97.6%
3584 97.0%
55+ 57.1%
85+ 829%

Source: RADAR ® 30. Fall 1994, © Copvright Sienstisal Research, Inc.
(Monday.Sundsy. Sam-Mid.)

W T F s
ol
95.5%

It is difficult to imagine a world with-
out such an accommodating and amus-
ing cohort, one that not only has
enriched our lives by providing us with
a nonstop source of entertainment, but
has also kept us abreast of happenings
during times of national and global cri-
sis. To most Americans, radio is an
integral part of daily life.

A HOUSEHOLD UTILITY

Although radio seems to have been
around for centuries, it is a relatively
recent invention. Many people alive
today lived in a world without radio—
hard to imagine, yet true. The world
owes a debt of gratitude to several
“wireless” technologists who con-
tributed to the development of the
medium. A friendly debate continues to
be waged today as to just who should
rightfully be honored with the title
“father of radio.” There are numerous
candidates who actually take us as far
back as the last century. For example,
there is physicist James Clerk Maxwell,
who theorized the existence of electro-
magnetic waves, which later in the cen-
tury were used to carry radio signals.
Then there is German scientist
Heinrich Hertz, who validated
Maxwell’'s theory by proving that elec-
tromagnetic waves do indeed exist.
The first choice of many to be called
grand patriarch of radio is Guglielmo
Marconi, who is credited with devising a
method of transmitting sound without
the help of wires—thus “wireless teleg-
raphy.” There are a host of other inven-
tors and innovators who can, with some
justification, be considered for the title.
Nikola Tesla experimented with various
forms of wireless transmission, and
although he has been largely neglected
by historians, today there are Tesla
Societies that maintain he is responsi-
ble for the invention of wireless trans-
mission and modern radio. Lee De
Forest, Ambrose Fleming, Reginald
Fessenden, and David Sarnoff are a few
others whose names have been associ-
ated with the hallowed designation. (A
further discussion of radio’s preeminent
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FIGURE 1.3

Radio receivers
from the medium'’s
inception to the
present.
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4 THE RADIO STATION

FIGURE 1.4
Courtesy RAB.

technologists can be found in Chapter
10.) However, of the aforementioned,
perhaps the pioneer with the most sub-
stantial claim is Sarnoff. A true vision-
ary, Sarnoff allegedly conceived of the
ultimate application of Marconi's device
in a now-famous memorandum. In what
became known as the “radio music box”
memo, Sarnoff supposedly suggested
that radio receivers be mass produced
for public consumption and that music,
news, and information be broadcast to
the households that owned the appli-
ance. According to legend, at first his
proposal was all but snubbed. Sarnoff's
persistence eventually paid off, and in
1919 sets were available for general pur-
chase. Within a very few years, radio’s
popularity would exceed even Sarnoff's
estimations. Recently some scholars
have concluded that Sarnoff's memo may
have been written several years later, if at
all, as a means of securing his status in
the history of the radio medium.

A TOLL ON RADIO

Though not yet a household word in
1922, radio was surfacing as a medium
to be reckoned with. Hundreds of thou-
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sands of Americans were purchasing the
crude, battery-operated crystal sets of
the day and tuning the two frequencies
(750 and 833 kc) set aside by the
Department of Commerce for reception of
radio broadcasts. The majority of stations
in the early 1920s were owned by receiver
manufacturers and department stores
that sold the apparatus. Newspapers and
colleges owned nearly as many. Radio
was not yet a commercial enterprise.
Those stations not owned by parent com-
panies often depended on public dona-
tions and grants. These outlets found it
no small task to continue operating.
Interestingly, it was not one of these
financially pinched stations that con-
ceived of a way to generate income, but
rather AT&T-owned WEAF in New York.
The first paid announcement ever
broadcast lasted ten minutes and was
bought by Hawthorne Court, a Queens-
based real estate company. Within a
matter of weeks other businesses also
paid modest “tolls” to air messages over
WEAF. Despite AT&T's attempts to
monopolize the pay-for-broadcast con-
cept, a year later in 1923 many stations
were actively seeking sponsors to
underwrite their expenses as well as to
generate profits. Thus, the age of com-
mercial radio was launched. It is
impossible to imagine what American
broadcasting would be like today had it
remained a purely noncommercial
medium as it has in many countries.

BIRTH OF THE
NETWORKS

The same year that Pittsburgh station
KDKA began offering a schedule of
daily broadcasts, experimental net-
work operations using telephone lines
were inaugurated. As early as 1922,
stations were forming chains, thereby
enabling programs to be broadcast
simultaneously to several different
areas. Sports events were among the
first programs to be broadcast in net-
work fashion. Stations WJZ (later
WABC) in New York and WQGY in
Schenectady linked for the airing of the
1922 World Series, and early in 1923
WEAF in New York and WNAC in
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Boston transmitted a football game
emanating from Chicago. Later the
same year, President Coolidge’s mes-
sage to Congress was aired over six
stations. Chain broadcasting, a term
used to describe the earliest network-
ing efforts, was off and running.

The first major broadcast network
was established in 1926 by the Radio
Corporation of America (RCA) and was
named the National Broadcasting
Company (NBC). The network consisted
of two dozen stations—several of which
it had acquired from AT&T, which was
encouraged by the government to divest
itself of its broadcast holdings. Among
the outlets RCA purchased was WEAF,
which became its flagship station.
Rather than form one exclusive radio
combine, RCA chose to operate sepa-
rate Red and Blue networks. The for-
mer comprised the bulk of NBC's
stations, whereas the Blue network
remained relatively small, with fewer
than half a dozen outlets. Under the
NBC banner, both networks would
grow, the Blue network remaining the
more modest of the two.

Less than two years after NBC was in
operation, the Columbia Broadcasting
System (CBS, initially Columbia Phono-
graph Broadcasting System) began its
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network service with sixteen stations.
William S. Paley, who had served as
advertising manager of his family’s cigar
company (Congress Cigar), formed the
network in 1928 and would remain its
chief executive into the 1980s.

A third network emerged in 1934.
The Mutual Broadcasting System went
into business with affiliates in only four
cities—New York, Chicago, Detroit, and
Cincinnati. Unlike NBC and CBS,
Mutual did not own any stations. Its
primary function was that of program
supplier. In 1941, Mutual led its com-
petitors with 160 affiliates.
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FIGURE 1.5
David Sarnoff, the
man who helped
put radio into the
home. Courtesy
RCA.

FIGURE 1.6
Radio fans circa
1921. Courtesy
Westinghouse
Electric.
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Although NBC initially benefited from
the government's fear of a potential
monopoly of communication services
by AT&T, it also was forced to divest
itself of a part of its holdings because
of similar ‘apprehensions. When the
Federal \Communications Commission
(FCC) implemented more stringent
chain broadcasting rules in the early
1940s, which prohibited one organiza-
tion from operating two separate and
distinct networks, RCA sold its Blue
network, retaining the more lucrative
Red network.

The FCC authorized the sale of the
Blue network to Edward J. Noble in
1943. Noble, who had amassed a for-
tune as owner of the Lifesaver Candy
Company, established the American
Broadcasting Company (ABC) in
1945. In the years to come, ABC
would eventually become the largest
and most successful of all the radio
networks.

By the end of World War II, the net-
works accounted for 90 percent of the
radio audience and were the greatest
source of individual station revenue.
Today most of the major networks are
under the auspices of megacorpora-
tions. In 1995, Disney purchased Cap
Cities/ABC and Westinghouse bought
CBS. A few years earlier, GE reclaimed
NBC.

CONFLICT IN THE AIR

The five years that followed radio’s
inception saw phenomenal growth.
Millions of receivers adorned living
rooms throughout the country, and
over seven hundred stations were
transmitting signals. A lack of sufficient
regulations and an inadequate broad-
cast band contributed to a situation
that bordered on catastrophic for the
fledgling medium. Radio reception suf-
fered greatly as the result of too many
stations broadcasting, almost at will,
on the same frequencies. Interference
was widespread. Frustration increased
among both the listening public and
the broadcasters, who feared the stran-
gulation of their industry.

Concerned about the situation, partic-
ipants of the National Radio Conferences
(1923-1925) appealed to the secretary of
commerce to impose limitations on sta-
tion operating hours and power. The
bedlam continued, since the head of
the Commerce Department lacked the
necessary power to implement effective
changes. However, in 1926, President
Coolidge urged Congress to address the
issue. This resulted in the Radio Act
of 1927 and the formation of the Fed-
eral Radio Commission (FRC). The five-
member commission was given authority
to issue station licenses, allocate fre-
quency bands to various services, assign
frequencies to individual stations, and
dictate station power and hours of oper-
ation.

Within months of its inception, the
FRC established the Standard Broad-
cast band (500-1500 kc) and pulled the
plug on 150 of the existing 732 radio
outlets. In less than a year, the medium
that had been on the threshold of ruin
was thriving. The listening public
responded to the clearer reception and
the increasing schedule of entertain-
ment programming by purchasing mil-
lions of receivers. More people were
tuned to their radio music boxes than
ever before.

RADIO PROSPERS
DURING THE
DEPRESSION

The most popular radio show in his-
tory, “Amos 'n’ Andy,” made its debut
on NBC in 1929, the same year that the
stock market took its traumatic plunge.
The show attempted to lessen the
despair brought on by the ensuing
Depression by addressing it with light-
hearted humor. As the Depression
deepened, the stars of “Amos 'n’ Andy,”
Freeman Gosden and Charles Correll,
sought to assist in the president’s
recovery plan by helping to restore con-
fidence in the nation’s banking system
through a series of recurring references
and skits. When the “Amos 'n’ Andy”
show aired, most of the country
stopped what it was doing and tuned

www americanradiohistorv com


www.americanradiohistory.com

in. Theater owners complained that on
the evening the show was broadcast,
ticket sales were down dramatically.

As businesses failed, radio flour-
ished. The abundance of escapist fare
that the medium offered, along with the
important fact that it was provided free
to the listener, enhanced radio’s hold
on the public.

Not one to overlook an opportunity
to give his program for economic recu-
peration a further boost, President
Franklin D. Roosevelt launched a series
of broadcasts on March 12, 1933,
which became known as the “fireside
chats.” Although the president had
never received formal broadcast train-
ing, he was completely at home in front
of the microphone. The audience per-
ceived a man of sincerity, intelligence,
and determination. His sensitive and
astute use of the medium went a long
way toward helping in the effort to
restore the economy.

In the same year that Roosevelt took
to the airwaves to reach the American
people, he set the wheels in motion to
create an independent government
agency whose sole function would be to
regulate all electronic forms of commu-
nication, including both broadcast and
wire. To that end, the Communications
Act of 1934 resulted in the establish-
ment of the Federal Communications
Commission.

As the Depression’s grip on the
nation weakened in the late 1930s,
another crisis of awesome proportions
loomed—World War II. Once again
radio would prove an invaluable tool for
the national good. Just as the medium
completed its second decade of exis-
tence, it found itself enlisting in the
battle against global tyranny. By 1939,
as the great firestorm was nearing
American shores, 1,465 stations were
authorized to broadcast.

RADIO DURING WORLD
WAR II

Before either FM or television had a
chance to get off the ground, the FCC saw
fit to impose a wartime freeze on the con-
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struction of new broadcast outlets. All
materials and manpower were directed at
defeating the enemy. Meanwhile, existing
AM stations prospered and enjoyed
increased stature. Americans turned to
their receivers for the latest information
on the war’s progress. Radio took the
concerned listener to the battle fronts
with dramatic and timely reports from
war correspondents, such as Edward R.
Murrow and Eric Sevareid, in Europe
and the South Pacific. The immediacy of
the news and the gripping reality of the
sounds of battle brought the war into
stateside homes. This was the war that
touched all Americans. Nearly everyone
had a relative or knew someone involved
in the effort to preserve the American way
of life.
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FIGURE 1.7
Radio trade paper
in 1923 serving a
growing industry.
Courtesy
Westinghouse
Electric.

FIGURE 1.8

In the 1930s, radio
offered an
impressive
schedule of
programs for
children.
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FIGURE 1.9

Today many of
these pre-World
War II catalin table
model receivers,
which originally
cost under $20, sell
for thousands of
dollars as
collector’s items.

Programs that centered on concerns
related to the war were plentiful. Under
the auspices of the Defense Communi-
cations Board, radio set out to do its
part to quash aggression and tyranny.
No program of the day failed to address
issues confronting the country. In fact,
many programs were expressly propa-
gandistic in their attempts to shape
and influence listeners’ attitudes in
favor of the Allied position.

Programs with war themes were pop-
ular with sponsors who wanted to pro-
ject a patriotic image, and most did.
Popular commentator Walter Winchell,
who was sponsored by Jergen’s Lotion,
closed his programs with a statement
that illustrates the prevailing sentiment
of the period: “With lotions of love, I
remain your New York correspondent
Walter Winchell, who thinks every
American has at least one thing to be
thankful for on Tuesday next. Thankful
that we still salute a flag and not a
shirt.”

Although no new radio stations were
constructed between 1941 and 1945,
the industry saw profits double and the
listening audience swell. By war’s end,
95 percent of homes had at least one
radio.

TELEVISION APPEARS

The freeze that prevented the full devel-
opment and marketing of television was
lifted within months of the war's end.
Few radio broadcasters anticipated the
dilemma that awaited them. In 1946 it
was business as usual for the medium,
which enjoyed new-found prestige as
the consequence of its valuable service
during the war. Two years later, how-
ever, television was the new celebrity on
the block, and radio was about to expe-
rience a significant decline in its popu-
larity.

While still an infant in 1950, televi-
sion succeeded in gaining the distinc-
tion of being the number one entertain-
ment medium. Not only did radio’s
audience begin to migrate to the TV
screen, but many of the medium’s
entertainers and sponsors jumped ship

as well. Profits began to decline, and
the radio networks lost their promi-
nence.

In 1952, as television’s popularity
continued to eclipse radio’s, three thou-
sand stations of the faltering medium
were authorized to operate. Several
media observers of the day predicted
that television's effect would be too dev-
astating for the older medium to over-
come. Many radio station owners
around the country sold their facilities.
Some reinvested their money in televi-
sion, while others left the field of broad-
casting entirely.

Recalling this bleak period in radio’s
history in a 1958 magazine article in
Wisdom, David Sarnoff wrote:

“In the Spring of 1949, the cry went
up that 'radio is doomed.” Some of the
prophets of doom predicted that within
three years sound broadcasting over
national networks would be wiped out,
with television taking its place.

“I did not join that gloomy forecast in
'49, nor do I now. Years have passed,
and radio broadcasting is still with us
and rendering nationwide service. It
plays too vital a role in the life of this
nation to be canceled out by another
medium. I have witnessed too many
cycles of advance and adaptation to
believe that a service so intimately inte-
grated with American life can become
extinct.

“We would be closing our eyes to real-
ity, however, if we failed to recognize
that radio has been undergoing funda-
mental changes. To make the most of
its great potentials, it must now be
operated and used in ways which take
cognizance of the fact that it is no
longer the only broadcast medium. A
process of adjustment is necessary,
and it is taking place.”

A NEW DIRECTION

A technological breakthrough by Bell
Laboratory sclentists in 1948 resulted
in the creation of the transistor. This
innovation provided radio manufactur-
ers the chance to produce miniature
portable receivers. The new transistors,
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as they were popularly called, enhanced
radio’s mobility. Yet the medium contin-
ued to flounder throughout the early
1950s as it attempted to formulate a
strategy that would offset the effects of
television. Many radio programmers felt
that the only way to hold onto their
dwindling audience was to offer the
same material, almost program for pro-
gram, aired by television. Ironically,
television had appropriated its pro-
gramming approach from radio, which
no longer found the system viable.

By 1955, radio revenues reached an
unimpressive 90 million dollars, and it
was apparent to all that the medium
had to devise another way to attract a
more formidable following. Prerecorded
music became a mainstay for many sta-
tions that had dropped their network
affiliations in the face of decreased pro-
gram schedules. Gradually, music
became the primary product of radio
stations and the disc jockey (deejay,
jock) their new star.

RADIO ROCKS AND
ROARS

The mid-fifties saw the birth of the
unique cultural phenomenon known as
rock 'n’ roll, a term invented by deejay
Alan Freed to describe a new form of
music derived from rhythm and blues.
The new sound took hold of the nation’s
youth and helped return radio to a
position of prominence.

In 1955, Bill Haley's recording of
“Rock Around the Clock” struck pay-
dirt and sold over a million copies,
thus ushering in a new era in contem-
porary music. The following year Elvis
Presley tunes dominated the hit
charts. Dozens of stations around the
country began to focus their playlists
on the newest music innovation. The
Top 40 radio format, which was con-
ceived about the time rock made its
debut, began to top the ratings charts.
In its original form, Top 40 appealed to
a much larger cross section of the lis-
tening public because of the diversity
of its offerings. At first artists such as
Perry Como, Les Paul and Mary Ford,
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and Doris Day were more comimon
than the rockers. Then the growing
penchant of young listeners for the
doo-wop sound figured greatly in the
narrowing of the Top 40 playlist to
mostly rock 'n’ roll records. Before long
the Top 40 station was synonymous
with rock and teens.

A few years passed before stations
employing the format generated the
kind of profits their ratings seemed to
warrant. Many advertisers initially
resisted spending money on stations
that primarily attracted kids. By 1960,
however, rock stations could no longer
be denied since they led their competi-
tors in most cities. Rock and radio
formed the perfect union.

FM'S ASCENT

Rock eventually triggered the wider
acceptance of FM, whose creator, Edwin
H. Armstrong, set out to produce a
static-free alternative to the AM band.
In 1938 he accomplished his objective,
and two years later the FCC autho-
rized FM broadcasting. However, World
War II and RCA (which had a greater
interest in the development of tele-
vision) thwarted the implementation of
Armstrong’s innovation. It was not until
1946 that FM stations were under con-
struction. Yet FM’'s launch was less
than dazzling. Television was on the
minds of most Americans, and the pre-
vailing attitude was that a new radio
band was hardly necessary.

Over 600 FM outlets were on the air
in 1950, but by the end of the decade
the number had shrunk by one hun-
dred. Throughout the 1950s and early
1960s, FM stations directed their pro-
gramming to special-interest groups.
Classical and soft music were offered
by many. This conservative, if not
somewhat highbrow, programming
helped foster an elitist image. FM
became associated with the intellectual
or, as it was sometimes referred to, the
“egghead” community. Some FM sta-
tions purposely expanded on their snob
appeal image in an attempt to set them-
selves apart from popular, mass appeal
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radio. This, however, did little to fill
their coffers.

FM remained the poor second
cousin to AM throughout the 1960s, a
decade that did, however, prove tran-
sitional for FM. Many FM licenses were
held by AM station operators who
sensed that someday the new medium
might take off. An equal number of
FM licensees used the unprofitable
medium for tax write-off purposes.
Although many AM broadcasters pos-
sessed FM frequencies, they often did
little when it came to programming
them. Most chose to simulcast their
AM broadcasts. It was more cost effec-
tive during a period when FM drew
less than 10 percent of the listening
audience.

In 1961 the FCC authorized stereo
broadcasting on FM. This would prove
to be a benchmark in the evolution of
the medium. Gradually more and more
recording companies were pressing
stereo disks. The classical music buff
was initially considered the best
prospect for the new product. Since
fidelity was of prime concern to the
classical music devotee, FM stations
that could afford to go stereo did so.
The “easy listening” stations soon fol-
lowed suit.

Another benchmark in the develop-
ment of FM occurred in 1965 when the
FCC passed legislation requiring that
FM broadcasters in cities whose popu-
lations exceeded one hundred thou-
sand break simulcast with their AM
counterparts for at least 50 percent of
their broadcast day. The commission
felt that simply duplicating an AM sig-
nal did not constitute efficient use of an
FM frequency. The FCC also thought
that the move would help foster growth
in the medium, which eventually
proved to be the case.

The first format to attract sizable
audiences to FM was Beautiful Music,
a creation of program innovator Gor-
don McLendon. The execution of the
format made it particularly adaptable
to automation systems, which many
AM/FM combo operations resorted to
when the word came down from
Washington that simulcast days were
over. Automation kept staff size and

production expenses to a minimum.
Many stations assigned FM operation
to their engineers, who kept the system
fed with reels of music tapes and car-
tridges containing commercial mater-
ial. Initially, the idea was to keep the
FM as a form of garnishment for the
more lucrative AM operation. In other
words, at combo stations the FM was
thrown in as a perk to attract advertis-
ers—two stations for the price of one.
To the surprise of more than a few sta-
tion managers, the FM side began to
attract impressive numbers. The more-
music, less-talk (meaning fewer com-
mercials) stereo operations made
money. By the late 1960s, FM claimed a
quarter of the radio listening audience,
a 120 percent increase in less than five
years.

Contributing to this unprecedented
rise in popularity was the experimental
Progressive format, which sought to
provide listeners with an alternative to
the frenetic, highly commercial AM
sound. Rather than focus on the best-
selling songs of the moment, as was the
tendency on AM, these stations were
more interested in giving airtime to
album cuts that normally never
touched the felt of studio turntables.
The Progressive or album rock format
slowly chipped away at Top 40s ratings
numbers and eventually earned itself
part of the radio audience.

The first major market station to
choose a daring path away from the
tried and true chart hit format was
WOR-FM in New York. On July 30,
1966, the station broke from its AM
side and embarked upon a new age in
contemporary music programming.
Other stations around the country were
not long in following their lead.

The FM transformation was to break
into full stride in the early and mid-
1970s. Stereo component systems
were a hot consumer item and the pre-
ferred way to listen to music, includ-
ing rock. However, the notion of Top
40 on FM was still alien to most. FM
listeners had long regarded their
medium as the alternative to the pulp
and punch presentation typical of the
Standard Broadcast band. The idea of
contemporary hit stations on FM
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offended the sensibilities of a portion
of the listening public. Nonetheless,
Top 40 began to make its debut on FM
and for many license holders it
marked the first time they enjoyed siz-
able profits. By the end of the decade,
FM'’s profits would triple, as would its
share of the audience. After three
decades of living in the shadow of AM,
FM achieved parity in 1979 when it
equaled AM’s listenership. The follow-
ing year it moved ahead. In the late
1980s, studies demonstrated that FM
now attracts as much as 85 percent of
the radio audience.

With 400 more commercial AM sta-
tions (4,985) than FM stations (4,570),
and only a quarter of the audience, the
older medium is now faced with a
unique challenge that could determine
its very survival. In an attempt to retain
a share of the audience, many AM sta-
tions have dropped music in favor of
news and talk. WABC-AM's shift from
Musicradio to Talkradio in 1982 clearly
illustrated the metamorphosis that AM
was undergoing. WABC had long been
the nation’s foremost leader in the pop-
rock music format.

In a further effort to avert the FM
sweep, hundreds of AM stations have
gone stereo and many more plan to do
the same. AM broadcasters are hoping
this will give them the competitive edge
they urgently need. Music may return
to the AM side, bringing along with it
some unique format approaches. A
number of radio consultants believe
that the real programming innovations
in the next few years will occur at AM
stations. “Necessity is the mother of
invention,” says Dick Ellis, program-
ming consultant and former radio for-
mat specialist for Peters Productions in
San Diego, California. “Expect some
very exciting and interesting things to
happen on AM.”

AM STEREO

Hoping to help AM radio out of its dol-
drums, in the early 1980s the FCC
authorized stereocasting on the senior
band. However, the Commission failed
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to declare a technical standard, leaving
it to the marketplace to do so. This
resulted in a very sluggish conversion
to the two channel system, and by the
1990s only a few hundred AM outlets
offered stereo broadcasting. Those that
did were typically the more prosperous
metro market stations that ultimately
featured talk and information formats.

Eventually, the FCC declared Motorola
the industry standard bearer, but by the
mid-1990s the hope that stereo would
provide a cure for AM’s deepening
malaise had dimmed considerably. By
this time, many AM outlets, which may
have benefitted by having a stereo sig-
nal, were in a weaker financial state and
unable to convert or were less than
enthusiastic about any potential pay-
back.

NONCOMMERCIAL
RADIO

Over 1500 stations operate without
direct advertiser support. Noncommer-
cial stations, as they are called, date
back to the medium’'s heyday, and were
primarily run by colleges and universi-
ties. The first “noncoms™ broadcast on
the AM band but moved to the FM side
in 1938. After World War II the FCC
reconstituted the FM band and reserved
the first twenty channels (88 to 92 MHz)
for noncommercial facilities. Initially
this gave rise to low-power (10 watt) sta-
tions known as Class D’s. The lower
cost of such operations was a prime
motivator for schools that wanted to
become involved with broadcasting.

In 1967 the Corporation for Public
Broadcasting (CPB) was established as
the result of the Public Broadcasting
Act. Within three years National Public
Radio (NPR) was formed. Today over
400 stations are members of NPR,
which provides programming. Many
NPR affiliates are licensed to colleges
and universities, while a substantial
number are owned by nonprofit organi-
zations.

Member stations are the primary
source of funding for NPR. They con-
tribute 60 percent of its operating bud-
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FIGURE 1.10

NPR News reaches
millions of listeners
daily and is
regarded by many
as the medium's
foremost news
service. Courtesy
National Public
Radio and Corey
Flintoff. Photo
credit: Shannon
Henry.

FIGURE 1.11

A Public Radio
International
promotional piece.
Courtesy PRI

get. Affiliates in turn are supported by
listeners, by community businesses,
and by grants from the CPB.

NPR claims that over 12 million
Americans tune in to their member sta-
tions. Their literature states “NPR’s
news and performance programming
attracts an audience distinguished by
its level of education, professionalism,
and community involvement. [Programs
such as “All Things Considered” and
“Morning Edition” have become the
industry’s premier news and informa-
tion features, achieving both popular

GE@”

PRI Public Radio International”

ublic Radio International
(PRI} is the source of more

public radio prog

In addition to acquiring

finished p

The network emphasizea

g in three

ion-based

from and

than any otlier distributor
in the United States.
Founded in 1983 as
American Public Radio,
PRI is steadily moving
forward with its second
decade goal 1o “provide
expanded global perspec-
tives on world news,
current events, and culture

to public radio audiences.”

Keep us in mind

and on file.
We look forward

to talking with

YOU.

Thia recyoled paper is mede from SO% wesla peper ond containy

10% postoneumer weste.

independent producers
around the globe, PRI
sctively shapes and devel-

prog
general areas:

* News and inforination
* Classical music

» Comedy/Variety and

ops new progi and
program formats. PRI also
seeks to expand the reach,
impact, and relevaucy of

public radio for audiences

who liave not traditionally

heen public radio listeners.

Public Radio International

porary 1nusic

PRI also distributes an

average of four special

programs per month.

‘@

PRI Public Radio Infernational”

100 North Sixth Street, Suite 900A

Minncapolis, Minnesota 55403

Telephone: 612,338.5000
Facsimile: 612.330.9222

and critical acclaim.] Research shows
NPR listeners are consumers of infor-
mation from many sources and are
more likely than average Americans to
buy books. They are motivated citizens
involved in public activities, such as
voting and fund raising. They address
public meetings, write letters to editors,
and lead business and civic groups.”

Public Radio International (formerly
American Public Radio) debuted in
1983 and operated much like NPR. It
provided listeners with additional non-
commercial options, airing popular pro-
grams like Garrison Keillor's “A Prairie
Home Companion” and many others.

Noncommercial stations can be
divided into at least three categories:
public, college (noncommercial educa-
tional), and community. A fourth cate-
gory, noncommercial religious stations,
has emerged during the last couple of
decades.

Many public radio stations, especially
those affiliated with NPR, choose to air
classical music around the clock, while
others opt to set aside only a portion of
their broadcast day for classical pro-
gramming.

According to the Intercollegiate
Broadcasting System (IBS), more than
eight hundred schools and colleges
hold noncommercial licenses. The
majority of these stations operate at
lower power, some with as little as 10
watts. Since the late 1970s, a large per-
centage of college stations have
upgraded from Class D to Class A sta-
tions and now radiate hundreds of
watts or more. Most college stations
serve as training grounds for future
broadcasters while providing alterna-
tive programming for their listeners.

Community noncoms are usually
licensed to civic groups, foundations,
school boards, and religious associa-
tions. Although the majority of these
stations broadcast at low power, they
manage to satisfy the programming
desires of thousands of listeners.

Only in rare instances do noncoms
pose a ratings threat to commercial
stations, and then it is usually in the
area of classical music programming.
Consequently, commercial and non-
commercial radio stations manage a
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William
Siemering

On Public Radio

Although the distance between
commercial and public radio has
narrowed in recent years they remain
notably different. Since the largest single
source of income for public radio stations
is listener contributions, the programming
is listener driven and the program
directors read the Arbitron ratings just
as their commercial colleagues do.
However, their programming must be
significantly different in content and
quality from commercial programs to
elicit free-will contributions. (In many
European countries, public service
broadcasting is supported by a tax on
receivers, not voluntary contributions.)
Commercial stations, while often
involved in community service, have
one goal: make a profit. Public stations
have a mission to serve unmet cultural,

information, and community needs.

The most listened-to programs on
public radio are news and information
programs: “Morning Edition,” “All
Things Considered,” and “Fresh Air.”
These are characterized by both the
thoroughness of their coverage and
breadth of subjects. They regard news of
the arts/popular culture to be as
important to understanding the world as
news of politicians. No commercial
network comes close to replicating these
programs. Local stations frequently
sponsor town meetings on important
public affairs issues or sponsor concerts
in the community to strengthen their
local links. Local stations may broadcast
jazz, Triple A (Adult Alternative Album),
blue grass, acoustic, classical music, or
an array of talk programs. Some stations
are directed to specific audiences such
as Hispanic or Indian.

Public radio listeners tend to be
educated and to include decision makers
and influentials in their communities so
their influence is great. Eight out of ten
newspaper editors rely on it as an
important source of information as do
network television producers and
anchors. Publisher’s Weekly said public
radio is the single most important
medium for the book business.

FIGURE 1.12

In addition to support from listeners,
public radio also receives corporate and
business underwriting, and grants from
foundations and the Corporation for
Public Broadcasting, which was created
in 1967 to distribute federal funds and
protect stations against political
pressure on programming. Managing a
public radio station is, therefore, more
complex because its funding is so
diverse. At the same time it must protect
the independence of the programming
from funder influence.

Recently, some politicians have
questioned continued federal funding
for public broadcasting and various
alternative systems of this support are
being explored.

fairly peaceful and congenial coexis-
tence. (See “Suggested Further Read-
ings” for additional information on
noncommercial radio.)

PROLIFERATION AND
FRAG-OUT

Specialization, or narrowcasting as it
has come to be called, salvaged the
medium in the early 1950s. Before that
time, radio bore little resemblance to its
sound during the age of television. It was
the video medium that copied radio’s
approach to programming during its
golden age. Sightradio, as television was
sometimes ironically called, drew from
the older electronic medium its pro-
gramming schematic and left radio hov-

ering on the edge of the abyss. Gradually
radio station managers realized they
could not combat the dire effects of tele-
vision by programming in a like manner.
To survive they had to change. To attract
listeners they had to offer a different type
of service. The majority of stations went
to spinning records and presenting short
newscasts. Sports and weather forecasts
became an industry staple.

Initially, most outlets aired broad-
appeal music. Specialized forms, such
as jazz, rhythm and blues, and country,
were left off most playlists, except in cer-
tain regions of the country. Eventually
these all-things-to-all-people stations
were challenged by what is considered
to be the first popular attempt at format
specialization. As legend now has it,
radio programmer Todd Storz and his

www americanradiohistorv com


www.americanradiohistory.com

14 THE RADIO STATION

assistant Bill Steward of KOWH-AM in
Omaha, Nebraska, decided to limit their
station’s playlist to only those records
that currently enjoyed high sales. The
idea for the scheme struck them at a
local tavern as they observed people
spending money to play mostly the same
few songs on the jukebox. Their pro-
gramming concept became known as
“Top 40.” Within months of executing
their new format, KOWH topped the rat-
ings. Word of their success spread,
inspiring other stations around the
nation to take the pop record approach.
They too found success.

By the early 1960s other formats had
evolved, including Beautiful Music,
which was introduced over San
Francisco station KABL, and All-News,
which first aired over XETRA located in
Tijuana, Mexico. Both formats were the
progeny of Gordon McLendon and were
successfully copied across the country.

The diversity of musical styles that
evolved in the mid-1960s, with the help
of such disparate performers as the
Beatles and Glen Campbell, gave rise to
myriad format variations. While some
stations focused on 1950s rock 'n’ roll
(“blasts from the past,” “oldies but
goodies”), others stuck to current hits
and still others chose to play more
obscure rock album cuts. The 1960s
saw the advent of the radio formats of
Soft Rock and Acid and Psychedelic
hard rock. Meanwhile, Country, whose
popularity had been confined mostly to
areas of the South and Midwest, experi-
enced a sudden growth in its accep-
tance through the crossover appeal of
artists such as Johnny Hartford,
Bobbie Gentry, Bobby Goldsboro,
Johnny Cash, and, in particular, Glen
Campbell, whose sophisticated coun-
try-flavor songs topped both the Top 40
and Country charts.

As types of music continued to become
more diffused in the 1970s, a host of new
formats came into use. The listening
audience became more and more frag-
mented. Frag-out, a term coined by radio
consultant Kent Burkhart, posed an
ever-increasing challenge to program
directors whose job it was to attract a
large enough piece of the radio audience
to keep their stations profitable.

The late 1970s and early 1980s saw
the rise and decline of the Disco format,
which eventually evolved into Urban
Contemporary, and a wave of interest in
synthesizer-based electropop. Formats
such as Soft Rock faded from the scene
only to be replaced by a narrower form of
Top 40 called Contemporary Hit. New
formats continue to surface with almost
predictable regularity. Among the most
recent batch are All-Comedy, Children’s
Radio, All-Sports, Eclectic-Oriented
Rock, All-Weather, New Age, All-
Motivation, All-Business, and All-
Beatles.

Although specialization saved the
industry from an untimely end over
three decades ago, the proliferation in
the number of radio stations (which
nearly quadrupled since 1950) compet-
ing for the same audience has brought
about the age of hyperspecialization.
Today there are more than one hundred
format variations in the radio market-
place, as compared to a handful when
radio stations first acknowledged the
necessity of programming to a prese-
lected segment of the audience as the
only means to remain in business. (For
a more detailed discussion on radio for-
mats, see Chapter 3.)

PROFITS IN THE AIR

Although radio has been unable to
regain the share of the national advertis-
ing dollar it attracted before the arrival of
television, it does earn far more today
than it did during its so-called heyday.
About 7 percent of all money spent on
advertising goes to radio. This computes
to billions of dollars.

Despite the enormous gains since
WEAF introduced the concept of broad-
cast advertising, radio cannot be
regarded as a get-rich-quick scheme.
Many stations walk a thin line between
profit and loss. While some major mar-
ket radio stations demand and receive
over a thousand dollars for a one-minute
commercial, an equal number sell time
for the proverbial “dollar a holler.”

While the medium’s earnings have
maintained a progressive growth pat-
tern, it also has experienced periods of
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recession. These financial slumps or dry
periods have almost all occurred since
1950. Initially television’s effect on
radio’s revenues was devastating. The
medium began to recoup its losses when
it shifted from its reliance on the net-
works and national advertisers to local
businesses. Today 70 percent of radio’s
revenues come from local spot sales as
compared to half that figure in 1948.

By targeting specific audience demo-
graphics, the industry remained sol-
vent. In the 1980s, a typical radio
station earned fifty thousand dollars
annually in profits. As the medium
regained its footing after the staggering
blow administered it by television, it
experienced both peaks and valleys
financially. In 1961, for example, the
FCC reported that more radio stations
recorded losses than in any previous
period since it began keeping records of
such things. Two years later, however,
the industry happily recorded its great-
est profits ever. In 1963 the medium’s
revenues exceeded 636 million dollars.
In the next few years earnings would be
up 60 percent, surpassing the 1.5 bil-
lion mark, and would leap another 150
percent between 1970 and 1980. FM
profits have tripled since 1970 and
have significantly contributed to the
overall industry figures.

The segment of the industry that has
found it most difficult to stay in the
black is the AM daytimer. These radio
stations are required by the FCC to
cease broadcasting around sunset so
as not to interfere with other AM sta-
tions. Of the twenty-three hundred
daytimers in operation, nearly a third
have reported losses at one time or
another over the past decade. The
unique problem facing daytime-only
broadcasters has been further aggra-
vated by FM's dramatic surge in popu-
larity. The nature of their license gives
daytimers subordinate status to full-
time AM operations, which have found
competing no easy trick, especially in
the light of FM's success. Because of
the lowly status of the daytimer in a
marketplace that has become increas-
ingly thick with rivals, it is extremely
difficult for these stations to prosper,
although some do very well. Many day-

STATE OF THE FIFTH ESTATE 15

Acid Rock Jazz

Adult Contemporary Lite
Album-Oriented Rock MAC

Arena Rock Mellow Rock
Beautiful Music Middle-of-the-Road
Big Band Mix

Black Modern Rock
Bluegrass Motown
Bubble Gum News
Children's News/Tatk
Classical New Wave
Classic Hits Nostalgia
Classic Rock Oldies

Contemporary Country Pop

Contemporary Hits Progressive
Country and Western Punk Rock
Chicken Rock Religious

Dance Rhythm and Blues
Disco Soft Rock

Easy Listening Southem Rock
Eclectic Standards

English Rock Talk

Ethnic Top 40

Folk Rock Urban Contemporary
Free Form Urban Country

timers have opted for specialized forms
of programming to attract advertisers.
For example, religious and ethnic for-
mats have proven successful.

At this writing a number of proposals
to enhance the status of AM stations
are being considered by the FCC. One
such proposal suggests that the inter-
ference problem can be reduced if cer-

THE AM RENAISSANCE

The '90s decade is the decade of
change in the radio industry,

As the “underdog” AM mdio s in a
unique position to increase its strength in
the marketplace.

AM offers more flexibility and room
for niche-programming to expand radio’s
audience base.

The growth in the News/Tall;, Adult
Standards, Spanish and Religious formats
documents AM's elasticity

Innowation is the watchword of AM
programming, New on the format
scene and “enjoving varying amounts
of success,” according to an Interep Radio
Store report, are Sports Radio and
Children's programming.

FIGURE 1.13

Some popular radio
program formats
from 1960 to the
present. New
formats are
constantly evolving.

FIGURE 1.14
Courtesy NAB.
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tain stations shift frequencies to the
extended portion (1605-1705 KHz) of
the AM band. The FCC’'s Docket 87-
267, issued in the latter part of 1991,
cited the preceding as a primary step in
the improvement of the AM situation. It
inspired many skeptics who regard it as
nothing more than a Band-Aid™. Other
elements of the plan include tax incen-
tives for AM broadcasters who pull the
plug on their ailing operations and mul-
tiple AM station ownership in the same
market.

As a consequence of the formidable
obstacles facing the AM daytime opera-
tion, many have been put up for sale,
and asking prices have been alarmingly
low.

Meanwhile, the price for FM stations
has skyrocketed since 1970. Many full-
time metro market AMs have sold for
multimillions, for the simple reason
that they continue to appear in the top
of their respective ratings surveys.

In general, individual station profits
have not kept pace with profits indus-
try-wide due to the rapid growth in the
number of outlets over the past two
decades. To say the least, competition
is keen and in many markets downright
fierce. It is common for thirty or more
radio stations to vie for the same adver-
tising dollars in large cities, and the
introduction of other media in recent
years, such as cable, intensifies the
skirmish over sponsors.

ECONOMICS AND
SURVIVAL

Following the general financial euphoria
and binge-buying of the 1980s, the early
1990s experienced a considerable eco-
nomic downturn, which had a jarring
impact on the radio industry. Had the
medium become a “top-down” industry,
to use the vernacular of the day?
Nineteen ninety-one is considered by
many to be one of the worst years ever.
“As a result of the proliferation of sta-
tions, the excessively high prices paid
for them during the deregulatory buy-
ing and selling binge of the late 1980s,
and the recession, more than half of the

stations in the country ran in the red,”
observed Rick Sklar of Sklar
Communications. (Mr. Sklar passed
away shortly after this interview.)

Producer Ty Ford agreed with Sklar,
adding “The price fallout of the late
1980s and early 1990s was due in great
part to the collapse of the property-
value spiral that was started by deregu-
lation and the negative effect that
investors had on the broadcasting busi-
ness. This resulted in depressed or
reduced salaries and an inability to
make equipment updates due to the
need to pay off highly leveraged station
loans.”

According to leading radio consultant
Kent Burkhart, “The recession in the
first third of the 1990s crippled financ-
ing of radio properties. The banks were
under highly leveraged transaction
(HLTs) rules regarding radio loans; thus
the value of stations dropped by one-
third to one-half. The recession created
advertising havoc too. Instead of five-
deep buys, we were looking for one
through three deep. Emotional sales
pitches were rejected. Stations stream-
lined costs due to the economic slump.
Air shifts were expanded and promo-
tion budgets slashed. The top ten to fif-
teen markets did reasonably well in the
revenue column, but those markets
outside of the top majors went search-
ing for new ad dollars, which were diffi-
cult to find.”

The total value of radio station sales
declined 65 percent in a six-month
period between 1990 and 1991, and
radio revenues dropped 4 percent dur-
ing the same period, according to sta-
tistics in Broadcasting magazine
(September 9, 1991). All of this took
place during a time when operating
expenses rose. These were troubling
figures when compared to the salad
days of 1988 when $5.8 billion was
paid for 955 radio stations.

Cash flow problems were the order of
the day, and this resulted (as Ty Ford
pointed out) in significant budgetary
cuts. This was made very evident by a
report in the December 1991 issue of
Broadcast Engineering magazine that
stated, “All radio budgets show a
decrease.” The survey showed that
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budgets for equipment purchases were
being delayed and that “planned spend-
ing for most areas is somewhat below
last year's.”

In order to counter the sharp reversal
of fortunes, many broadcasters formed
local marketing (also called manage-
ment) agreements (LMAs), whereby one
radio station leases time and/or facili-
ties from another area station. The
buzz-term in the early 1990s became
LMAs.

LMAs allowed radio stations to enter
into economically advantageous, joint
operating ventures, stated the editors
of Radio World. They believe that LMAs
should remain the province of the local
marketplace and not be regulated by
the federal government. The publica-
tion asserted that LMAs provide broad-
casters a means of functioning during
tough economic times and in a fero-
ciously competitive marketplace.

Those who opposed LMAs feared that
diversity would be lost as stations com-
bined resources (signals, staffs, and
facilities). A few years later, the relax-
ation of the duopoly rules would raise
similar concerns. Proponents argued
that this was highly improbable given
the vast number of frequencies that
light up the dial. In other words, there
is safety in numbers, and the public
will continue to be served.

However, Pat McNally, general man-
ager of KITS-FM, warned, “In the long
run LMAs and consolidation may cause
a loss of available jobs in our business
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and help to continue the erosion of cre-
ative salesmanship and conceptual
selling. Radio station sales staffs will
become like small rep firms.”

Century 21 Programming’s Dave
Scott observes that LMAs have inspired
some interesting arrangements. “Some
of the novel partnerships include a sub-
urban station north of Atlanta that
bought a suburban station south of
Atlanta and created one studio to feed
them both. A similar situation occurred
in San Francisco/San Jose, and I
believe they're on the same frequency
(or maybe a notch apart). Around Los
Angeles, someone got two or three sta-
tions on the same frequency. Necessity
is the mother of invention, they say.”

While many industry people were
guardedly hopeful about the future of
radio, many saw change as inevitable.
“Major adjustments are being made as
the consequence of the recent mini-
crash. In the future, we will depend on
fewer nonrevenue producers at stations.
We'll see less people per facility. The belt
will be tightened for good,” notes Bill
Campbell, vice president and general
manager of WSNE-FM in Providence,
Rhode Island.

Rick Sklar accurately predicted that
satellite-supplied stations will have a
role in this. “To save money and stay in
business, large numbers of stations are
going satellite and others are turning to
suppliers of twenty-four-hour formats
for their programming because of the
economic environment. (See Chapter

mall [radio] stations—the bulk of the industry—are

in profound financial distress."

That's the first line and bottom line of an internal
FCC report on the state of the radio business distribut-
ed to Chairman Alfred Sikes and other commissioners
last week.

“Radio today is a world of large haves and littie
have-nots,” the report says. “Industry revenue and
profits are overwhelmingly concentrated in the smali
number of large radio stations, while most small sta-
tions struggle to remain solvent.”

One indicator of the "distress’: by the FCC's count,
287 radio stations have gone dark, 53% in just the last
12 months.

Not surprisingly, the findings undergird pending pro-
posals to relax the radio ownership rules, which pro-
hibit a company from owning more than one AM or FM
in a market and from owning more than 12 AM's and

FCC SAYS RADIO IS IN ‘PROFOUND FINANCIAL DISTRESS’

12 FM's. (A minority-controlled company may own up
to 14 stations of each type.) The FCC may vote on the
ownership proposal in March or April.

"The potential economies from consolidation wouid
materially improve industry profitability,” the report
says. "If a conservative 10% of general and adminis-
trative costs could be eliminated, for example, the
savings would raise industry profitability by 30%," the
report continues. "Alternatively, these savings could
immediately boost flat per-station programing outlays
by 5% and still raise industry profits by 15%," the
report says.

The top-50 large-market stations, just one-half of
1% of the some 10,000 stations now on the air, ac-
count for 11% of industry revenue and 50% of industry
profit in 1990, the report says. Yet stations with less
than $1 million in annual revenues—75% of all sta-
tions—on average, lost money in 1990, it says. -wu
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In the early 1990s
stories like this
revealed the
downside of one of
radio’s most
turbulent years.
Courtesy
Broadcasting.
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11 for more on syndicated program-
ming.)

Fred Jacobs, president of Jacob's
Media, assessed the state of the Fifth
Estate. “In the first third of the 1990s,
everything seems to be converging, and
radio’s future is up in the air. Many
operators are in debt and are feeling the
pressures of a long economic recession.
Similarly, the FCC is not providing reg-
ulatory focus. There’s no consensus
about the legality of LMAs, multiple
station ownership in the same market,
and so on. Format fragmentation has
made for a more competitive environ-
ment in most cities, including medium
markets. The available revenue pie is
now being split among more players.
Like cable television, radio has become
very niche-oriented. To make matters
even more uncertain, Digital Audio
Broadcasting (DAB) is also a murky
issue at the moment. It's coming, but
we don’t really have a fix on when and
in what form. Will it create even more
outlets? If so, where will existing broad-
casters end up and what will be the
value of their properties? Will there be
enough advertising revenue to go
around?”

Despite the medium’s shaky start in
the 1990s, B. Eric Rhoads possessed a
positive outlook. “I believe that radio is
poised for a strong future over the next
ten years. Cable is floundering in its
local sales efforts, and TV is having
huge problems. Nationally the net-
works are still high-priced and have
reduced viewing. In the end, radio is
the only stable medium. It is targeted
and cost effective. This fact will keep
the industry alive for a long time. Radio
will survive and thrive.”

RAB’s senior vice president of radio,
Lynn Christian, believed that the eco-
nomic ills of radio had been overstated.
“To paraphrase Mark Twain, ‘Reports of
radio’s death have been grossly exag-
gerated.” At a recent RAB Management
gathering, the mood was pretty upbeat.
In fact, a number of broadcasters said
their profits were up. I think the reces-
sion of the early 1990s has been less
injurious to the medium than it has
been to other industries. Radio’s going
to be fine.”

CONSOLIDATION AND
DOWNSIZING

As the medium entered the middle of
the decade, it was doing more than just
fine. The headlines in the industry
trade publications revealed exactly how
well the medium had recovered: “Radio
Draws Advertisers as Economy
Strengthens” (Broadcasting, May 1994),
“Recovery” (Radio Ink, December 1993),
“Radio Revenues Hit One Billion in
May” (Radio World, August 1994),
“National Spot Revenue up 38 Percent”
(Broadcasting, May 1995).

The primary cause of this dramatic
upsurge was the relaxation of FCC
rules, foremost among them station
ownership caps and duopoly. By the
mid-1990s, individual companies could
own several stations in the same mar-
ket, and this spurred active trading and
mergers of broadcast properties. The
idea was to reduce competition and
thus overhead. The consolidation and
downsizing prompted by LMAs would
pick up steam with the elimination of
the duopoly rule, which prevented dual
station ownership in the same market.

Says Lynn Christian, “Consolida-
tion—market by market—is the word
best describing what is happening in
commercial radio in the 1990s. The
legal authority to own and operate sev-
eral radio stations in almost every mar-
ket is rapidly changing radio’s land-
scape. Radio station operators are
becoming more like local cable opera-
tors, offering a variety of formats on the
FM and AM dials.”

One alarming effect of downsizing for
aspiring broadcasters is the reduction of
available jobs. “Individual station staffs
get small as companies grow in station
holdings. A direct result of duopoly soft-
ening and the increase in ownership
limits is fewer jobs, more generalization,
and less specialization. Jacks and Jills
of all trades will be valuable. Group
presidents will be taking jobs as station
managers, especially in duopoly/multi-
ple station operations,” observes Ed
Shane, president of Shane Media.

Another concern inspired by consoli-
dation is the potential loss of program-
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ming diversity. Says Christian, “While
cost savings and profits are central to
the concept behind downsizing and
multiple ownership, the creative forces
in radio are taking a hit. In point of
fact, in the past few years no exciting
new programming ideas have been
developed.”

Despite the many concerns, business
is good and getting better in the mid-
1990s. The dollar volume of station
transactions (number of stations
changing hands) approved by the FCC
is creeping up to the astronomic levels
of the pre-1991 slump, and local rev-
enue was up 7 percent in 1995.

BUYING AND SELLING

Today brokerage firms handle the sale
of many radio stations. “It's difficult to
overlook the .importance of Wall Street
and the financial community in the
future of radio,” notes Ed Shane. Bill
Campbell, co-owner of Blue River
Communications, says the future is
now. “Wall Street is where much of the
buying and selling of radio outlets
occurs nowadays. Things have changed
to where stations are sold through
lawyers and brokerage houses more
than they are from broadcaster to
broadcaster. Those are pretty much
bygone days, and that is kind of sad.
It’s the ‘three-piece suiters’ game in the
1990s. There is little direct negotiating,
no bargaining between owners over a
drink at the corner pub. Stations are
commodities to be bought and sold by
people who .sometimes have little
apprecidation or understanding of what
radio is really all about. Of course, the
economic inertia of the first part of this
decade inspired more direct negotia-
tions (strategic alliances) between own-
ers, and I think that is good. I'm also
detecting a move to drive the MBAs out
of our business. Broadcasters who gain
general experience beyond just man-
agement are the future.”

For their services, brokers receive an
average commission of 7 to 8 percent
on sales, and in some cases they earn
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additional incentives based on the size FIGURE 1.16
of the transaction. In recent years bro- The fully
kers have been very successful in nego- computerized radio
tiating large profits for their clients. station has arrived.
Brokerage firms promote the sale of 1he idea behind it
stations through ads in industry trade ::sfﬁtgi::gaﬁgitt:t?on
magazines, direct mailings, and ap- operatiox!:s In many
pearances at broadcast conferences. cages, the |
Interested buyers are provided with all computerization
the pertinent data concerning a sta- has improved a
tion's geographical location, physical station’s product
holdings, operating parameters, pro- Wwhile reducing
gramming, and income history, as well ~€xpenses, often in
as economic, competitive, and demo- the area of
graphic information about the area Personnel
within reach of the station’s signal.
Another recent approach to the buy-
ing and selling of radio properties is the
auction method, although this means
of selling a station is perceived by some
as a kind of last-resort effort at getting
rid of profitless stations, most of which
are AM. (See Figure 1.18.)
The average price of an AM station in
the late 1980s was $450,000, with
some selling for as little as a few thou-
sand dollars, while others sold for sev-
eral million. In 1986 New York station
WMCA-AM sold for $11 million, and in
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FIGURE 1.17
AM/FM share of
listening. Courtesy
of National
Database.
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1992, WFAN-AM received a bid of $70
million, proving that AM stations can
still command enormous sums.

The average price for FM stations is
higher than it is for AM. In the early
1990s the average price for an FM sta-
tion exceeded $3 million.

Many AM broadcasters look for full-
time status, improved reception, and
stereo to increase the value of their
properties in the coming years.

Here are some representative radio

station sales in the early 1990s as
reflected in a broadcast trade paper:
City and station: Port Arthur, TX.,
KLTN FM

Price: $3.65 million.
Staunton, VA.,
WTON AM/FM
Price: $1 million.
Cabo Roio, Puerto
Rico, WEKO AM
Price: $1.1 million.
Hampton, N.H.,
WZEA FM

Price: $1.1 million.

City and station:

City and station:

City and station:

DAB REVOLUTION

DAB makes analog amplitude modula-
tion (AM) and frequency modulation
(FM) outmoded systems. With the great
popularity of home digital music equip-
ment (CD and DAT), broadcasters are
forced to convert their signals to re-
main competitive. Thus DAB looms
large in the future of radio. The days of
analog signal propagation are num-
bered. (For an explanation of both dig-
ital and analog signaling, see Chapters
9 and 10.)

In the mid-1980s, compact disc play-
ers were introduced to the consumer
market. Today, CD players rank as the
top consumer item for home music
reproduction. Turntables have gone by
the board, and the analog tape cassette
market is beginning to downsize.
Digital is here to stay, at least until
something better comes along.

At first DAB was perceived as a threat
by broadcasters. The National Associa-
tion of Broadcasters (NAB) looked at the
new sound technology adversarially. In
an interview in the July 23, 1990, issue
of RadioWeelk, John Abel, NAB's execu-
tive vice president of operations, stated,
“DAB is a threat and anyone who plans
to stay in business for a while needs to
pay careful attention.”

As time went on, DAB was regarded
as a fait accompli, something that was
simply going to happen. Soon broad-
casters assumed a more proactive pos-
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ture regarding the technology, and then
the concemn shifted to where to put the
new medium and how to protect exist-
ing broadcast operations.

Early on, NAB proposed locating DAB
in the L-Band portion of the electro-
magnetic spectrum. It also argued for
in-band placement. Eventually the FCC
saw fit to recommend that DAB be allo-
cated room in the S-Band, and it took
its proposal to the World Administrative
Radio Conference (WARC) held in Spain
in February 1992. This spectrum desig-
nation is expected to help in-band ter-
restrial development. In-band digital
signaling would permit broadcasters to
remain on their existing frequencies.
This is something they favor, as satel-
lite DAB signal transmission is re-
garded as a significant threat to the
local nature of U.S. broadcasting.

On the other hand, many countries
are fully supportive of a satellite DAB
system because they do not have the
number of stations the U.S. possesses
and thus lack the coverage and finan-
cial investment.

As of this writing, many of the DAB
issues are still being debated, and this
will likely be the case throughout much
of the decade. However, it appears a rel-
ative certainty that DAB will be avail-
able to the U.S. public in the not-
too-distant future. Of course, this will
require a whole new direction in
home/car/walk-along receiver design.
Simply put, DAB renders existing
radios obsolete. This is cause for some
anxiety among broadcasters who won-
der how quickly the buying public will
convert. However, considerable confi-
dence exists, since the consumer’s
huge appetite for new and improved
sound shows no sign of abating.

America is a nation of audiophiles,
demanding high-quality sound. Analog
broadcasting cannot compete with the
interference-free reception and greater
frequency dynamics of digital signals.

Digital signaling heralds a new age in
radio broadcasting. Jeff Tellis, presi-
dent of the Intercollegiate Broadcasting
System (IBS), explains why. “The rea-
son for the great interest in DAB is its
considerable number of advantages.”
Among them are:
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Significantly improved coverage using
significantly less power.

Dramatic improvement in the quality of
the signal; compare CD to vinyl.

More precise coverage control using
multiple transmitters similar to cel-
lular phone technology.

No adjacent channel reception prob-
lems.

On-channel booster capabilities elimi-
nating the need to use separate fre-
quencies to extend the same signal.

Easy transmission of auxiliary services,
including format information, traffic,
weather, text, and selective messag-
ing services.

Sharing of transmitting facilities—com-
mon transmitter and antenna.

Telecommunications professor Ernest
Hakanen expands on the cost advan-
tages of digital broadcasting. “DAB also
promises to be economically efficient.
Since there is no interstation interfer-
ence between DAB signals and because
of the appeal of the spectrum efficiency
provided by the interleaved environ-
ment, all of the channel operators in an
area could utilize the same transmitter.
The transmission facilities could be
operated by a consortium for the con-
struction, operation, and maintenance
of the common transmission plant.
Antenna height for DAB systems is also
lower than current FM standards.
Electrical power conservation and sav-
ings are a huge advantage of DAB.”

Picking up on Hakanen'’s point about
consolidating broadcast operations,
RAB’s Lynn Christian says, “In the
future, the consortium (radio station
malls) approach to maintaining and
operating a station will be common-
place for obvious economic reasons.
DAB is very conducive to a collaborative
relationship among broadcasters.”

Prior to the WARC meeting in 1992,
NAB’s DAB Task Force proposed a set
of standards to ensure that the technol-
ogy would operate effectively. The spec-
ifications included:

CD quality sound

Enhanced coverage area

Accommodation of existing AM and FM
frequencies

www americanradiohistorv com


www.americanradiohistory.com

22 THE RADIO STATION

FIGURE 1.18
Radio is going to
bits. Courtesy NAB.

A ‘Bit’ About The Future

NABhasd dasub of; toprotect and
nurture broadcasting’s “playing field of the future.” The future has
some radio broadcasters nervous about their place in the changing
clectronic environment.

The assignment of spectrum.space and the various distribution
systems and techniques, have captured trade press headlines. One of
the nation’s leading futurists, Nicholas Negrop from the MIT
Media Lab in Boston, told a recent NAB Futures Supumit that it will
simply boil down to “bits and
bytes” (sec RadioWeek 1/20).
According to Negroponte, “The

Does radio have a future as
an important entertalnment

and information medium in separation of radjo and TV will
the 213t Century? be arcanc” because we will all
have li “to radiate so many

bits per second.” Also, TV sets will carry names such as IBM or
Apple. Both he and NAB Exec VP/Operations John Abel encour-
aged broadcasters to become active in data broadcasting to protect
their future.

Asthis debat the next g ion of radio broad s
will question their role in radio with these pending technological
changes.

Does radio have & future as an important entertainment and infor-
mation medium in the 21st Century? Will the proliferation of media
choices, the aging of America's population, and the changing ethnic
structure in the U.S. allow radio an opportunity to maintain its
dynamic “voice of the people” role?

Sounds, voices, music and events are all vital modules of the
American lifestyle. As the dirack for many g of lis-
teners, radio will remain prosperous and evolve if bro s (or,
if you will, “bit-casters™) continue to be innovative. The single most
important ingredient for future in radio will be creativity.
Tell the people entering the field not to worry about radio’s distribu-
tion system — a good system, or several systems, will be available
in the next century.

Now is the time to think about developing our programming
product to fill these high-quality stereo pipelines: new concepts,
new formats, and new ideas are needed. Programming and market-
ing offer especially exciting creative challenges on the “new radio™
we are i ing in today. E ge everyone to think positive
about radio’s future — just as we do at NAB.

— Lynn Christian, Senior VPINAB Radio

Immunity to multipath interference

Immunity to stoplight fades

No interference to existing AM and FM
broadcasters

DAB system interference immunity

Minimization of transmission costs

Receiver complexity

Additional data capacity

Reception area threshold

After nearly a century of analog sig-
nal transmission, radio is about to ven-
ture into the digital domain, which will
keep it relevant to the demands of a
technologically sophisticated listening
marketplace as it embarks on its next
100 years.

CABLE AND SATELLITE
RADIO

Radio broadcasters have a wary eye on
the evolving digital audio services being
made available by cable and satellite
services. It is the threat of increased
competition that inspires contempt for
these new audio options. While broad-
casters have long employed satellite pro-
gramming and network services to
enhance their over-the-air terrestrial
signals, the idea of a direct-to-consumer
alternative is not greeted with enthusi-
asm, especially since these are already
available in digital sound, something
broadcasters are still investigating. At
this writing, the FCC was deciding where
to locate satellite radio in the electro-
magnetic spectrum, while the NAB
argued against its introduction into the
local marketplace. Despite all the brou-
haha, it appears certain that conven-
tional earthbound radio will be joined in
its difficult quest for listeners and adver-
tisers by these new delivery systems and
that the already fragmented radio audi-
ence will be splintered even further.

Subscriber music services, such as
Digital Music Express and Music
Choice, are growing rapidly with the aid
of satellite delivery systems, like
DirecTV and Primestar Partners, and
their appeal is considerable—no chat-
ter, no commercials, tailor-made for-
mats, and so on.

RADIO ON-LINE

Your favorite radio station on your lap-
top computer? Why not? Many stations
already use e-mail for interactivity with
their audiences, and now stations are
preparing to download signals to PC's.

The term network has existed nearly
since the medium’s inception, and now
the information highway term Internet,
which embraces this vintage word, is
making significant inroads into the
industry’s vernacular.

While some broadcasters view the
computer as just another unwanted
competitor, many are happily exploiting
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Following this
the outcome

it as a new opportunity and potential
revenue stream. Intermet Talk Radio is
already garnering an impressive audi-
ence around the country, and a service
called RealAudio provides radio shows
through on-line service to computer
speakers. NPR and ABC both have
download services, and the ranks of
computer radio programmers is swelling,.

A good example is KJHK-FM in
Lawrence, Kansas, which claims to be
among the first stations broadcasting
around the clock on the Internet. A
growing number of outlets (over 600 at
this writing) are establishing station
web sites, whereby listeners can access
programming and interact with the sta-
tion by dialing up through their
modems. The brave new world of the
cyber-station is here!

Stations are finding the Internet to be
an outstanding tool for station promo-
tion. It is quick, easy, cheap, and uni-
versal.

Interactive radio is a growing reality,
as is the opportunity for everyone with
the right computer and software to be a
broadcaster or cybercaster. With an

of last nights bingo r
St. Marys,a rundov«?n on fodays

an interview with the owner of Wiley's Drugstore
s concerning his new expansion plans.
S

message, Il have an update on™,

e at III'H,
birth and |\

Internet encoder, the home user can
transmit to an international audience.
This prospect prompts a collective sigh
from station managers, who are losing
track of the new forms of competition.

Notes Lynn Christian, “The major
concern regarding the future of radio is
centered on new competition from
satellite, cable, and on-line sources.
Those companies which are planning to
partner with these new media choices,
and develop data services, will
undoubtedly be the big winners in the
21st century. Broadcast radio, as I
have known it during the past 40 years,
will not be the same in 10 years. But
what American business will be the
same in the year 2000? These are revo-
lutionary times in radio and in the
world.”

Professors Jeff Harman and Bruce
Klopfenstein have attempted to deter-
mine (in a special Delphi Forecast Study
for the NAB) the future of new and evolv-
ing technologies in the radio industry.
Among other things, their research con-
cluded that by the year 2000 most radio
stations will be engaged in some form of:
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The local nature of
U.S. radio is
thought to be
threatened by
national DAB
satellite delivery.
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FIGURE 1.20

Cable radio
services rely on
satellite technology
to deliver
programming to
subscriber systems
nationwide.
Courtesy
Superaudio.

SUPERALIMD® Cable Radio Service is profssionally programmed 1o ensure high ouality nd less SpsBios The wariety of music
tound on SUPERALIDID haz proven b b amendg the top isieneng formats raticnally and f= certn 10 please your diverss
sibecriber base. Ohwr unigue formats, such as Minnes=es Public Radio, Business Radis Netwnrk ind the In Touch Nitwnrk
provide addilions choice(s) for Eatanes.

7,

7y
SUPERAUDIO ts transmitted over the FM band. To add one or all of our audio '
farmats to your cable system, you simply de-modulate the format(s) you have
ehisser:*. assign each format(s) a frequency available on the FM band in that
parficedr market, and re-modulate each format to that frequency.

Suppliers.  Wigener Communications (404) 623-0096 4
Comtact: Bt ’

Srantific 1-800-722-2009 7
Conlact: Vi

Leaming industries (714) 727-4144 ’
Contact: Keith Rauch ’

OEROOELATOR 4

REOELATOR

.

SUPERAUDIO.
NI

* # you ore using 3 SLIFERAIDN format bubind a phoie sotad
chiiwil, Ui is 38 you nesd to do

wide-area datacasting, computer pag-
ing, digital transmission (DARS), smart
receivers (RDS), high-speed data broad-
casting, digital production, and Internet
services.

Ed Shane adds desktop broadcasting
to the list of present and future innova-
tions. “Mainly related to all the down-
sizing, one station or even seven will be
babysat by a computer.”

As radio heads warp speed into this
“future world,” it is obvious that aspir-
ing broadcasters will have to know their

way around a computer, because the
audio studio will exist within the digital
and cyber domains.

RADIO AND
GOVERNMENT
REGULATIONS

Almost from the start it was recognized
that radio could be a unique instrument
for the public good. This point was
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never made more apparent than in
1912, when, according to legend (which
was recently debunked), a young wire-
less operator named David Sarnoff
picked up the distress signal from the
sinking Titanic and relayed the message
to ships in the vicinity, which then came
to the rescue of those still alive. The sur-
vivors were the beneficiaries of the first
attempt at regulating the new medium.
The Wireless Ship Act of 1910 required
that ships carrying fifty or more passen-
gers have wireless equipment on board.
The effective use of the medium from an
experimental station in New York City’s
Wanamaker Building resulted in the
saving of seven hundred lives.

Radio’s first practical application was
as a means of communicating from
ship to ship and from ship to shore.
During the first decade of this century,
Marconi's wireless invention was seen
primarily as a way of linking the ships
at sea with the rest of the world. Until
that time, when ships left port they
were beyond any conventional mode of
communications. The wireless was a
boon to the maritime services, includ-
ing the Navy, which equipped each of
its warships with the new device.

Coming on the heels of the Titanic
disaster, the Radio Act of 1912 sought
to expand the general control of radio
on the domestic level. The secretary of
commerce and labor was appointed to

2400 N81 | LOG CLOSED | PRT OFF | CR
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Bulletins / Measurement Procedures (3/93)

Processing Speed of Service (1/94)
Test Sites on File per Sec 2.948 (2/94)
ADVANCED TELEVISION SERVICE SCHEDULE OF MEETINGS

| crR

head the implementation and monitor-
ing of the new legislation. The primary
function of the act was to license wire-
less stations and operators. The new
regulations empowered the Department
of Commerce and Labor to impose fines
and revoke the licenses of those who
operated outside the parameters set
down by the communications law.

Growth of radio on the national level
was curtailed by World War I, when the
government saw fit to take over the
medium for military purposes. However,
as the war raged on, the same young
wireless operator, David Sarnoff, who
supposedly had been instrumental in
saving the lives of passengers on the ill-
fated Titanic, was hard at work on a
scheme to drastically modify the scope
of the medium, thus converting it from
an experimental and maritime commu-
nications apparatus to an appliance
designed for use by the general public.
Less than five years after the war's end,
receivers were being bought by the mil-
lions, and radio as we know it today was
born.

As explained earlier, the lack of regu-
lations dealing with interference nearly
resulted in the premature end of radio.
By 1926 hundreds of stations clogged
the airways, bringing pandemonium to
the dial. The Radio Act of 1912 simply
did not anticipate radio’s new applica-
tion. It was the Radio Act of 1927 that
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The FCC can be
accessed via the
Internet, providing
stations with
needed information
and quick answers.
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FIGURE 1.22
Digital audio is now
available on the
Internet. RealAudio
makes your
computer a stereo
radio. Courtesy
RealAudio.

Audio-on-demand for the Internet...

RealAudio Plaver and Encoder 1

Now your browser can play audio on demand -- Make your Web site come alive with sound
no more long file transfers! effects and dialogue.

® Read about RealAudio 2.0 ® Evaluate Server ver, 1.0

° E Pl ® Beta test the Personal Server

e Download FREE Encoder ® Purchasc the Server,

...Discover RealAudio 2.0 Now!

Sites And Sounds

Now Hear This

The latest news and announcements from Progressive Networks
Last Update: January 23rd; Next Update: January 26th

Our newest Web publication keeps you up-to-date on the latest in activism
and progressive politics.

Hear live and on-demand music at these popular sites.

¥

Progressive Networks anpounces RealAudio Server Products for the
Macintosh.
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—

o U.S. Internet Broadcast Stations

FIGURE 1.23
Internet links to
station web sites.

o WXYC
Chapcl Hill, North Carolina, USA's 89.3 FM station is also broadcasting live on
the internet (MBONE)! Check out how Internet Broadcasting is done and how
you can listen-in on your Mac, UNIX or PC box here! Oh yeah, their program
schedule, rotation list and assorted radio info resides in this sunsite.unc.edu server
as well (email shoffner@cs.unc.cdu).
o KJHK
KJHK 90.7 FM in Lawrence, KS (KU's student run college radio station) began
broadcasting its programming 24 hours over the Intemet on December 3rd, 1994.
o KUGS
Bellingham, Washington's KUGS 89.3 FM radio station serving the students of
Western Washington University is also broadcasting on the Internet.
0 Nexus UTV, England
On the 13th May 1995 Nexus UTV (the student television station of the University
of East Anglia) began a LIVE 24 hour broadcast down the Internet.
o Radio HK
Radio HK claims to be the first 24 hour continuous radio station (not broadcasting
over the axrwaves) broadcastmg over the Intemet

US1g Xing chhnology S Streamworks wc have WBBR broadcasting the news
and information network of Bloomberg radio.

o

KING-FM is a commercial classical music station in Seattle that in the past 5 years
has twice won the NAB's Marconi award as best classical music station in the U.S.

They are the first classical station in the world to send live feeds over the net via
RealAudio 2. Also in the works is a virtual tour of their studios.

first approached radio as a mass
medium. The Federal Regulatory Com-
mission’s five commissioners quickly
implemented a series of actions that
restored the fledgling medium’s health.

The Communications Act of 1934
charged a seven-member commission
with the responsibility of ensuring the
efficient use of the airways—which the
government views as a limited resource
that belongs to the public and is leased
to broadcasters. Over the years the
FCC has concentrated its efforts on
maximizing the usefulness of radio for
the public’s benefit. Consequently,
broadcasters have been required to
devote a portion of their airtime to pro-
grams that address important commu-
nity and national issues. In addition,
broadcasters have had to promise to
serve as a constant and reliable source
of information, while retaining certain
limits on the amount of commercial
material scheduled.

The FCC has steadfastly sought to
keep the medium free of political bias
and special-interest groups. In 1949 the
commission implemented regulations
making it necessary for stations that
present a viewpoint to provide an equal
amount of airtime to contrasting or
opposing viewpoints. The Fairess
Doctrine obliged broadcasters “to afford
reasonable opportunity for the discus-
sion of conflicting views of public impor-
tance.” Later it also stipulated that
stations notify persons when attacks
were made on them over the air.

Although broadcasters generally
acknowledge the unique nature of their
business, many have felt that the gov-
ernment's involvement has exceeded
reasonable limits in a society based
upon a free enterprise system. Since it
is their money, time, and energy they
are investing, broadcasters feel they
should be afforded greater opportunity
to determine their own programming.
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Jay Williams, Jr.

The Future of Radio

No other industry in the United States is
changing and evolving as dramatically
as the entire telecommunications
industry. Almost as fast, marketing and
advertising are also undergoing an
unprecedented upheaval. And, in the
midst of these changes, regulations
governing radio are being relaxed,
spurring new development and
investment enthusiasm. Radio is in the
eye of the hurricane of change.

Here are some of the factors
changing radio:

Telecommunications: Digital has
revolutionized technology, allowing
for capacity and flexibility never
before imagined. For example,
telephone companies no longer just
provide lines for communication,
they now also provide the products
and services of communication.
Increasingly in competition (or
alliances) with cable and on-line
services, these giant delivery systems
provide entertainment, services
information, and marketing
opportunities. As radio is one of the
original seven “media groups”
(which include TV, newspapers,
books, magazines, etc.), radio will
soon be in competition with these
new services for consumer/listener
time and attention and, not much
later, for revenue. Digital itself has
literally changed the communi-
cations paradigm; in the face of this
new technology, communications,
computer, and telephone companies
will merge, acquire, or form alliances
in an attempt to dominate the time

and total involvement of the
consumer. Program and content
providers will align themselves with
these new delivery systems in the
new media world.

Technology: Digital and regulatory
factors will increasingly add to the
more efficient radio operations.
Changes in EBS, unattended
operations, digital workstations, and
the like are but a tip of the iceberg.
Expanded band, satellite radio,
floating platforms allowing
networked radio personalities to
interface with locally programmed
music, radio programming on the
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Internet, digital transmission, and
more will change the face of radio.

Regulatory factors: Technology can
only expand as rapidly as regulatory
constraints allow. With the vast array
of choices now available to the
listener/viewer from these new media
sources, the justification for both
content and technological restraints
covering radio is evaporating. Clearly,
if technological advancements are not
soon encouraged, radio will be
relegated as obsolete by consumers.
Thus, reality dictates the direction of
deregulation; politics unfortunately,
dictates the pace.
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Duopoly and multistation ownership:
As the regulatory climate is relaxed,
mature market economics will
continue to impact the radio industry.
The problems of increasingly
expensive talent and personnel (and
the difficulty in finding qualified
people, particularly in smaller
markets) are being solved by
increasingly sophisticated computer
equipment which can run major areas
of a station easily and efficiently. Jobs
will continue to be combined as
computer-networked personnel are
able to handle multiple internal tasks
for off-site stations as well as those in
the next office. Similar equipment
allows stations to reduce the once
large on-air staffs to a handful of
employees.

Types of owners: Although publicly
traded companies can own radio
stations, it wasn't unti} the regulatory
climate changed that their interest
grew in radio. Over the past few
years, the elimination of the three
year rule, the so-called Fairness
Doctrine, and the 7-7-7 ownership
rule created a more positive
investment climate for these
demanding companies. More recent
regulatory changes include the
creation of LMA’s duopolies, and
higher limits on station ownership
among these well-financed
companies, driving up multiples in
large and medium-sized markets as
they build clusters of four, five, and
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even more stations in a single market.
The result is that radio is moving
quickly from a “cottage industry,”
with many family-owned stations, to
a network of fewer but more powerful
group owners (a transition that
parallels those in retailing and other
industries).

Marketing: The degree of intense

competitive programming among
radio stations will decrease as
multiple stations in a market are co-
owned. Co-owned stations in direct
format competition will be altered by
ownership to decrease cannibaliza-
tion of listenership and to maximize
revenue opportunities. Thus, the
internal focus will shift more to sales
and, soon after, to nonspot revenue as
pressure grows on spot inventory.
Adbvertisers, however, are also
changing; increasingly shown specific
user information by other media
groups, advertisers will force radio to
present more than “listener estimates”
and generic gqualitative information.
Pressure will grow on the rating
services to provide specific
information; yet the solutions
ultimately must lie in listener
databases created and maintained by
individual stations in order to prove
specific station listenership by
geodemographic and consumer
behavioral data. Promotional
demands on stations, by advertising
agencies and clients alike, will

continue to increase as advertisers
attempt to create additional reasons
for people to become acquainted
with or sample their products or
services.

The concept of broadcasting is dead.
Broadcasting, as with all media, must
become interactive to survive. The
listener must be allowed to “talk-back”
and communicate with the station. The
VCR created a whole new paradigm; no
longer did the family have to gather for
the CBS Monday night movie on
Monday night. Real time will become
increasingly more obsolete as the
listener begins to take more control of
when and what he or she hears (creating
“my time”). Initially this can be done by
allowing listeners to preselect prizes
they want to win in a contest or
promotion, giving them special listener
status with individual incentives,
allowing them to respond directly in the
medium of their choice (phone, Internet,
write-in) and receive personal
responses. Radio broadcasters will learn
that real time, station time, is no longer
as important as “my time,” when the
listener wants to listen.

Broadcasters who develop the means
to segment listeners effectively (both for
sales and marketing and to create
listener loyalty) and provide ways for
those listeners to receive the
information/entertainment/contests and
prizes when they want them will create
the “new era of radio.”

In the late 1970s, a strong movement
headed by Congressman Lionel Van
Deerlin sought to reduce the FCC’s role
in broadcasting, in order to allow the
marketplace to dictate how the indus-
try conducted itself. Van Deerlin actu-
ally proposed that the Broadcast
Branch of the commission be abolished
and a new organization with much less
authority created. His bill was defeated,
but out of his and others’ efforts came a
new attitude concerning the govern-
ment’s hold on the electronic media.

President Reagan’s antibureaucracy,
free-enterprise philosophy gave impe-

Wi

tus to the deregulation move already
under way when he assumed office.
The FCC, headed by Chairman Mark
Fowler, expanded on the deregulation
proposal that had been initiated by his
predecessor, Charles Ferris. The dereg-
ulation decision eliminated the re-
quirement that radio stations devote a
portion of their airtime (8 percent for
AM and 6 percent for FM) to nonenter-
tainment programming of a public
affairs nature. In addition, stations no
longer had to undergo the lengthy
process of ascertainment of commu-
nity needs as a condition of license
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Air Concert
“Picked Up"
By Radio Here

Vietrdla music, ‘playsd iato
the alr over a wireless tele-
phons, was “'picked up” VW
listeners on the wireless re-
calvisg statios which was
recently lastalled here for
palronas interasted [n wireless
experiments. The comcert WAS
heard Thureday Bight about
10 o'clock, and coatidued 30
minutes. Two orchesira sum-
ders, & soprano solo—whied
rang particularly high and
clear through the Air—aad &
juveniie “talking plece”™ com-
stituted (he profram.

The musie was from a Vie-
trots pulled up close to the
tranamitter of & wirsiess tele-
phone In the home of Frank
Conra4, Pesn asd Peebles
avenues, Wilkinshurg. Mr.
Coarad is @ wirsiess euthuat-
ast and "Puts op” the wirelesa
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have wireless sets.
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meds hy the maker of the
aet which s {a operation IR
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K10,00 up.
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FIGURE 1.25
History-making ad
in 1920. Courtesy
Westinghouse
Electric.

FIGURE 1.26
FCC organizational
chart.

renewal, and guidelines pertaining to
the amount of time devoted to commer-
cial announcements were eliminated.
The rule requiring stations to maintain
detailed program logs was also abol-
ished. A simplified postcard license
renewal form was adopted, and license
terms were extended from three to
seven years. In a further step the com-
mission raised the ceiling on the num-
ber of broadcast outlets a company or
individual could own from seven AM,
seven FM, and seven television sta-
tions to twelve each. As of March 1992,
the FCC saw fit to raise the caps on
ownership again, this time to 30 AM
and 30 FM (see Figure 1.22). Later in
the year, these were reduced to 18 AM
and 18 FM. Three years later, with a
Republican Congress in place, a new
telecommunications bill proposed to
eliminate ownership caps completely.
The bill also sought to relax the cross-
ownership rule, which kept a single

entity from possessing a radio, TV, and
newspaper company in the same mar-
ket. Meanwhile, radio license terms
were to be raised to ten years.

On August 4, 1987, the FCC voted to
eliminate the thirty-eight-year-old
Fairness Doctrine, declaring it uncon-
stitutional and no longer applicable to
broadcasters. A month before, Presi-
dent Reagan had vetoed legislation that
would have made the policy law.

The extensive updating of FCC rules
and policy was based on the belief that
the marketplace should serve as the
primary regulator. Opponents of the
reform feared that with their new-found
freedom, radio stations would quickly
turn their backs on community con-
cerns and concentrate their full efforts
on fattening their pocketbooks.

Those who support the position that
broadcasters should first serve the
needs of society are concerned that
deregulation (unregulation) has further
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reduced the medium’s “good-citizen”
role. “Radio, especially the commercial
sector, has long since fallen down on its
‘interest, convenience, and necessity’
obligation born of the Radio Act of 1927.
While a small segment of the industry
does exert an effort to address the con-
siderable problems facing society today,
the overwhelming majority continue to
be fixated on the financial bottom line.
There needs to be more of a balance,”
observes Robert Hilliard, former FCC
Chief of Public and Educational
Broadcasting. Proponents of deregula-
tion applauded the FCC'’s actions, con-
tending that the listening audience
would indeed play a vital role in deter-
mining the programming of radio sta-
tions, since the medium had to meet the
needs of the public in order to prosper.

While the government continues to
closely scrutinize the actions of the
radio industry to ensure that it oper-
ates in an efficient and effective man-
ner, it is no longer perceived as the
fearsome, omnipresent Big Brother it
once was. Today broadcasters more
fully enjoy the fruits of a laissez-faire
system of economy.

In the spring of 1996, the telecom-
munications bill (made a Telecom-
munication Act) mentioned above
became a reality and ownership caps
were all but eliminated.

JOBS AND EQUALITY IN
RADIO

Today the radio industry employs over
100,000 people, but with all the down-
sizing and consolidation, this figure is
likely to shrink some in the coming
years. Since 1972 75,000 individuals
have found full-time employment in
radio. Today, opportunities for women
and minorities are greater than ever.
Radio has until fairly recently been a
male-dominated profession. In 1975
men in the industry outnumbered
women nearly four to one. But that has
changed. Now women are being hired
more than ever before, and not just for
office positions. Women have made sig-
nificant inroads into programming,

STATE OF THE FIFTH ESTATE 31

I. Initiation of Action

Suggestions for changes to the FCC Ruies and
Regulations can come from sources outside of the
Commission either by forma) petition, legislation,
court decision or informal suggestion. In addition,
a Bureau/Office within the FCC can initiate a
Rulemaking proceeding on its own.

Ii. Bureau/Office Evaluation

When a petition for Rulemaking is received, it
is sent to the appropriate Bureau(s)/Office(s) for
evaluation. If a Bureau/Office decides a particular
petition is meritorious, it can request that the
Dockets department assign a Rulemaking number
to the petition.

A similar request is made when a Bureau/
Office decides to initiate a Rulemaking procedure
on its own. A weekly notice is issued listing all
accepted petitions for Rulemaking. The public has
30 days to submit comments. The Bureau/Office
then has the option of generating an agenda item
requesting one of four actions by the Commission.
If a Notice of Inquiry (NOI) or Notice of Proposed
Rulemaking (NPRM) is issued, a decket is
instituted and a docket number is assigned.
Hl. Possible Commission Actions

Major changes to the Rules are presented to the
public as either an NOI or NPRM. The Commis-
sion will issue an NOl when it is simply asking
for information on a broad subject or trying to
generate ideas on a given topic. An NPRM is
issued when there is a specific change to the Rules
being proposed.

How FCC Rules Are Made

ther an NPRM or a Memorandum Opinion and
Order (MO&O) concluding the inquiry.
V. C and Replies Eval

When an NOI or NPRM has been issued, the
public is given the opportunity to comment
initially, and then respond to the comments that
are made. When the Cornmission does not receive
sufticient comments to make a decision, a further
NOI or NPRM may be issued.

[t may be determined that an oral argument
before the Commission is needed to provide an
opportunity for the public to testify before the
Commission, as well as for the Bureau(s)/Office(s)
lo present diverse opinions concerning the
proposed Rule change.

V. Report and Order issued

A Report and Order is issued by the
Commission stating the new or amended Rule,
or stating that the Rules will not be changed. The
proceeding may be terminated in whole or in part.

The Commission may issue additional Report
and Orders in the docket.

Vi. Reconsideration Given

Petitions for reconsideration may be filed by the
public within 30 days. They are reviewed by the
appropriate Bureau(s)/Office(s) and/or by the
Commission.

Vil. Modification Possible

As a result of its review of a petition for
reconsideration, the Commission may issue an
MO&O modifying its initial decision or denying
the petition for reconsideration.

[f an NOl is issued, it must be followed by ei- Prwided by FCC
sales, and management positions, and FIGURE 1.27
there is no reason to think that this g,ouﬁesy of Radio
orid.

trend will not continue. It will take a
while, however, before an appropriate
proportion of women and minorities
are working in the medium. The FCC'’s
insistence on equal opportunity em-
ployment (at this writing there was
concern that this requirement would
be dropped) within the broadcast
industry makes prospects good for all
who are interested in broadcasting
careers.

Still there is room for improvement in
the participation levels of different eth-
nic groups in the radio industry. Says
NAB’'s vice president for human
resources, Dwight Ellis, “Current
employment trends reported by the FCC
reveal very little growth between 1980
and 1992 in Native American broadcast
employment, for example. Other groups
have experienced slow growth too. The
NAB is committed to assisting the
growth of employment and station own-
ership for minorities in the industry.
The NAB has been a vanguard for
minority progress in broadcasting.
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FIGURE 1.28
Native-owned
stations provide
radio jobs for
American Indians.
Courtesy KTNN.

Nevertheless, more must be done.”

A common misconception is that a
radio station consists primarily of dee-
jays with few other job options avail-
able. Wrong! Nothing could be further
from the truth. Granted, disc jockeys
comprise part of a station’s staff, but
many other employees are necessary to
keep the station on the air.

An average-size station in a medium
market employs between eighteen and
twenty-six people, and on-air personnel
comprise about a third of that figure.
Stations are usually broken down into
three major areas: sales, programming,
and engineering. Each area, in particu-
lar the first two, requires a variety of
people for positions that demand a wide
range of skills. Subsequent chapters in
this book will bear this out.

Proper training and education are
necessary to secure a job at most sta-
tions, although many will train people
to fill the less demanding positions.
Over a thousand schools and colleges
offer courses in radio broadcasting, and
most award certificates or degrees. As
in most other fields today, the more cre-
dentials a job candidate possesses, the
better he or she looks to a prospective
employer.

Perhaps no other profession weighs
practical, hands-on experience as heav-
ily as radio does. This is especially true
in the on-air area. On the programming
side, it is the individual's sound that
wins the job, not the degree. However, it
is the formal training and education
that usually contribute most directly to
the quality of the sound that the pro-
gram director is looking for when hir-
ing. In reality, only a small percentage
of radio announcers have college
degrees (the number is growing), but

statistics have shown that those who
do stand a better chance of moving into
managerial positions.

Many station managers look for the
college-educated person, particularly
for the areas of news and sales. Before
1965 the percentage of radio personnel
with college training was relatively low.
But the figure has gradually increased
as more and more colleges add broad-
casting curricula. Thousands of com-
munications degrees are conferred
annually, thus providing the radio
industry a pool of highly educated job
candidates. Today, college training is a
plus when one is searching for employ-
ment in radio.

The job application or resume that lists
practical experience in addition to formal
training is most appealing. The majority
of colleges with radio curricula have col-
lege stations. These small outlets provide
the aspiring broadcaster with a golden
opportunity to gain some much-needed
on-air experience. Some of the nation’s
foremost broadcasters began their
careers at college radio stations. Many of
these same schools have internship pro-
grams that provide the student with the
chance to get important on-the-job train-
ing at professional stations. Again, expe-
rience is experience, and it does count to
the prospective employer. Small com-
mercial stations often are willing to hire
broadcast students to fill part-time and
vacation slots. This constitutes “profes-
sional” experience and is an invaluable
addition to the resume.

Entry-level positions in radio seldom
pay well. In fact, many small market
stations pay near minimum wage.
However, the experience gained at these
small-budget operations more than
makes up for the small salaries. The
first year or two in radio constitutes the
dues-paying period, a time in which a
person learns the ropes. The small radio
station provides inexperienced people
the chance to become involved in all
facets of the business. Rarely does a
new employee perform only one func-
tion. For example, a person hired to dee-
jay will often prepare and deliver
newscasts, write and produce commer-
cials, and may even sell airtime.

In order to succeed in a business as
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unique as radio, a person must pos-
sess many qualities, not the least of
which are determination, skill, and the
ability to accept and benefit from con-
structive criticism. A career in radio is
like no other, and the rewards, both
personal and financial, can be excep-
tional. “It’'s a great business,” says
Lynn Christian, senior vice president of
the Radio Advertising Bureau. “No two
days are alike. After thirty some years
in radio, I still recommend it over other
career opportunities.”

CHAPTER HIGHLIGHTS

1. The average adult spends two-
and-a-half hours per day listening to
radio. Radio is the most available
source of entertainment, companion-
ship, and information.

2. Guglielmo Marconi is generally
considered the father of radio, although
David Sarnoff is a likely contender.

3. As early as 1922, the Department
of Commerce set aside two frequencies
for radio broadcasts. WEAF in New
York aired the first commercial.

4. Today, most radio networks have
been subsumed by major corporations
(Disney, GE, Westinghouse).

5. Station networks, first called chain
broadcasting, operated as early as 1922.
Radio Corporation of America (RCA)
formed the first major network in 1926,
the National Broadcasting Company
(NBC). Columbia Broadcasting System
(CBS) was formed in 1928, and Mutual
Broadcasting System (MBS) followed in
1934. American Broadcasting Company
(ABC), formed in 1945, became the
largest and most successful radio net-
work.

6. Early station proliferation led to
overlapping signals. Signal quality
decreased, as did listenership. The
Radio Act of 1927 formed the Federal
Radio Commission (FRC), a five-mem-
ber board authorized to issue station
licenses, allocate frequency bands,
assign frequencies to individual sta-
tions, and dictate station power and
hours of operation. The FRC estab-
lished the Standard Broadcast band
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Words from Larry King

| started my career in May 1957. | did news and
sports. In 1960 | began a talk show in Miami and
have been hosting talk ever since. Back then | also
did sports for the Miami Dolphins. Sports is a big
love of mine. I've never regarded what | do as a
‘challenge,’ per se. It is a love affair. My desire is
to inform and entertain the listener. That gets me
going. For those young people out there who want
to pursue a career in radio, I'd say never give up.
Always be yourself. Don't try to be Larry King. The
only secret is there is no secret. Your talent will
come out if you are good. As far as the future of
radio is concerned, it is hard to predict. Talk is
always in good shape. The public tends to grow as
part of radio. There will always be a need for what
the medium offers. Bottom line: the opportunities
will be there for those good enough to take
advantage of them.”

THE MOST INFLUENTIAL
INTERVIEW PROGRAM DN PLANET EARTH
" e

BRSILCRET UVE LACH DL7 BN WENTWODE Suf ENTEN TARSAENT

Catoh all the bgest Sfosmie, mevaneiial syents and oxci

g penscmaiies as Ly Mg talke il e v ang
shakera i pedilice avd enterfanment on Weshwood One's
oy abmuicas! of CNN'S LARTY NING LIVE Monday

I fhrough Satunday 510 pm, (ET]

@ WESTWOOD ONE EXTERTAINMENT

FOR (#ONT PESDUMIAFIN CONTACY VERM Pl E AN DA BIPSEIENTATIAL 4T (708) 47 S-53ku

(500-1500 kc).

7. Radio prospered during the
Depression by providing cost-free enter-
tainment and escape from the harsh
financial realities. “Amos 'n’ Andy,”
which made its debut in 1929, was the
most popular radio show in history.
President Franklin D. Roosevelt’s fire-
side chats began on March 12, 1933.
The Communications Act of 1934 estab-
lished the seven-member Federal
Communications Commission (FCC).
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The Larry King
Show is aired by
over 350 stations.
Courtesy Larry
King.
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FIGURE 1.30
Organizational flow Owner
chart for a medium
market radio |
station. VP/General
Manager
Sales Program Office/ Chief
Manager Director Clerical Engineer
] Taffic | |
Salespeople Announcers Technicians
[ News l Music I
Director Director
: Building
&7 l TR Maintenance
] Newspeople
Billing |
Sports
Director

8. World War II led the FCC to freeze
construction of new broadcast outlets;
therefore, existing AM outlets prospered.

9. Two years after the war’s end, tele-
vision usurped the entertainment lead-
ership.

10. The Bell Lab scientists’ invention

of the transistor in 1948 helped save
radio by providing portability. Music
became radio’s mainstay.

11. The Top 40 radio format, con-
ceived about the same time as the emer-
gence of rock music, became the most
popular format with younger audiences.

Bruce DuMont

On the Museum of
Broadcast
Communications

The Museum of Broadcast
Communications is one of only two
broadcast museums in America. Itis a
museum of popular culture and
contemporary American history that
preserves and presents historic
moments from radio and television. It
contains a collection of 75,000 radio
and television programs and

commercials depicting the historic
moments of the past 50 years.

Public programs are presented
frequently, featuring many of radio and
television’s major personalities, as well
as those who work behind the scenes.
The significant moments of world history
in the past fifty years have been captured
by microphones and cameras, and the
Museum’s Archives represent an
opportunity for students, scholars, and

the general public to tap into that history.

The Archives are fully computerized
and are accessible to the general public
seven days a week. The Museum of
Broadcast Communications contains
America’s only Radio Hall of Fame,
which includes 85 of the major
personalities and leaders of the
medium. Working radio and television
studios provide visitors with an
opportunity to experience the thrill of
being “on-the-air.”

FIGURE 1.31

The Museum of Broadcast
Communications at the Chicago
Cultural Center is located on
Michigan Avenue at Washington
Street.
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Media Jobs Offered Sorted by Date

Post To This Grouo
e Back To Index Sorted By: [ thread 1 subject 1l author 1

Starting: Mon 23 Oct 1995 - 21:57:09 CST
Ending: Wed 28 Feb 1996 - 20:49:47 CST
Messages: 44

e HELP WANTED WRVV@aol.com
Help wanled: Morning News/Sidekick Michael G. Scull
Help Wanted: AE for Cape Cod WXTK
MaxPace@aol.com
Soly positon Witk sics stoerience MR STEVE. HARTFORD
ed 2 Entry level news reporter Kevin McKinnon
HELP WANTED; Sales Manager-Birmingham, B/LL THOMAS

CleanWilly@aol.com

Help Wanted: Radio Copywriter, UK /an Britton
e Help wanted:OPS MGR/NEWS TALENT MR DAVID H ISEMAN

e Help Wanted: Svndication Radio Sales FMacek@aol.com

e Helo Wanted: Adv.Sales Reps/Illinois Randy Miller

e Help Wanted: N/T Air talent John B. Adams
e Re: Jok openine in Worcester SidS1045@aol.com
e Help Wanted: Air Talent/Salesp in North & Cent llinois Randy Miller

o Help Wanted: Radio News Director Joey Helleny
HELF WANTED: Station Manager

BobSeybold@aol.com

T. KentAtkins
Mike Petersen

News/Operations person needed
AanMﬂnaﬂr_nuﬂﬂMtke Petersen

- doherty@ios.com

Help Wanted: Assistant Engineér, Pitisbureh area
Help Wanted: Production/Technical coordinator Richard Paul

IECH/PROD, PERSON Richard Paul
Terry

=l A'an 3 ‘l A wale 1
ELP WANTED: P/T Board Operators-Air Talents WLNO Radio

ELP WANTED: KIDS RADIO NEWS ANCHOR Maura Gallucci

elp Wanted: Executive Director. NACE Michael Black..WEOS-FM
elp Wanted: Worcester PM drive opening SSCHWEIGER@delphi.com
elp Wantled: Worcester news opening SSCHWEIGER@delphi.com
Help Wanted: The_Doge

: Chi Enc Schecter
3 i 1 Howard M. Ginsberg

HELP WANTED PAGE Myloe@aol.com
Help Wanted John Rosso

John Davis
Paul Baldwin

help wanted Rbk1959@aol.com
A ED:

John Davis

Last message date: Wed 28 Feb 1996 - 20:49:47 CST
Archived on: Fri Mar 01 1996 - 10:41:32 CST
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12. Edwin H. Armstrong developed
the static-free FM band in 1938. The
FCC authorized stereo FM broadcast-
ing in 1961, and in 1965 it separated
FM from AM simulcasts in cities with
populations in excess of one hundred
thousand. Beautiful Music was the
first popular format on FM, which
relied heavily on automation. The
Progressive format focused on album
cuts rather than Top 40. By the mid-
1980s FM possessed 70 percent of the
listening audience.

13. Today FM commands 80 percent
of the audience although some AM sta-
tions top their market ratings.

14. The Corporation for Public
Broadcasting was established in 1967.
Three years later National Public Radio
began providing funding and program-
ming to member stations. More than
eight hundred schools and colleges hold
noncommercial radio licenses.

15. Narrowcasting is specialized pro-
gramming. Frag-out refers to the frag-
mentation of audience because of
numerous formats.

16. Highly leveraged transactions
(HLTs) have created economic problems
for many stations. Local Marketing
Agreements (LMAs) allow broadcasters
to form contracts with one another for
mutually beneficial purposes.

17. Consolidation, downsizing, and
mergers have been prompted by the
FCC’s relaxation of the duopoly and
ownership rules.

18. Seventy percent of radio’s rev-
enues come from local spot sales.

19. Brokerage firms handle the sale
of most radio stations. Brokers receive
a commission of between 7 and 8 per-
cent on sales.

20. Digital Audio Broadcasting (DAB)
is set to replace the conventional ana-
log system of signal transmission and
reception.

21. Cable and satellite radio services
are providing listeners with options
besides traditional terrestrial signal
reception.

22. Radio is on the Internet as
stations download programming to
PCs. The medium uses computer web
sites for true interactivity with audi-
ences.

23. In 1949 the FCC formulated the
Fairness Doctrine, which obligated
broadcasters to present opposing
points of view. In 1987 the FCC
declared the Doctrine unconstitutional
and eliminated it.

24. The Republicans wrote a new
telecommunications bill designed to lift
significant sanctions from broadcasters.
The Telecommunication Act of 1996 all
but eliminated radio station ownership
ceilings.

25. The radio industry employs over
one hundred thousand people, with
women and minorities making signifi-
cant gains in recent years. A combina-
tion of practical experience and formal
training is the best preparation for a
career in broadcasting.
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2 Station
Management

NATURE OF THE
BUSINESS

It has been said that managing a radio
station is like running a business that
is a combination of theater company
and car dealership. The medium'’s
unique character requires that the
manager deal with a broad mix of peo-
ple, from on-air personalities to secre-
taries and from sales personnel to
technicians. Few other businesses can
claim such an amalgam of employees.
Even the station manager of the small-
est outlet with as few as six or eight
employees must direct individuals with
very diverse backgrounds and goals.
For example, radio station WXXX in a
small Maine community may employ
three to four full-time air people, who
likely were brought in from other areas
of the country. The deejays have come
to WXXX to begin their broadcasting
careers with plans to gain some neces-
sary experience and move on to larger
markets. Within a matter of a few
months the station will probably be
looking for replacements.

Frequent turnover of on-air person-
nel at small stations is a fact of life. As
a consequence, members of the air staff
often are regarded as transients or
passers-through by not only the com-
munity but also the other members of
the station’'s staff. Less likely to come
and go are a station’s administrative
and technical staff. Usually they are
not looking toward the bright lights of
the bigger markets, since the town in
which the station is located is often
home to them. A small station’s sales
department may experience some turn-
over but usually not to the degree that
the programming department does.
Salespeople also are likely to have been
recruited from the ranks of the local cit-

izenry, whereas air personalities more
typically come from outside the com-
munity.

Running a station in a small market
presents its own unique challenges (and
it should be noted that half of the
nation’s radio outlets are located in
communities with fewer than twenty-
five thousand residents), but stations in
larger markets are typically faced with
stiffer competition and fates that often
are directly tied to ratings. In contrast to
station WXXX in the small Maine com-
munity, where the closest other station
is fifty miles away and therefore no com-
petitive threat, an outlet located in a
metropolitan area may share the air-
waves with thirty or more other broad-
casters. Competition is intense, and
radio stations in large urban areas usu-
ally succeed or fail based upon their
showing in the latest listener surveys.
The metro market station manager
must pay close attention to what sur-
rounding broadcasters are doing, while
striving to maintain the best product
possible in order to retain a competitive
edge and prosper.

Meanwhile, the government’s percep-
tion of the radio station’s responsibility
to its consumers also sets it apart from
other industries. Since its inception,
radio’s business has been Washington's
business, too. Station managers, unlike
the heads of most other enterprises,
have had to conform to the dictates of a
federal agency especially conceived for
the purpose of overseeing their activi-
ties. With the failure to satisfy the FCC's
expectations possibly resulting in stiff
penalties, such as fines and even the
loss of an operating license, radio sta-
tion managers have been obliged to
keep up with a fairly prodigious volume
of rules and regulations.

The 1980s and 1990s deregulation
actions designed to unburden the broad-
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caster of what had been regarded by
many as unreasonable government
intervention have made the life of the sta-
tion manager somewhat less compli-
cated. Nevertheless, the government
continues to play an important role in
American radio, and managers who
value their license wisely invest energy
and effort in fulfilling federal conditions.
After all, a radio station without a fre-
quency is just a building with a lot of
expensive equipment.

The listener’s perception of the radio
business, even in this day and age when
nearly every community with a small
business district has a radio station, is
often unrealistic. The portrayal by film
and television of the radio station as a
hotbed of zany characters and bizarre
antics has helped foster a misconception.
This is not to suggest that radio stations
are the most conventional places to
work. Because it is the station’s function
to provide entertainment to its listeners,
it must employ creative people, and
where these people are gathered, be it a
small town or a large city, the atmos-
phere is sure to be charged. “The volatil-
ity of the air staffs emotions and the
oscillating nature of radio itself actually
distinguishes our business from others,”
observes J.G. Salter, general manager,
WFKY, Frankfort, Kentucky.

Faced with an audience whose needs
and tastes sometimes change overnight,
today’'s radio station has become adept
at shifting gears as conditions warrant.
What is currently popular in music,
fashion, and leisure-time activities will
be nudged aside tomorrow by something
new. This, says broadcast manager
Randy Lane, forces radio stations to stay
one step ahead of all trends and fads.
“Being on the leading edge of American
culture makes it necessary to undergo
more changes and updates than is usu-
ally the case in other businesses. Not
adjusting to what is currently in vogue
can put a station at a distinct disadvan-
tage. You have to stay in touch with
what is happening in your own commu-
nity as well as the trends and cultural
movements occurring in other parts of
the country.”

The complex internal and external
factors that derive from the unusual

AM ™ AM FM
WABC 770 WLIR 92.7
WADB 959 WLIX 540
WADO 1280 WLTW 108.7
WALK 1370 97.5 WMCA 570
WAPP 103.6 WMCX 88.1
WAWZ 1380 99.1 WMGQ 9.3
WBAB 102.3 WMJY 107.1
WBAJ 99.5 WMTR 1250
WBAU 0.3 WNBC 680
WBGO 88.3 WNCN 104.3
wBJB 90.5 WNEW 1130 1027
wBL! 108.1 WNA 1430
WBLS 107.6 WNNJ 1360
WBRW 1170 WNYC 830 93.9
WCBS 880 101.1 WNYE "n.5
WCTC 1450 WNYQ 1440
WCTO 94.3 WNYM 1330
WCWP 88.1 WNW 80.1
WDHA 105.5 WOBM 1170 927
WERA 1500 WOR 710
WEVD 97.9 WPAT 830 3.1
WFAS 1230 103.8 WPIX 101.9
WFDU 89.1 WPL 96.5
WFME 947 WPOW 1330
WFMU 81.1 WPR8 103.3
WFUV 907 WPST 975
WGBB 1240 WPUT 1510
waLl 1280 WOXA 1560 963
WGRC 1300 WRAN 1510
wasm 740 WRCN 1570 1039
WHBI 105.8 WRFM 106.1
WHLS 1100 WRHU 88.7
WHN 1050 WRKL 910
WHPC 80.3 WRKS 987
WHTG 1410 106.3 WRIN 3.5
WHTZ 100.3 WAV 1065
WHUD 100.7 WSEH 9.3
WHWH 1350 WSIA 88.9
WICC 600 wSKQ 6200
WINS 1010 WSOU 89.5
WIXL 103.7 Wsus 102.3
W.JOM 1530 WTYHE 1520
WILK 1310 94.3 WuSB 90.1
WKCR 89.9 WvP 1310 1083
WKDM 1380 WYOX 1460
wiKJY 98.3 WVRAM 8.3
WKMB 1070 wwoDJ 970
WKRB 90.8 WWRL 1600
WKTU 92.3 WXMC 1310
WKWZ 885 WYNY 7.1
WIOW 101.6 WYRS 2.7
wLie 1190 WZFM 107.1
WLIM 1580

nature of the radio business make
managing today's station a formidable
challenge. Perhaps no other business
demands as much from its managers.
Conversely, few other businesses pro-
vide an individual with as much to feel
good about. It takes a special kind of
person to run a radio station.

THE MANAGER AS
CHIEF COLLABORATOR

There are many schools of thought con-
cerning the approach to managing a
radio station. For example, there are
the standard X, Y, and Z models or the-
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Newspaper listing
of radio stations in
a major market.
Large cities such as
New York, Chicago,
Los Angeles, and
Philadelphia often
have over sixty
stations.
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ories of management (which admittedly
oversimplify the subject but give the
neophite a basic working model). The
first theory embraces the idea that the
general manager is the captain of the
vessel, the primary authority, with
solemn, if not absolute, control of the
decision-making process. The second
theory casts the manager in the role of
collaborator or senior advisor. The third
theory forms a hybrid of the preceding
two; the manager is both coach and
team player, or chief collaborator. Of
the three models, broadcast managers
tend to favor the third approach.

Lynn Christian, who has served as
general manager of several radio sta-
tions, preferred working for a manager
who used the hybrid model rather than
the purely authoritarian model. “Before I
entered upper management, I found that
I performed best when my boss sought
my opinion and delegated responsibility
to me. I believe in department head meet-
ings and the full disclosure of projects
within the top organization of the station.
If you give someone the title, you should
be prepared to give that person some
authority, too. I respect the integrity of
my people, and if I lose it, I replace them
quickly. In other words, ‘You respect me,
and I'll respect you,’ is the way I have
always managed.”

Randy Bongarten, radio network
chief, concurs with Christian and adds,
“Management styles have to be adap-
tive to individual situations so as to
provide what is needed at the time. In
general, the collaborator or team leader
approach gets the job done. Of course, I
don’t think there is any one school of
management that is right one hundred
percent of the time.”

Jim Arcara, another radio network
head, also is an advocate of the hybrid
management style. “It’s a reflection of
what is more natural to me as well as
my company. Employees are capable
of making key decisions, and they
should be given the opportunity to do
so. An effective manager also delegates
responsibility.”

KITS-FM general manager Pat McNally
finds the collaborative approach suitable
to his goals and temperament. “My man-
agement style is more collaborative. I
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believe in hiring qualified professional
people, defining what I expect, and
allowing them to do their job with input,
support, and constructive criticism from
me. My door is always open for sugges-
tions, and I am a good listener. I con-
sider this business something special,
and I expect an extra special effort.”

This also holds true for Steven
Woodbury, general manager of KLXK-
FM. “I hire the best people as department
heads and then work collaboratively with
these experts. Department heads are
encouraged to run their areas as if they
had major ownership in the company.
That instills a sense of team spirit too.
Their energy level and decision-making
efforts reflect this.”

The manager/collaborator approach
has gained in popularity in the past two
decades. Radio functions well in a team-
like atmosphere. Since practically every
job in the radio station is designed to
support and enhance the air product,
establishing a connectedness among
what is usually a small band of employ-
ees tends to yield the best results, con-
tends station manager Jane Duncklee.
“I strongly believe that employees must
feel that they are a valid part of what is
happening and that their input has a
direct bearing on those decisions which
affect them and the operation as a
whole. I try to hire the best people pos-
sible and then let them do their jobs
with a minimum of interference and a
maximum of support.”

Marlin R. Taylor, founder of Bonneville
Broadcasting System and former man-
ager of several major market radio out-
lets, including WRFM, New York, and
WBCN, Boston, believes that the man-
ager using the collaborative system of
management gets the most out of em-
ployees. “When a staff member feels that
his or her efforts and contributions
make a difference and are appreciated,
that person will remain motivated. This
kind of employee works harder and
delivers more. Most people, if they enjoy
the job they have and like the organiza-
tion they work for, are desirous of
improving their level of performance and
contributing to the health and well-
being of the station. I really think that
many station managers should devote
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FIGURE 2.2
Keeping the station
solvent is the
manager’s primary
task. Companies
like this one help
the manager do

this. Courtesy CFM.

do this.

FacrornG  Cash Flow Manag'ementk

even more time and energy to people
development.”

Station general manager Paul Aaron
believes that managers must first assert
their authority, that is, make it clear to
all that they are in charge, before the
transition to collaborator can take place.
“It's a sort of process or evolution.
Actually, when you come right down to
it, any effective management approach
includes a bit of both the authoritarian
and collaborative concepts. The situa-
tion at the station will have a direct
impact on the management style I per-
sonally deem most appropriate. As the
saying goes, ‘different situations call for
different measures.” When assuming the
reins at a new station, sometimes it's
necessary to take a more dictatorial
approach until the organization is where
you feel it should be. Often a lot of
cleanup and adjustments are necessary
before there can be a greater degree of
equanimity. Ultimately, however, there
should be equanimity.”

Surveys have shown that most broad-
cast executives view the chief collabora-
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tor or hybrid management approach as
compatible with their needs. “It has
pretty much become the standard
modus operandi in this industry. A
radio manager must direct as well as
invite input. To me it makes sense, in a
business in which people are the prod-
uct, to create an atmosphere that en-
courages self-expression, as well as
personal and professional growth. After
all, we are in the communications busi-
ness. Everyone’s voice should at least
be heard,” contends Lynn Christian.

WHAT MAKES A
MANAGER

As in any other profession, the road to
the top is seldom a short and easy one. It
takes years to get there, and dues must
be paid along the way. To begin with,
without a genuine affection for the busi-
ness and a strong desire to succeed, it is
unlikely that the position can ever be
attained. Furthermore, without the
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proper training and experience, the top
job will remain elusive. So then what
goes into becoming a radio station man-
ager? First, a good foundation is neces-
sary. Formal education is a good place to
start. Hundreds of institutions of higher
learning across the country offer pro-
grams in broadcast operations. The col-
lege degree has achieved greater
importance in radio over the last decade
or two and, as in most other industries
today, it has become a standard creden-
tial for those vying for management slots.
Anyone entering broadcasting in the
1980s with aspirations to operate a radio
station should acquire as much formal
training as possible. Station managers
with master's degrees are not uncom-
mon. However, a bachelor’s degree in
communications gives the prospective
station manager a good foundation from
which to launch a career.

In a business that stresses the value
of practical experience, seldom, if ever,
does an individual land a management
job directly out of college. In fact, most
station managers have been in the busi-
ness at least fifteen years. “Once you get
the theory nailed down you have to
apply it. Experience is the best teacher.
I've spent thirty years working in a vari-
ety of areas in the medium. In radio, in
particular, hands-on experience is what
matters,” says Richard Bremkamp, dJr.,
general manager, KGLD/WKBQ, St.
Louis.

To general manager Roger Ingram,
experience is what most readily opens
the door to management. “While a
degree is kind of like a union card in
this day and age, a good track record is
what wins the management job. You
really must possess both.”

Jane Duncklee began her ascent to
station management by logging com-
mercials for airplay and eventually
moved into other areas. “For the past
seventeen years | have been employed
by Champion Broadcasting Systems.
During that time I have worked in every
department of the radio station, from
traffic, where I started, to sales, pro-
gramming, engineering, and finally
management on both the local and cor-
porate levels.”

Many radio station managers are
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HELP WANTED—GENERAL MANAGER

Broadcast Group looking for superb talent, not
promises. Successful candidate must be college
educated, have outstanding references, be self-
motivated, and possess leadership qualities. Must
also be sales, programming, and bottom line ori-
ented. Send résumé and letter stating your goals,
starting salary, management philosophy, and how
you can achieve a position of sales and ratings
dominance in our growing company. Send re-
sponse to Box 22.

recruited from the sales area rather than
programming. Since the general man-
ager’s foremost objective is to generate a
profit, station owners usually feel more
confident in hiring someone with a solid
sales or business background. Conse-
quently, three out of four radio man-
agers have made their living at some
point selling airtime. It is a widely held
belief that this experience best prepares
an individual for the realities encoun-
tered in the manager’s position. “I spent
over a decade and a half in media sales
before becoming a station manager. In
fact, my experience on the radio level
was exclusively confined to sales and
then for only eight months. After that I
moved into station management. Most of
my radio-related sales experience took
place on the national level with station
rep companies,” recalls Norm Feuer of
Force Two Communications.

Station manager Carl Evans holds
that a sales background is especially
useful, if not necessary, to general
managers. “I spent a dozen years as a
station account executive, and prior to
entering radio I represented various
product lines to retailers. The key to
financial success in radio exists in an
understanding of retailing.”

It is not uncommon for station man-
agers to have backgrounds out of radio,
but almost invariably their experience
comes out of the areas of sales, mar-
keting, and finance. Paul Aaron of
KFBK/KAER worked as a fund raiser for
the United Way of America before enter-
ing radio, and contends that many man-
agers come from other fields in which
they have served in positions allied to
sales, if not in sales itself. “Of those man-
agers who have worked in fields other
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than radio, most have come to radio via
the business sector. There are not many
former biologists or glass blowers serving
as station managers,” says Aaron.

While statistics show that the station
salesperson has the best chance of being
promoted to the station’s head position
(more general managers have held the
sales manager’'s position than any
other), a relatively small percentage of
radio’s managers come from the pro-
gramming ranks. “I'm more the excep-
tion than the rule. I have spent all of my
career in the programming side, first as
a deejay at stations in Phoenix, Denver,
and Pittsburgh, and then as program
director for outlets in Kansas City and
Chicago. I'll have to admit, however, that
while it certainly is not impossible to
become a GM [general manager] by
approaching it from the programming
side, resistance exists,” admits station
manager Randy Lane.

The programmer's role is considered
by many in the industry to be more an
artistic function than one requiring a
high degree of business savvy. However
accurate or inaccurate this assessment
is, the result is that fewer managers are
hired with backgrounds exclusively
confined to programming duties. Pro-
grammers have reason to be encour-
aged, however, since a trend in favor of
hiring program directors (PDs) has sur-
faced in recent years, and predictions
suggest that it will continue.

In its useful text pertaining to how
PDs become station managers, Up the
Management Ladder: From Program
Director to General Manager, the NAB
states:

The biggest obstacle facing the program
director with an eye on management is
image.

Programming is an operational expense. To
create the “sound* of the station, the
program director must spend money to pay
staff salaries, to buy programming aids,
and to maintain studio equipment. Where
does the money come from?

Sales.

And it used to be that only those who were
in sales were considered for promotion. The

reasoning? Those in sales, through the very
nature of their jobs, had a solid
understanding of the radio rule: Time =
Money.

Those in sales, through the very nature of
their jobs, also enjoyed the pursuit of more
money.

“I get turned on,” said one general sales
manager, “when people tell me ‘no.’ I love
getting them to say ‘yes.”

Program directors, it was believed, lacked
that basic grounding. Con-cerned with
creating the station’s image, program
directors inadvertently created an image for
themselves as “creative” types without
concern or respect for the “business”
aspects of radio.

So how is the program director to compete?

By presenting skills you already possess in
the most positive, business-oriented format
and by getting the skills you don’t already
possess.

In reality, the most attractive candi-
date for a station management position
is the one whose experience has involved
both programming and sales responsi-
bilities. No general manager can fully
function without an understanding and
appreciation of what goes into preparing
and presenting the air product, nor can
he or she hope for success without a
keen sense of business and finance.

Today’s highly competitive and com-
plex radio market requires that the per-
son aspiring to management have both
formal training, preferably a college
degree in broadcasting, and experience
in all aspects of radio station operations,
in particular sales and programming.
Ultimately, the effort and energy an indi-
vidual invests will bear directly on the
dividends he or she earns, and there is
not a single successful station manager
who has not put in fifteen-hour days.
The station manager is expected to know
more and do more than anyone else, and
rightfully so, since he or she is the per-
son who stands to gain the most.

Group W Radio’s president, Dan
Mason, relates the qualities he sees in
the most successful station managers:
“A keen sense of what is ‘good business,’
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humility to take the blame in bad times
and to give staff credit in good times,
fairness and passion for all, responsive-
ness to situations (not reactionary),
passion for the industry, recognition
and knowledge of staff (know by first
name), and ability to keep personal
problems out of the station.”

THE MANAGER'’S
DUTIES AND
RESPONSIBILITIES

A primary objective of the station man-
ager is to operate in a manner that gen-
erates the most profit, while maintaining
a positive and productive attitude
among station employees. This is more
of a challenge than at first it may seem,
claims KSKU’s Cliff Shank. “In order to
meet the responsibility that you are
faced with daily, you really have to be an
expert in so many areas: sales, market-
ing, finance, legal matters, technical,
governmental, and programming. It
helps if you're an expert in human
nature, too.” Jane Duncklee puts it this
way: “Managing a radio station requires
that you divide yourself equally into at
least a dozen parts and be a hundred
percent whole in each situation.”

Station owner Bill Campbell says that
the theme that runs throughout Tom
Peters’s book In Search of Excellence is
one that is relevent to the station man-
ager’s task. “The idea in Peters's book is
that you must make the customer
happy, get your people involved, and get
rid of departmental waste and unneces-
sary expenditures. A station should be a
lean and healthy organism.”

Station managers generally must
themselves answer to a higher authority.
The majority of radio stations, roughly
90 percent, are owned by companies
and corporations which both hire the
manager and establish financial goals or
projections for the station. It is the sta-
tion manager’s job to see that corporate
expectations are met and, ideally,
exceeded. Managers who fail to operate a
facility in a way that satisfies the corpo-
rate hierarchy may soon find themselves
looking for another job.
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Fewer than 10 percent of the nation's
stations are owned by individuals or
partnerships. At these radio outlets the
manager still must meet the expecta-
tions of the station owner(s). In some
cases, the manager may be given more
latitude or responsibility in determining
the station’s fate, while in others the
owner may play a greater role in the
operation of the station.

It is a basic function of the manager’s
position to formulate station policy and
see that it is implemented. To ensure
against confusion, misunderstanding,
and possible unfair labor practices
which typically impede operations, a
station policy book is often distributed to
employees. The station’s position on a
host of issues, such as hiring, termina-
tion, salaries, raises, promotions, sick
leave, vacation, benefits, and so forth
usually are contained therein. As stan-
dard practice a station may require that
each new employee read and become
familiar with the contents of the policy
manual before actually starting work.
Job descriptions, as well as organization
flow charts, commonly are outlined to
make it abundantly clear to staff mem-
bers who is responsible for what. A well-
conceived policy book may contain a
statement of the station’s programming
philosophy with an explanation of the
format it employs. The more comprehen-
sive a policy book, the less likely there
will be confusion and disruption.

Hiring and retaining good people are
other key managerial functions. “You
have some pretty delicate egos to cope
with in this business. Radio attracts
some very bright and highly talented
people, sometimes with erratic tem-
peraments. Keeping harmony and
keeping people are among the foremost
challenges facing a station manager,”
claims Norm Feuer.

KLXK's Woodbury agrees with Feuer,
adding, “You have to hire the right peo-
ple and motivate them properly, and
that’s a challenge. You have to be capa-
ble of inspiring people.” Actually, if you
are unable to motivate your people, the
station will fail to reach its potential.
Hire the best people you can and nur-
ture them.”

As mentioned earlier, managers of
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FIGURE 2.4
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Television still commands the largest percentage of radio

ad budgets. Radio Business Report points out that stations
in the top 75 markets spent $141.8 million on TV spots last
year. That was up 8.5% from 1993.

No surprise that second quarter and fourth quarter showed the
greatest expenditures of TV advertising dollars. The second
quarter total was $50.6 million, the fourth quarter total was
$41.8 million.

There are several important points gleaned from the RBR
overview. They apply generally:

- Stations buy TV to maintain top of mind awareness.

- The more mature a station, the more valuable TV is.

-~ Television helps the audience see the personalities.

- Reach is television’s forte. Frequency makes it work.

- Most TV is bought program-by-program, but demos are
most important to radio. TV can be bought by demo as
well, looking at indices of demos by program.

This is good time to review the tactics for television spots
that we’ve discussed before. A refresher never hurts.

1. Have a message. Communicate how the station is
different from every other station in town.

2. 'Have only one message. Keep it simple.
3. Use the same message in all promotional efforts.
4. Avoid creativity for its own sake.

5. Get your name or logo on the screen during the first
few seconds.

6. Keep the logo visible throughout the commercial.

©SHANE MEDIA  HOUSTON, TX (713) 952-.9221
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small market radio stations are con-
fronted with a unique set of problems
when it comes to hiring and holding onto
qualified people, especially on-air per-
sonnel. “In our case, finding and keeping
a professional-sounding staff with our
somewhat limited budget is an ongoing
problem. This is true at most small mar-
ket stations, however,” observes station
manager J. G. Salter.

The rural station is where the majority
of newcomers gain their experience.
Because salaries are necessarily low and
the fledgling air person’s ambitions are
usually high, the rate of turnover is sig-
nificant. Managers of small outlets spend
a great deal of time training people. “It is
a fact of the business that radio people,
particularly deejays, usually learn their
trade at the ‘out-of-the-way,’ low-power
outlet. To be a manager at a small sta-
tion, you have to be a teacher, too. But it
can be very rewarding despite the obvi-
ous problem of having to rehire to fill
positions so often. We deal with many
beginners. I find it exciting and gratify-
ing, and no small challenge, to train
newcomers in the various aspects of
radio broadcasting,” says Salter.

Randy Lane enjoys the instructor's role
also, but notes that the high turnover
rate affects product continuity. “With air
people coming and going all the time, it
can give the listening public the impres-
sion of instability. The last thing a station
wants to do is sound schizophrenic.
Establishing an image of dependability is
crucial to any radio station. Changing air
people every other month doesn't help.
As a station manager, it is up to you to do
the best you can with the resources at
hand. In general, I think small market
managers do an incredible job with what
they have to work with.”

While managers of small market sta-
tions must wrestle with the problems
stemming from diminutive budgets and
high employee turnover, those at large
stations must grapple with the difficul-
ties inherent in managing larger budgets,
bigger staffs, and, of course, stiffer com-
petition. “It’s all relative, really. While the
small town station gives the manager
turnover headaches, the metropolitan
station manager usually is caught up in
the ratings battle, which consumes vast
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amounts of time and energy. Of course,
even larger stations are not immune to
turnover,” observes KGLD’s Bremkamp.

It is up to the manager to control the
station’s finances. A knowledge of
bookkeeping and accounting proce-
dures is necessary. “You handle the
station’s purse-strings. An understand-
ing of budgeting is an absolute must.
Station economics is the responsibility
of the GM. The idea is to control income
and expenses in a way that yields a suf-
ficient profit,” says Roger ingram.

The manager allocates and approves
spending in each department. Heads of
departments must work within the bud-
gets they have helped establish. Budgets
generally cover the expenses involved in
the operation of a particular area within
the station for a specified period of time,
such as a six- or twelve-month period.
No manager wants to spend more than
is absolutely required. A thorough famil-
iarity with what is involved in running
the various departments within a station
prevents waste and overspending. “A
manager has to know what is going on in
programming, engineering, sales, actu-
ally every little corner of the station, in
order to run a tight ship and make the
most revenue possible. Of course, you
should never cut corners simply for the
sake of cutting corners. An operation
must spend in order to make. You have
to have effective cost control in all
departments. That doesn’t mean damag-
ing the product through undermourish-
ment either,” says Evans.

David Saperstein, president of Metro
Networks, observes that “In the early
days, radio was a mom and pop type of
business. With the huge dollars in
radio today, one mistake could cost a
station hundreds of thousands or even
millions of dollars in revenue.”

To ensure that the product the station
offers is the best it can be, the station
manager must keep in close touch with
every department. Since the station’s
sound is what wins listeners, the man-
ager must work closely with the program
director and engineer. Both significantly
contribute to the quality of the air prod-
uct. The program director is responsible
for what goes on the air, and the engi-
neer is responsible for the way it sounds.
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Meanwhile, the marketing of the product
is vital. This falls within the province of
the sales department. Traditionally, the
general manager works more closely
with the station’s sales manager than
with anyone else.

An excellent air product attracts lis-
teners, and listeners attract sponsors. It
is as basic as that. The formula works
when all departments in a station work
in unison and up to their potential, con-
tends Marlin R. Taylor. “In radio our
product is twofold—the programming
we send over our frequency and the lis-
tening audience we deliver to advertis-
ers. A station’s success is linked to
customer/listener satisfaction, just like
a retail store’s. If you don't have what
the consumer desires, or the quality
doesn’t meet his standards, he’ll go else-
where and generally won't return.”

In a fast-moving, dynamic industry
like radio, where both cultural and tech-
nological innovations have an impact on
the way a station operates, the manager
must stay informed and keep one eye
toward the future. Financial projections
must be based on data that include the
financial implications of prospective and
predicted events. An effective manager
anticipates change and develops appro-
priate plans to deal with it. Industry
trade journals (Broadcasting, Radio and
Records, The Radio Ink, Radio Business
Report) and conferences conducted by
organizations such as the National
Association of Broadcasters (NAB), and
the Radio Advertising Bureau (RAB) help
keep the station manager informed of
what tomorrow may bring.

About industry trade journals, Ed
Shane observes, “The consultant (not the
comedian) George Burns once said
‘Never has so much been written by so
many about so few.’ The differences in
today’s trades compared to just a few
years ago are significant. Inside Radio,
Radio Only, Radio Business Report’s
‘Radio News Today,” R&R’s ‘Hot Wax,’
and Alternative Radio Confidential are all
paperless papers. Broadcasting is now
Broadcasting and Cable. What does that
say to the student of radio as a career?
R&R [Radio and Records] claims more
company executives subscribe to it than
any other trade, which was formerly

Broadcasting's forte. Nonetheless, you
have to read them to be up-to-date.”
Station consultants and “rep compa-
nies,” which sell local station airtime
to national advertising agencies, also sup-
port the manager in his efforts to keep on
top of things. “A station manager must
utilize all that is available to stay in touch
with what's out there. Foresight is an
essential ingredient for any radio man-
ager. Hindsight is not enough in an indus-
try that operates with one foot in the
future,” says Lynn Christian, who sum-
marizes the duties and responsibilities of
a station manager: “To me the challenges
of running today’s radio station include
building and maintaining audience rat-
ings, attracting and keeping outstanding
employees, increasing gross revenues
annually, and creating a positive commu-
nity image for the station, not necessarily
in that order.” KGLD’s Bremkamp is more
laconic. “It boils down to one sentence:
Protect the license and turn a profit.”

ORGANIZATIONAL
STRUCTURE

Radio stations come in all sizes and gen-
erally are classified as being either small,
medium, or large {metro) market outlets.
The size of the community that a station
serves usually reflects the size of its staff.
That is to say, the station in a town of five
thousand residents may have as few as
six full-time employees. It is a question of
economics. However, some small market
radio outlets have staffs that rival those
of larger market stations because their
income warrants it. Few small stations
earn enough to have elaborate staffs,
however. Out of financial necessity, an
employee may serve in several capacities.
The station's manager also may assume
the duties of sales manager, and
announcers often handle news responsi-
bilities. Meanwhile, everyone, including
the station’s secretary,-may write com-
mercial copy. The key word at the small
station is flexibility, since each member
of the staff is expected to perform numer-
ous tasks.

Medium market stations are located in
more densely populated areas. An outlet
in a city with a population of between
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one hundred thousand and a half mil-
lion may be considered medium sized.
Albany, New York; Omaha, Nebraska;
and Albuquerque, New Mexico are typi-
cal medium markets. Greater competi-
tion exists in these markets, more than
in the small market where only one or
two stations may be vying for the listen-
ing audience. Each of the medium mar-
kets cited has over a dozen stations.
The medium market radio station
averages twelve to twenty employees.
While an overlapping of duties does
occur even in the larger station, positions
usually are more limited to specific areas
of responsibility. Seldom do announcers
substitute as newspeople. Nor do sales-

people fill airshifts as is frequently the
case at small outlets. (Reexamine Fig.
1.31, a medium market flow chart.)
Large (also referred to as “major” or
“metro”) market radio stations broadcast
in the nation’s most populated urban
centers. New York, Los Angeles, and
Chicago rank first, second, and third,
respectively. The top twenty radio mar-
kets also include cities such as Houston,
Philadelphia, Boston, Detroit, and San
Francisco. Competition is greatest in the
large markets, where as many as seventy
stations may be dividing the audience pie.
Major market stations employ as many
as fifty to sixty people and as few as
twenty, depending on the nature of their
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Publications such
as these keep
managers informed
of industry
developments and
issues.
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FIGURE 2.6
Organizational
structure of a small
market radio
station.
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Norman Feuer

The Qualities That Make
a Station Manager

1. Smart/intelligent. This is
something that | cannot teach or help
someone with; they are either smart or
they’re not.

2. Organized. A GM or GSM
[general sales manager] has a lot on
their plate, especially with the limited
time available to accomplish what has
to be done. An unorganized person will
waste that time.

3. Ability to communicate. As a
group head, | too have a lot on my
plate. | must rely on my managers to
communicate with me quickly and

efficiently. If they can do that, | have
the comfort that they are able to
communicate effectively with their staff
on the station’s missions and goals to be
accomplished.

4. Strategic thinker. In today’s world
there’s no such thing as a quick fix.
Therefore, | need to have someone who
can think through the long-term effects
of each major decision that he or she
makes.

5. Motivated. 1t is my opinion that
you cannot motivate people, they are
either self-motivated or not. All 1 can do
is set an environment for them to work in
that allows their motivation to work best.

6. Businessperson. | need a person
who understands that this is a business,
not a hobby, and that every decision
that they make has a return on
investment and will lead to a successful
business conclusion.

7. Leadership qualities. There are a
lot of ways to describe this, but | want a
person who is a winner, who people
want to work for, who will have the

ability to read their personnel, hire the
best people, and be able to maximize
the potential of all their people.

8. Track record. While it is nice to
be able to find someone who has a
winning track record on all or most of
their previous assignments, we also
understand that no one is born a GM or
GSM. Therefore, it is not always a
criterion, and one would look to other
agreements to assess future success.

9. Energy level. I've always felt that
you can determine a successful person
by watching the way they walk down
the hallway. | believe a person with a
high energy level tends to get his or her
people to move at a higher-level just
because of their own high energy level.

10. Honesty and integrity. [tis
absolutely critical that you must have
the feeling that you can trust your
manager and they won’t try to make
excuses and place blame on other
people. This is a very hard ingredient to
determine up front and may have to
eventually be acquired.
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format. Stations relying on automation,
regardless of the size of their market,
usually employ fewer people.

What follows are brief descriptions of
department head duties and responsi-
bilities. They are expanded upon in
later chapters. These individuals are
regarded as station middle manage-
ment and generally report directly to
the station’s manager.

Operations Manager

Second only to the general manager in
level of authority, the operations man-
ager (not all stations have such a slot) is
sometimes considered the station’s
assistant manager. The operations man-
ager's duties include the following:

Supervising administrative (office) staff

Helping to develop station policies and
see that they are implemented

Handling departmental budgeting

Keeping abreast of government rules
and regulations pertaining to entire
operation

Working as the liaison with the com-
munity to ensure that the station
provides appropriate service and
maintains its “good guy” image

Duties tend to be more skewed toward
programming and may even include the
job of station programmer. In cases such
as this, the operations manager's duties
are designed with a primary emphasis
on on-air operations. Assistant program
directors are commonly appointed to
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Ward Quaal

My Management
Philosophy

1. To succeed, radio stations must
rededicate themselves to “localism” and
their involvement in every possible
phase of activity within their respective
community (this applies regardless of
format).

2. Regardless of the size of the
market involved, those people who are
making the news, whether in the world
of academia, government, politics, in
general, and civic leadership, must
become a part of a radio station’s total
operation. In short, management must
encourage and develop their
participation so as to add to the
richness and the superior culture of the
property.

3. Basic to every radio operation and
ultimate success is policy control over
commercial material—its length, its
acceptability to a station of the type
involved, and passing of the “test” as to
whether the commercial and the station
complement one another.

FIGURE 2.8

work with the operations manager to
accomplish programming goals. Not all
stations have established this position,
preferring the department head report-
ing to station manager approach.

Program Director

One of the three key department head
positions at a radio station, the pro-
gram director is responsible for the
following:

Developing and executing format
Hiring and managing air staff

Establishing the schedule of airshifts

Monitoring the station to ensure con-
sistency and quality of product

Keeping abreast of competition and
trends that may affect programming

Maintaining the music library

Complying with FCC rules and regula-
tions

Directing the efforts of the news and
public affairs areas

Sales Manager

The sales manager’s position is a piv-
otal one at any radio station, and
involves the following:
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Generating station income by directing
the sale of commercial airtime

Supervising sales staff

Working with the station’s rep company
to attract national advertisers

Assigning lists of retail accounts and
local advertising agencies to sales-
people

Establishing sales quotas

Coordinating on-air and in-store sales
promotions

Developing sales materials and rate
cards

Chief Engineer

The chief engineer’s job is a vital station
function. Responsibilities include the
following:

Operating the station within prescribed
technical parameters established by
the FCC

Purchasing, repairing, and maintaining
equipment

Monitoring signal fidelity

Adapting studios for programming
needs

Setting up remote broadcast operations

Working closely with the programming
department

WHOM MANAGERS HIRE

Managers want to staff their stations
with the most qualified individuals. Their
criteria go beyond education and work
experience to include various personality
characteristics. “A strong resume is
important, but the type of person is what
really decides it for me. The goal is to hire
someone who will fit in nicely with the
rest of the station’s members. A station is
a bit like a family in that it is never too
large and people are in fairly close con-
tact with one another. Integrity, imagina-
tion, intelligence, and a desire to succeed
are the basic qualities that I look for
when hiring,” says Christopher Spruce,
general manager of WZON-AM, Bangor,
Maine, a station that is owned by novel-
ist Stephen King. (The “ZON" in the call
letters was adopted from the 1960s tele-
vision program “Twilight Zone.")
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Ambition and a positive attitude are
attributes that rank high among most
managers. “People with a sincere desire
to be the best, to win, are the kind who
really bolster an operation. Our objec-
tive when I headed Viacom Radio was to
be number one at what we did, so any
amount of negativity or complacency
was viewed as counterproductive,” says
Norm Feuer. Lynn Christian, who once
served as Feuer’s boss while manager
of a Miami radio station, says that com-
petitiveness and determination are
among the qualities he, too, looks for,
and adds loyalty and dedication to the
list. “Commitment to the station’s phi-
losophy and goals must exist in every
employee or there are soft spots in the
operation. In today’s marketplace you
have to operate from a position of
strength, and this takes a staff that is
with you all the way.”

Stability and reliability are high on
any manager’s list. Radio is known as a
nomadic profession, especially the pro-
gramming end. Deejays tend to come
and go, sometimes disappearing in the
night. “A manager strives to staff his
station with dependable people. I want
an employee who is stable and there
when he or she is supposed to be,”
states Duncklee.

A station can ill afford to shut down
because an air person fails to show up
for his scheduled shift. When a no-
show occurs, the station’s continuity is
disrupted both internally and exter-
nally. Within the station, adjustments
must be made to fill the void created by
the absent employee. At the same time,
a substitute deejay often detracts from
efforts to instill in the audience the feel-
ing that it can rely on the station.

Managers are wary of individuals
with fragile or oversized egos. “No
prima donnas, please! I want a person
who is able to accept constructive crit-
icism and use it to his or her advantage
without feeling that he is being
attacked. The ability to look at oneself
objectively and make the adjustments
that need to be made is very impor-
tant,” observes KSKU’s Cliff Shank.
Carl Evans echoes his sentiments.
“Open-mindedness is essential. An
employee who feels that he can’t learn
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anything from anyone or is never
wrong is usually a fly in the ointment.”

Honesty and candor are universally
desired qualities, says Bremkamp.
“Every station manager appreciates an
employee who is forthright and direct,
one who does not harbor ill feelings or
unexpressed opinions and beliefs. An
air of openness keeps things from
seething and possibly erupting. I prefer
an employee to come to me and say
what is on his or her mind, rather than
keep things sealed up inside. The lid
eventually pops and then you have a
real problem on your hands.”

Self-respect and esteem for the orga-
nization are uniquely linked, claims
J.G. Salter. “If an individual does not
feel good about himself, he cannot feel
good about the world around him. This
is not a question of ego, but rather one
of appropriate self-perception. A healthy
self-image and attitude in an employee
makes that person easier to manage
and work with. The secret is identifying
potential problems or weaknesses in
prospective employees before you sign
them on. It's not easy without a degree
in Freud.”

Other personal qualities that man-
agers look for in employees are patience,
enthusiasm, discipline, creativeness,
logic, and compassion. “You look for as
much as you can during the interview
and, of course, fill in the gaps with
phone calls to past employers. After
that, you hope that your decision bears
fruit,” says WZON’s Spruce.

THE MANAGER AND
THE PROFIT MOTIVE

Earlier we discussed the unique nature
of the radio medium and the particular
challenges that face station managers
as a consequence. Radio, indeed, is a
form of show business, and both words
of the term are particularly applicable
since the medium is at once stage and
store. Radio provides entertainment to
the public and, in turn, sells the audi-
ence it attracts to advertisers.

The general manager is answerable to
many: the station’s owners, listeners,

and sponsors. However, the party the
manager must first please in order to
keep his or her own job is the station’s
owner and, more often than not, this
person’s number one concern is profit.
As in any business, the more money the
manager generates, the happier the
owner.

Critics have chided the medium for
what they argue is an obsessive preoc-
cupation with making money that has
resulted in a serious shortage of high-
quality, innovative programming. They
lament too much sameness. Mean-
while, station managers often are con-
tent to air material that draws the kind
of audience that advertisers want to
reach.

Marlin Taylor observes that too many
managers overemphasize profit at the
expense of the operation. “Not nearly
enough of the radio operators in this
country are truly committed to running
the best possible stations they can,
either because that might cost them
more money or they simply don’t under-
stand or care what it means to be the
best. In my opinion, probably no more
than 20 percent of the nation’s stations
are striving to become the IBM of radio,
that is, striving for true excellence.
Many simply are being milked for what
the owners and managers can take out
of them.”

The pursuit of profits forces the sta-
tion manager to employ the program-
ming format that will yield the best
payday. In several markets certain for-
mats, such as classical and jazz, which
tend to attract limited audiences, have
been dropped in favor of those which
draw greater numbers. In some
instances, the actions of stations have
caused outcries by unhappy and disen-
franchised listeners who feel that their
programming needs are being disre-
garded. Several disgruntled listener
groups have gone to court in an
attempt to force stations to reinstate
abandoned formats. Since the govern-
ment currently avoids involvement in
programming decisions, leaving it up to
stations to do as they see fit, little has
come of their protests.

The dilemma facing today’'s radio
station manager stems from the com-
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plexity of having to please numerous
factions while still earning enough
money to justify his or her continued
existence at the station. Marlin Taylor
has suggested that stations reinvest
more of their profits as a method of
upgrading the overall quality of the
medium. “Overcutting can have delete-
rious effects. A station can be too lean,
even anemic. In other words, you have
to put something in to get something
out. Too much draining leaves the
operation arid and subject to criticism
by the listening public. It behooves the
station manager to keep this thought
in mind and, if necessary, impress it
upon ownership. The really successful
operations know full well that money
has to be spent to nurture and develop
the kind of product that delivers both
impressive financial returns and lis-
tener praise.”

While it is the manager who must deal
with bottom-line expectations, it is also
the manager who is expected to main-
tain product integrity. The effective
manager takes pride in the unique role
radio plays in society and does not hand
it over to advertisers, notes KGLD's
Bremkamp. “You have to keep close
tabs on your sales department. They are
out to sell the station, sometimes one
way or the other. Overly zealous sales-
people can, on occasion, become insen-
sitive to the station’s format in their
quest for ad dollars. Violating the for-
mat is like mixing fuel oil with water.
You may fill your tank for less money,
but you're not likely to get very far. The
onus is placed on the manager to pro-
tect the integrity of the product while
making a dollar. Actually, doing the for-
mer usually takes care of the latter.”

Conscientious station managers are
aware of the obligations confronting
them, and sensitive to the criticism that
crass commercialism can produce a
desert or “wasteland” of bland and
uninspired programming. They are also
aware that while gaps and voids may
exist in radio programming and that
certain segments of the population may
not be getting exactly what they want, it
is up to them to produce enough
income to pay the bills and meet the
ownership’s expectations.
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THE MANAGER AND
THE COMMUNITY

In the early 1980s, the FCC reduced the
extent to which radio stations must
become involved in community affairs.
(This deregulation process continued
into the 1990s with the Republican’s cre-
ation of a sweeping telecommunications
bill.) Ascertainment procedures requiring
that stations determine and address
community issues have all but been
eliminated. If a station chooses to do so,
it may spin the hits twenty-four hours a
day and virtually divorce itself from the
concerns of the community. However, a
station that opts to function indepen-
dently of the community to which it is
licensed may find itself on the outside
looking in. This is especially true of small
market stations which, for practical
business reasons, traditionally have cul-
tivated a strong connection with the
community.

A station manager is aware that it is
important to the welfare of his or her
organization to behave as a good citizen
and neighbor. While the sheer number
of stations in vast metropolitan areas
makes it less crucial that a station
exhibit civic-mindedness, the small
market radio outlet often finds that the
level of business it generates is relative
to its community involvement. There-
fore, maintaining a relationship with
the town leaders, civic groups, and reli-
glous leaders, among others, enhances
a station’s visibility and status and ulti-
mately affects business. No small mar-
ket station can hope to operate
autonomously and attract the majority
of local advertisers. Stations that
remain aloof in the community in
which they broadcast seldom realize
their full revenue potential.

One of the nation’s foremost figures in
broadcast management, Ward Quaal,
president of the Ward L. Quaal
Company, observes, “A manager must
not only be tied, or perhaps I should say
‘married’ to a station, but he or she must
have total involvement in the commu-
nity. This is very meaningful, whether
the market is Cheyenne, Cincinnati, or
Chicago. The community participation
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Paul Fiddick

What Makes a Successful
Radio Manager?

In reflecting on “what qualities . . . make a
radio manager successful,” I've
considered the dozens of managers who
have worked for me in my stints running
the Multimedia radio group (when they
had one) and the last nine years with
Heritage. And I've decided that there are
two “indicators” that are essential (among
others, I'm sure) for high performance.

The first of these is a bias for action,
or what industrial psychologists describe
as “task orientation.” The concept of
entrepreneurism is closely related to
this, as is the quality of decisiveness.
The radio manager must be innately
tuned to the notion of taking the
initiative if opportunities are to be
exploited or—at a minimum—order is to
be maintained.

The other quality is harder to
describe. The term | have used is that
successful managers take things
personally. This may seem counter-
intuitive. Shouldn’t managers retain a
kind of cool objectivity with regard to
their work?

What I've found is that the job is too
demanding for that—at least at the
highest levels. In order to overcome the
frustrations that come from so many
aspects of your performance being
outside of your direct control (i.e.,
ratings, competitive changes, the fact
that a music station’s primary product is
produced by someone else), the
successful manager must be a driven
personality, and that drive comes from
an inner, personal need. | do not believe
it coincidence that success and FIGURE 2.9
obsessiveness go hand in hand in the
radio business.
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INCOME STATEMENT

FEB PERIOD, 1985

N

% THIS YEAR % LAST YEAR % THIS YEAR X LAST YEAR

£

REVENUE

171,600 85.5

83,600 80.0 71,505 111.2 64 321 LOCAL SALES 137,226 104.1 131,763

808 99.5 825 113.8 725 PRODUCTION SALES 1,658 102.2 1,650 120.0 1,375

OPENATING EXPENSES

10,560 45.8 3,557 61.8 5,751 ENGINEERING 20,097 33.7 9,200 80.8 11,384

8,690 28.7 2,379 .0 NEWS

15,480 56.0 7,183 .0 ADMIRLSTRATIVE 30,960 46.4 17,

58,405 68.6 30,421 529.0 5,751 TOTAL OPERATING EXPENSES 115,787 51.1 79,425 697.7 11,384

192

45,803 100.3 62,477 65.1 95,997 OPERATING INCOME 92,691 1is.4 99,998 51.9

9,200 86.8 6,443 .0 OTHEHR EXPEKSES

.

b=4

(=4

wv

LS
wn
~

36,603 103.1 56,119 58.5 95,997 INCOHE BEFORE TAXES 81,291 153.3 83,783 43.5 192,526

1 1 PEUVISION FOR TixES .1 .1

36,603 103.1 56,119 58.5 95,997 NET INCOME/LOSS 81,291 153.3 83,783 43.5 192,526

builds the proper image for the station Surveys have shown that over a third FIGURE 2.10

and the manager and concurrently aids, of the managers of small market radio Station’s income

dramatically, business development and stations are native to the area their sig- statement

produces lasting sales strength.” nal serves. This gives them a vested ,‘I:fl’l“mn;ng budget.
Cognizant of the importance of foster- interest in the quality of life in their ma;sta on

. . ager must be

ing an image of goodwill and civic- community and motivates them to use adept at directing

mindedness, the station manager seeks
to become a member in good standing in
the community. Radio managers often
actively participate in groups or associ-
ations, such as the local Chamber of
Commerce, Jaycees, Kiwanis, Rotary
Club, Optimists, and others, and
encourage members of their staff to
become similarly involved. The station
also strives to heighten its status in the
community by devoting airtime to
issues and events of local importance
and by making its microphones avail-
able to citizens for discussions of mat-

ters pertinent to the area. In so doing,"

the station becomes regarded as an
integral part of the community, and its
value grows proportionately.

the power of their medium to further
improve living conditions.

Medium and large market station
managers realize, as well, the benefits
derived from participating in commu-
nity activities. “If you don’t localize and
take part in the affairs of the city or
town from which you draw your income,
you're operating at a disadvantage. You
have to tune in your audience if you
expect them to do likewise,” says
Bremkamp.

The manager has to work to bring the
station and the community together.
Neglecting this responsibility lessens
the station’s chance for prosperity, or
even survival. Community involvement
is a key to success.

www americanradiohistorv.com
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THE MANAGER AND
THE GOVERNMENT

Earlier in this chapter, station manager
Richard Bremkamp cited protecting the
license as one of the primary functions
of the general manager. By “protecting”
the license he meant conforming to the
rules and regulations established by
the FCC for the operation of broadcast
facilities. Since failure to fulfill the
obligations of a license may result in
punitive actions, such as reprimands,
fines, and even the revocation of the
privilege to broadcast, managers have
to be aware of the laws affecting station
operations and see to it that they are
observed by all concerned.

A recent article in Radio Ink summa-
rized the FCC'’s punitive actions against
stations for rules violations. Here are
some examples:

e Construction or operation without
authorization—$20,000

e Unauthorized transfer of control—
$20,000

¢ Failure to permit FCC inspections—
$18,750

¢ Failure to respond to FCC communi-
cations—$17,500

¢ Exceeding power limits—$12,500

e EBS equipment broken or not in-
stalled—$12,500

¢ Broadcasting indecent/obscene mate-
rial—$12,500

¢ Violation of EEO or political broad-
cast rules—$12,500

e Violation of main studio rule—$10,000

¢ Public file violations—87,500

e Sponsor ID or lottery violations—8$6,250

The manager delegates responsibili-
ties to department heads who are
directly involved in the areas affected by
the commission’s regulations. For
example, the program director will
attend to the legal station identification,
station logs, program content, and myr-
iad other concerns of interest to the gov-
ernment. Meanwhile, the chief engineer
is responsible for meeting technical
standards, while the sales manager is
held accountable for the observance of
certain business and financial prac-

tices. Other members of the station also
are assigned various responsibilities
applicable to the license. Of course, in
the end it is the manager who must
guarantee that the station’s license to
broadcast is, indeed, protected.

Contained in Title 47, Part 73 of the
Code of Federal Regulations (CFR) are all
the rules and regulations pertaining
to radio broadcast operations. The sta-
tion manager keeps the annual update
of this publication accessible to all
those employees involved in maintain-
ing the license. A copy of the CFR may
be obtained through the Superintendent
of Documents, Government Printing
Office, Washington, D.C. 20402. A mod-
est fee is charged. Specific inquiries
concerning the publication can be
addressed to the Director, Office of the
Federal Register, National Archives and
Records Service, General Services Ad-
ministration, Washington, D.C. 20408.

To give an idea of the scope of this
document, as well as the government’s
dicta concerning broadcasters, the
CFR's index to radio broadcast services
is included as an appendix to this
chapter. Immediately apparent from a
perusal of the index is the preponder-
ance of items that come under the aus-
pices of the engineering department.
Obviously, the FCC is concerned with
many areas of radio operation, but its
focus on the technical aspect is prodi-
gious. Many other items involve pro-
gramming and sales, and, of course,
responsibilities also overlap into other
areas of the station.

To reiterate, although the station
manager shares the duties involved in
complying with the FCC’s regulations
with other staff members, he holds pri-
mary responsibility for keeping the sta-
tion out of trouble and on the air.

In Chapter 1 it was noted that many
of the rules and regulations pertaining
to the daily operation of a radio station
have undergone revision or have been
rescinded. Since the CFR is published
annually, certain parts may become
obsolete during that period. Martha L.
Girard, director of the Office of the
Federal Register, suggests that the
Federal Register, from which the CFR
derives its information, be consulted
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monthly. “These two publications must
be used together to determine the latest
version of any given rule,” says Byrne.
A station may subscribe to the Federal
Register or visit the local library.

Since the FCC may, at any time dur-
ing normal business hours, inspect a
radio station to see that it is in accord
with the rules and regulations, a man-
ager makes certain that everything is in
order. An FCC inspection checklist is
contained in the CFR, and industry
organizations, such as the National
Association of Broadcasters (NAB), pro-
vide member stations with similar
checklists. Occasionally, managers run
mock inspections in preparation for the
real thing. A state of preparedness pre-
vents embarrassment and problems.

THE PUBLIC FILE

Radio stations are required by the FCC
to maintain a Public File. This, too, is
ultimately the manager’s responsibility.
However, other members of a station’s
staff are typically required to update
certain elements of the file.

The purpose of the file is to provide the
general population access to information
pertaining to the way a station has con-
ducted itself during a license period.

Interest in a station’s Public File often
increases around license renewal peri-
ods, when members of a community
may choose to challenge a station’s
right to continue broadcasting.

The FCC expects a station’s Public
File to contain the following (this is
subject to change as rules and regula-
tions are revised):

The Public and Broadcasting—A Proce—
dural Manual (revised edition)

Annual employment reports

Copies of all FCC applications (power
increases, original construction permit,
facilities changes, license renewals)

Ownership reports

Political file

Letters from the public

Quarterly issues

Local public notices
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The Public File must be located in the
community in which the station is
licensed. Most stations keep the file at
their main studio facility rather than at
another public location, which is also
permissible. The Public File is often the
first place FCC agents look when they
inspect a station. So it must be readily
available. It is imperative that the file
be kept up to date. As a general rule,
files are retained for a period of seven
years.

More detailed information pertaining
to a station’s Public File may be found
in Section 73.3526 of the FCC’'s Rules
and Regulations.

THE MANAGER AND
UNIONS

The unions most active in radio are the
American Federation of Television and
Radio Artists (AFTRA), the National
Association of Broadcast Employees
and Technicians (NABET), and the
International Brotherhood of Electrical
Workers (IBEW). Major market radio
stations are the ones most likely to be
unionized. The overwhelming majority
of American stations are nonunion,
and, in fact, in recent years union
memberships have declined.

Dissatisfaction with wages and bene-
fits, coupled with a desire for greater
security, often are what motivate sta-
tion employees to vote for a union.
Managers seldom encourage the pres-
ence of a union since many believe that
unions impede and constrict their abil-
ity to control the destiny of their opera-
tions. However, a small percentage of
managers believe that the existence of a
union may actually stabilize the work-
ing environment and cut down on per-
sonnel turnover.

It is the function of the union to act
as a bargaining agent working in “good
faith” with station employees and man-
agement to upgrade and improve work-
ing conditions. The focus of union
efforts usually is in the areas of salary,
sick leave, vacation, promotion, hiring,
termination, working hours, and retire-
ment benefits, among others.
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FIGURE 2.11

FCC Ownership and
License application
forms.

Federal Communications Commission

washington, D.C, 20554 APPLICATION FOR NEW BROADCAST STATION LICENSE 3060-0029
(Carefully read instructions before filling out Form)
RETURN ONLY FORM TO FCC

Approved by OMB
Expires $/30/90

For Applicant Fee Use Onk

Is a fee submitted with this

application? E] YesD No
If No, indicate reason therefor (check one box):

[0 Nonfeeable application

For Commission Fee Use Only
FEE NO:
FEE TYPE:
FEE AMT:
D SEQ:

Fee Exempt (See 47 CF.R. Section 1.1112)

D Noncornmercial educational licensee
[:] Governmental entity

SECTION | — GENERAL DATA

For Cormission Use Only

| File_No.

Legal Name of Applicant Mailing Address
City l State Zip Code
Telephone No. (include area code)
1. Facilities authorized by construction pemmit
This application is for: EI Commercial EI Noncommercial
EI AM Directional EI AM Non-Directional D FM Directional D FM Non-Directional EI v
Call Letters Commwunity of License Construction Permit Modification of Comstruction | Expiration Date of Last
ile Permit Fite No(s). Construction Permit

Section 73.1620?

If No, explain.

fuly met?

It No, state exceptions.

construction permit application to be now incorrect?

if Yes, explain.

with 47 CF.R. Section 73.36 15(b)?

If No, explain,

2. Is the station now operating pursuant 1o aufomatic program test authority in accordance with 47 CFR. EI Yes EI No
3. Have all the terms, conditions, and obligations set forth in the above described construction permit been D Yes EI No
4. Apart from the changes already reported, has any ¢ause Or circumstance arisen since the grant of the EI Yes EI No

underling construction permit which would result in ary statement or reprasentation contained in the

S. Has the permittee filed its Ownership Report (FCC Form 323) or ownership certification in accordance EI Yes EI No

EI DOoes not apply

FCC 302
June 1088

A unionized station appoints or elects
a shop steward who works as a liaison
between the union, which represents
the employees, and the station’s man-
agement. Employees may lodge com-
plaints or grievances with the shop

steward, who will then review the
union’s contract with the station and
proceed accordingly. Station managers
are obliged to work within the agree-
ment that they, along with the union,
helped formulate.
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Approved by OM@
-3080-0010
Expires &/30/92

Ownership Report

NOTE: 8afore filling out this form, read attached instructions

Section 310{d) of the Communications Act of 1934 requires that consent
of the C: ission must be ined priof to the assi or transfer of
control of a station licenas or construction permit. This form may not be used
1o report or request an assignment of license/permit or transfer of controi
{except to report an assignment of license/ permit or transfer of controi made

t to prior C i 15

CERTIFICATION

| certify that | am

{Officisi title, see Instruction 1)
of

{Exact legel title or name of respondent}
that | have examined this Report, that to the best of my knowledge and belief,
all statements in the Report ars true, comrect and complets.

(Date of certification must be within 60 days of the date shown in item 1 and
in no event prior to item 1 date}.

{Signature} {Date}

1. All of the information furnished in this Report is accurate as of

.19 5
(Date must comply with Section 73.3615(a), i.e., information must be
current within 60 days of the filing of this report, when 1(a) below is
checked.)

This report is filed pursuant to Instruction {check one)

Transfer of
1@ [] amnvar 10> [] Conror or 1O [ omer

Telephone No. of respondent (include area code):

Any person who willfully makes false statements on this report can be punished
by fine or imprisonment. U.S. Code, Title 18, Section 1001.

Name and Post Office Address of respondent:

Assignment
of License
for the following stations:
Call Letters Location Class of service 4, Name of entity, if other than licensee or permittes, for which report is filed

(see instruction 3):

o I

2. Give the name of any corporation or other entity for whom a

Report is filed due to its interest in the subject icensee (See Instnuction 31

3. Show the attributable interests in any other broadcast station of the
respondent. Also, show any interest of the respondent, whether or not
attributable, which is 5% or more of the ownership of any other
broadcast station or any newspaper or CATV entity in the same market
or with overlapping signais in the same broadcast service, as described
in Sections 73.3555 and 76.501 of the Commission’s Rules.

5. R is:
D Sole Proprietorship
_.3 D For-profit corporation
1
D Not-for-profit corporation
; D General Partnership
i
5 D Limited Partnership
;
1
D Other: e o
'
1
|
i If & limited par ip, i8 certificati included as in Instruction 47
}
; D Yes D No
!
i

FCC 323
February 1990

As stated, unions are a fact of life in
many major markets. They are far less
prevalent elsewhere, although unions do
exist in some medium and even small
markets. Most small operations would
find it impractical, if not untenable, to

function under a union contract. Union
demands would quite likely cripple most
marginal or small profit operations.
Managers who extend employees
every possible courtesy and operate in
a fair and reasonable manner are rarely
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FIGURE 2.12

NAB offers
members a variety
of services.
Courtesy NAB.

affected by unions, whose prime objec-
tive is to protect and ensure the rights
of station workers.

THE MANAGER AND
INDUSTRY
ASSOCIATIONS

Evety year the NAB and a variety of
specialized and regional organizations
conduct conferences and seminars
intended to generate industry aware-
ness and unity. At these gatherings,
held at various locations throughout the
country, radio managers and station
personnel exchange ideas and share
experiences, which they bring back to
their stations.

The largest broadcast industry trade
organization is the NAB, which was orig-
inally conceived out of a need to improve
operating conditions in the 1920s.

Initially only a lobbying organization, the
NAB has maintained that focus while
expanding considerably in scope. The
primary objective of the organization is
to support and promote the stability and
development of the industry.

In the mid-1990s, however, the
National Radio Broadcaster's Associa-
tion, which merged with the NAB in the
1980s, threatened to break from the
organization for its alleged overempha-
sis on nonradio matters. At this writing,
the issue was still being debated.

Thousands of radio stations also are
members of the Radio Advertising Bureau
(RAB), which was founded in 1951, a time
when radio’s fate was in serious jeopardy
due to the rise in television’s popularity.
“The RAB is designed to serve as the sales:
and marketing arm of America’s commer-
cial radio industry. Members include
radio stations, broadcast groups, net-
works, station representatives, and asso-
ciated industry organizations in every
market, in all fifty states,” explains RAB’s
Kenneth J. Costa.

Dozens of other broadcast trade orga-
nizations focus their attention on spe-
cific areas within the radio station, and
regional and local broadcast organiza-
tions are numerous. Listed below is a
partial rundown of national organiza-
tions that support the efforts of radio
broadcasters. A more comprehensive list
may be found in Broadcasting Yearbook,
the definitive industry directory, or by
consulting local area directories.

National Association of Broadcasters,
1771 N Street, N.W., Washington,
D.C. 20036

Radio Advertising Bureau, 304 Park
Avenue, New York, NY 10010

National Association of Farm Broad-
casters, 26 E. Exchange Street, St.
Paul, MN 55101

American Women in Radio and Televi-
sion, 1101 Connecticut Avenue, N.W.,
Suite 700, Washington, D.C. 20036

Broadcast Education Association, 1771 N
Street, N.W., Washington, D.C. 20036

Broadcast Pioneers, 320 W. 57th
Street, New York, NY 10019

Clear Channel Broadcasting Service,
1776 K Street, N.W., Washington,
D.C. 20006
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Native American Public Broadcasting
Consortium, Box 83111, Lincoln, NE
68501

National Association of Black Owned
Broadcasters, 1730 M Street, NW.,
Suite 412, Washington, D.C. 20036

National Religious Broadcasters, 299
Webro Road, Parisippany, NJ 07054

Radio Network Association, 1700
Broadway, 3rd floor, New York, NY,
10019

Radio-Television News Directors Asso-
ciation, 1000 Connecticut Avenue,
N.W., Washington, D.C. 20006

Society of Broadcast Engineers, Box
20450, Indianapolis, IN 46220

NAB membership dues are based on
a voluntary declaration of a station’s
annual gross revenues. The RAB and
others take a similar approach. Some
organizations require individual mem-
bership fees, which often are absorbed
by the radio station as well.

BUYING OR BUILDING A
RADIO STATION

The process involved in the purchase of
an existing radio facility is fairly complex.
There is much to take into consideration.
For one thing, it is rarely a quick and
easy procedure because the FCC must
approve of all station transfers (sales).

The FCC examines the background of
any would-be station owner. Licensees
must be U.S. citizens and must, among
other things:

Not have a criminal record

Be able to prove financial stability

Have a solid personal and professional
history

Anyone interested in purchasing a
radio property should employ the ser-
vices of an attorney and/or broker who
specializes in this area (consult Broad-
casting and Cable Market Place for list-
ings or contact the NAB).

The following points should be care-
fully considered before definitive action
is taken to purchase a station:
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Analyze the market in which the station
is located

Evaluate the facilities and assets

Hire a technical consultant

Assess existing contracts, leases, and
agreements

Research financial records

Examine the Public File

Probe the FCC's file

According to radio station acquisition
expert Erwin G. Krasnow, “The due dili-
gence process involved in the acquisi-
tion of a radio station typically includes
a review of the general economic and
operational conditions, as well as such
areas as the financial and accounting
systems, programming, technical facili-
ties, legal matters, marketing, employee
benefits, and personnel and environ-
mental matters. The objective of due
diligence is to obtain information that
will (a) influence the decision of whether
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The NAB’s Crystal
Awards are
presented to those
stations with
exemplary
community service.

1 Courtesy NAB.
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or not to proceed with the acquisition;
and (b) have an effect on the purchase
price or working capital adjustment.”

Purchasing a broadcast property is
unlike any other kind of acquisition
because of the unique nature of the
business. It is important to keep in
mind that in the end a station owner
does not own a frequency. An operator
is merely granted permission (a license)
to propagate a signal for a prescribed
period of time (seven years) and then
must reapply to continue broadcasting,.

If an individual wishes to create a sta-
tion from scratch, an application for a
construction permit {CP) must be filled
out and submitted to the FCC. This too
is quite involved and requires special
expertise as it is necessary to determine
whether a new station can be accommo-
dated on the existing broadcast bands
in the area of proposed operation.

If it can be proven that an available
frequency exists and that no interfer-
ence will occur, a CP may be granted.
The applicant is then given a specified
amount of time {usually 18 months) to
commence and complete construction.

Before proceeding with a CP request,
it is incumbent on the applicant to
meet all of the criteria for station own-
ership set by the FCC.

CHAPTER HIGHLIGHTS

1. Radio’s unique character requires
that station managers deal with a wide
variety of talents and personalities.

2. The authoritarian approach to
management implies that the general
manager makes all of the policy deci-
sions. The collaborative approach allows
the general manager to involve other sta-
tion staff in the formation of policy. The
hybrid or chief-collaborator approach
combines elements of both the authori-
tarian and collaborative management
models. The chief-collaborator manage-
ment approach is most prevalent in
radio today.

3. To attain management status, an
individual needs a solid formal education
and practical experience in many areas
of station operation—especially sales.

4. Key managerial functions include:
operating in a manner that produces
the greatest profit, meeting corporate
expectations, formulating station policy
and seeing to its implementation, hir-
ing and retaining good people, inspiring
staff to do their best, training new
employees, maintaining communica-
tion with all departments to assure an
excellent air product, and keeping an
eye toward the future.

5. The operations manager, second
only to the general manager at those
stations that have established this posi-
tion, supervises administrative staff,
helps develop and implement station
policy, handles departmental budget-
ing, functions as regulatory watchdog,
and works as liaison with the commu-
nity. The program director is responsi-
ble for format, hires and manages air
staff, schedules airshifts, monitors air
product quality, keeps abreast of com-
petition, maintains the music library,
complies with FCC rules, and directs
the efforts of news and public affairs.
The sales manager heads the sales staff,
works with the station’s rep company,
assigns account lists to salespeople,
establishes sales quotas, coordinates
sales promotions, and develops sales
materials and rate cards. The chief engi-
neer operates within the FCC technical
parameters; purchases, repairs, and
maintains equipment; monitors signal
fidelity; adapts studios for programming
needs; sets up remote broadcasts; and
works closely with programming.

6. Managers hire individuals who pos-
sess: a solid formal education, strong pro-
fessional experience, ambition, a positive
attitude, reliability, humility, honesty,
self-respect, patience, enthusiasm, disci-
pline, creativity, logic, and compassion.

7. Radio provides entertainment to
the public and, in turn, sells the audi-
ence it attracts to advertisers. It is the
station manager who must ensure a
profit, but he or she must also maintain
product integrity.

8. To foster a positive community
image, the station manager becomes
actively involved in the community and
devotes airtime to community con-
cerns—even though the FCC recently
reduced a station’s obligation to do so.
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9. Although the station manager del-
egates responsibility for compliance
with FCC regulations to appropriate
department heads, the manager is ulti-
mately responsible for “protecting” the
license. Title 47, Part 73 of the Code of
Federal Regulations contains the rules
pertaining to radio broadcast opera-
tions. Updates of regulations are listed
monthly in the Federal Register.

10. Radio stations are required to
maintain a Public File and to make it
available to the public during normal
business hours.

11. The American Federation of
Television and Radio Artists (AFTRA),
the National Association of Broadcast
Employees and Technicians (NABET),
and the International Brotherhood of
Electrical Workers (IBEW) are the
unions most active in radio.

12. The National Association of
Broadcasters (NAB) and the Radio
Advertising Bureau (RAB) are among
the largest radio trade industry organi-
zations.

13. A person must be a U.S. citizen to
hold a broadcast license. The FCC
investigates all would-be station own-
ers. To put a new station on the air, a
construction permit (CP) application
must be submitted to the FCC.

APPENDIX: CODE OF
FEDERAL REGULATIONS
INDEX

The index to the Code of Federal Regulations,
Title 47, Part 73, Subparts A, B, G, and H, shown
here, deals specifically with commercial radio
operations. The department heads most affected
by the sections listed in the index are noted in
parenthesis after each entry. GM = General
Manager, PD = Program Director, E = Engineer,
SM = Sales Manager.

SUBPART A—AM BROADCAST STATIONS

73.1  Scope. (All dept. heads)

73.14 AM broadcast definitions. (All)

73.21 Classes of AM broadcast channels and
stations. (All)

73.22 Assignment of Class II-A stations. (GM, E)

73.24 Broadcast facilities; showing required.
{GM, E)

73.25 Clear channels; Classes I and I stations.
{(GM, E)
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73.26 Regional channels; Classes IlI-A and IlI-B
stations. (GM, E)

73.27 Local channels; Class IV stations. (GM, E)

73.28 Assignment of stations to channels. (GM, E)

73.29 Class IV stations on regional channels.
{GM, E)

73.30 Petition for authorization of an allotment
in the 1605-1705 Khz band. (GM, E)

73.31 Rounding of nominal power specified on
applications. (E)

73.33 Antenna systems; showing required. (E)

73.35 Multiple ownership. (GM)

73.37 Applications for broadcast facilities;
showing required. (GM, E)

73.44 AM transmission system emission limi-
tations. (E)

73.45 AM antenna systems. (E)

73.49 AM transmission system installation and
safety requirements. (E)

73.51 Determining operating power. (E)

73.53 Requirements for type acceptance of
antenna monitors. (E)

73.54 Antenna resistance and reactance mea-
surements. (E)

73.57 Remote reading antenna and common
point ammeters. (E)

73.58 Indicating instruments. (E)

73.61 AM directional antenna field measure-
ments. (E)

73.62 Directional antenna system tolerances. (E)

73.68 Sampling systems for antenna monitors.
(E)

73.69 Antenna monitors. (E)

73.72 Operating during the experimental period.
(E)

73.88 Blanketing interference. (E)

73.93 AM operator requirements. (E, PD)

73.99 Presunrise service authorization (PSRA)
and postsunset service authorization (PSSA).
(E, GM, PD)

Other Operating Requirements

73.127 Use of multiplex transmission. (E, GM,
PD)

73.128 AM stereophonic broadcasting. (E, PD)

73.132 Territorlal exclusivity. (PD)

73.150 Directional antenna systems. (E)
73.151 Field strength measurements to estab-
lish performance of directional antennas. (E)
73.152 Modification of directional antenna data.
(E)

73.153 Field strength measurements in support
of applications or evidence at hearings. (E)

73.154 Directional antenna partial and skeleton
proof of performance field strength measu-
rements. (E)

73.157 Special antenna test authorizations. (E)

73.158 Directional antenna monitoring points. (E)

73.160 Vertical plane radiation characteristics,
f\gu). (E)

73.182 Engineering standards of allocation. (E)

73.183 Groundwave signals. (E)

73.184 Groundwave field strength charts. (E)

73.185 Computation of interfering signal. (E)

73.186 Establishment of effective field at one
mile. (E)

73.187 Limitation on daytime radiation. (E)
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73.189 Minimum antenna heights or field
strength requirements. (E)
73.190 Engineering charts. (E)

SUBPART B—FM BROADCAST STATIONS

73.201 Numerical designation of FM broadcast
channels. (E)

73.202 Table of Allotments. (E, GM)

73.203 Availability of channels. (E, GM)

73.204 International agreements and other
restrictions of use of channels. (GM, E)

73.205 Zones. (E)

73.207 Minimum distance separation between
stations. (GM, E)

73.208 Reference points and distance computa-
tions. (E)

73.209 Protection from interference. (E)

73.210 Station classes. (GM, E)
73.211 Power and antenna height requirements.
(E)
73.212
(E)
73.213 Stations at spacings below the minimum
separations. (E)

73.215 Contour protection for short-spaced
assignments. (E)

73.220 Restrictions on use of channels. (GM, E)

73.232 Territorial exclustvity. (GM, PD)

73.239 Use of common antenna site. (E)

73.258 Indicating instruments. (E)

73.267 Determining operating power. (E)

73.277 Permissible transmissions. (E)

73.293 Use of FM multiplex subcarriers. (E)

73.295 FM subsidiary communications services.
(GM, PD, E)

73.297 FM stereophonic sound broadcasting.
(E. PD)

73.310 FM technical definitions. (E)

73.311 Field strength contours. (E)

73.312 Topographic data. (E)

73.313 Prediction of coverage. (E)

73.314 Field strength measurements. (E)

73.315 Transmitter location. (E)

73.316 FM antenna systems. (E)

73.317 Transmission system requirements. (E)

73.318 FM blanketing interference. (E)

73.319 FM multiplex subcarrier technical stan-
dards. (E})

73.322 FM stereophonic sound transmission
standards. (E)

73.330 Use of modulation monitors at auxiliary
transmitters. (E)

73.333 FM engineering charts. (E)

Administrative changes in authorizations.

SUBPART G—EMERGENCY BROADCAST
SYSTEM

Scope and Objectives

73.901 Scope of subpart. (GM, PD, E)
73.902 Objectives of subpart. (GM, PD, E)

Definitions

73.903 Emergency Broadcast System (EBS).
(PD, E, GM)

73.904 Licensee. (GM, E)

73.905 Emergency Action Notification (EAN).
(GM, PD, E)

73.906 Attention signal. (E, PD)

73.907 Emergency Action Termination. (E, PD)

73.908 EBS Checklist. (PD, E)

73.909 Standard Operating Procedures (SOP's).
(E, PD)

73.910 Authenticator word lists. (PD, E)

73.912 NIAC order. (GM, PD, E)

73.913 Emergency Broadcast System Autho-
rization. (GM, PD, E)

73.914 Primary Station (Primary). (GM, PD, E)

73.915 Primary Relay Station (Pri Relay). (GM,
PD, E)

73.916 Common Program Control
(CPCS). (GM, PD, E)

73.917 Originating Primary Relay Station (Orig
Pri Relay). (GM, PD, E)

73.918 Non-participating Station (Non-EBS).
(GM, PD, E)

73.919 State Relay Network. (GM, PD, E})

73.920 Operational (Local) Area. (GM, PD, E)

73.921 State Emergency Broadcast System
Operational Plan. (GM, PD, E)

73.922 Emergency Broadcast System program-
ming priorities. (GM, PD, E)

Station

Participation

73.926 Participation in the Emergency Broad-
cast System. (GM, PD, E)

73.927 Participation by communications com-
mon carriers. (GM, PD, E)

Emergency Actions

73.931 Dissemination of Emergency Action
Notification. (GM, PD, E)

73.932 Radio Monitoring and Attention Signal
transmission requirement. (PD, E)

73.933 Emergency Broadcast System operation
during a National level emergency. (GM, PD, E)

Day-to-Day Emergency Operation

73.935 Day-to-day emergencies posing a threat
to the safety of life and property; State Level
and Operational (Local) Area Level Emergency
Action Notification. (GM, PD, E)

73.936 Emergency Broadcast System operation
during a State level emergency. (GM, PD, E)

73.937 Emergency Broadcast System operation
during an Operational (Local) Area Level
Emergency. (GM, PD, E)

EBS Attention Signal Equipment

73.940 Encoder devices. (E)

73.941 Decoder devices. (E)

73.942 Acceptability of EBS Attention Signal
equipment. (E)

73.943 Individual construction of encoders and
decoders. (E)
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73.961 Tests of the Emergency Broadcast System
procedures. (E, PD)

73.962 Closed Circuit Tests of approved national
level interconnecting systems and facilities of the
Emergency Broadcast System. (E)

SUBPART H—RULES APPLICABLE TO ALL
BROADCAST STATIONS

73.1001 Scope. (All dept. heads)

73.1010 Cross reference to rules in other parts.

73.1015 Truthful written statements and re-
sponses to Commission inquiries and corre-
spondence. (GM)

73.1020 Station license period. (GM, PD, E)

73.1030 Notifications concerning interference to
radio astronomy, research and receiving installa-
tions. (E)

73.1120 Station location. (GM, E)

73.1125 Station main studio location. (E)

73.1130 Station program origination. (E)

73.1150 Transferring a station. (GM)

73.1201 Station identification. (PD)

73.1202 Retention of letters received from the
public. (GM, PD)

73.1206 Broadcast of telephone conversations.
(PD, E)

73.1207 Rebroadcasts. (PD)

73.1208 Broadcast of taped, fllmed or recorded
material. (PD)

73.1209 References to time. (PD)

73.1210 TV/FM dual-language broadcasting in
Puerto Rico. (GM, PD)

73.1211 Broadcast of lottery information.
(PD, GM)

73.1212 Sponsorship identification; list reten-
tion; related requirements. (GM, PD)

73.1213 Antenna structure, marking and light-
ing. (E)

73.1215 Specifications for indicating instru-
ments. (E)

73.1216 Licensee-conducted contests. (GM, PD)

73.1217 Broadcast hoaxes. (GM, PD, SM)

73.1225 Station inspection by FCC. (GM, PD, E)

73.1226 Avalilability to FCC of station logs and
records. (GM, PD, E)

73.1230 Posting of station and operator licenses.
(PD, E)

73.1250 Broadcasting emergency information.
(PD, E)

73.1400 Remote control authorizations. (E)

73.1410 Remote control operation. (E)

73.1500 Automatic transmission system (ATS).
(E)

73.1510 Experimental authorizations. (E)

73.1515 Special field test authorizations. (E)

73.1520 Operation for tests and maintenance. (E)

73.1530 Portable test stations. [Definition] (E)

73.1540 Carrler frequency measurements. (E)

73.1545 Carrier frequency departure tolerances.
(E)

73.1550 Extension meters. (E)

73.1560 Operating power tolerance. (E)

73.1570 Modulation levels: AM, FM, and TV
aural. (E)
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73.1580 Transmission system inspections. (E)
73.1590 Equipment performance measurements.

(E)

73.1610 Equipment tests. (E)

73.1615 Operation during modification of facili-
ties. (GM, E)

73.1620 Program tests. (E)

73.1635 Special temporary authorizations (STA).
(GM, E)

73.1650 International broadcasting agreements.
(GM, E)

73.1660 Type acceptance of broadcast transmit-
ters. (E)

73.1665 Main transmitters. (E)

73.1670 Auxiliary transmitters. (E)

73.1675 Auxiliary antennas. (E)

73.1680 Emergency antennas. (E)

73.1690 Modification of transmission systems.
(E)

73.1695 Changes in transmission standards. (E)

73.1700 Broadcast day. (GM, PD, E)

73.1705 Time of operation. (PD, E, GM)

73.1710 Unlimited time. (GM, PD, E)

73.1715 Share time. (GM, PD, E)

73.1720 Daytime. (GM, PD, E)

73.1725 Limited time. (GM, PD, E)

73.1730 Specified hours. (GM, PD, E)

73.1735 AM station operation presunrise and
postsunset. (GM, PD, E)

73.1740 Minimum operating schedule. (GM, PD,
E)

73.1745 Unauthorized operation. (GM, PD, E)

73.1750 Discontinuance of operation. (GM, PD, E)

73.1800 General requirements relating to the
station log. (GM, PD)

73.1820 Station log. (PD, E)

73.1835 Special technical records. (E)

73.1840 Retention of logs. (PD, E)

73.1860 Transmitter duty operators. (E)

73.1870 Chief operators. (E)

73.1910 Fairness Doctrine. (GM, PD)

73.1920 Personal attacks. (GM, PD)

73.1930 Political editorials. (GM, PD)

73.1940 Broadcasts by candidates for public
office. (GM, PD)

73.1941 Equal opportunities. (GM, PD, SM)

73.1942 Candidate rates. (GM, SM)

73.1943 Political file. (GM, SM)

73.1944 Reasonable access. (GM, PD)

73.2080 Equal employment opportunities. (GM)

73.3500 Application and report forms. (GM, E)

73.3511 Applications required. (GM, E)

73.3512 Where to file; number of copies. (GM, E)

73.3513 Signing of applications. (GM)

73.3514 Content of applications. (GM)

73.3516 Specification of facilities. (GM)

73.3517 Contingent applications. (GM)

73.3518 Inconsistent or conflicting applications.
(GM)

73.3519 Repetitious applications. (GM)

73.3520 Multiple applications. (GM)

73.3522 Amendment of applications. (GM)

73.3523 Dismissal of applications in renewal
proceedings. (GM)

73.3525 Agreements for removing application
conflicts. (GM)

73.3526 Local public inspection file of commer-
cial stations. (GM, PD, E)
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73.3533 Application for construction permit or
modification of construction permit. (GM, E)
73.3534 Application for extension of construc-
tion permit or for construction permit to replace

expired construction permit. (GM, E)

73.3535 Application to modify authorized but
unbuilt facilities, or to assign or transfer con-
trol of an unbullt facility. (GM, E)

73.3536 Application for license to cover con-
struction permit. (GM, E)

73.3537 Application for license to use former
main antenna as an auxiliary. (E)

73.3538 Application to make changes in an
existing station. (GM, E)

73.3539 Application for renewal of license. (GM,
E)

73.3540 Application for voluntary assignment
or transfer of control. (GM)

73.3541 Application for involuntary assignment
of license or transfer of control. (GM)

73.3542 Application for temporary or emer-
gency authorization. (GM, E)

73.3543 Application for renewal or modification
of special service authorization. (GM, E)

73.3544 Application to obtain a modified sta-
tion license. (GM, E)

73.3545 Application for permit to deliver pro-
grams to foreign stations. (GM, PD)

73.3549 Requests for extension of authority to
operate without required monitors, indicating
instruments and EBS attention signal devices.
(GM, E)

73.3550 Requests for new or modified call sign
assignments. (GM, PD)

73.3555 Multiple ownership. (GM)

73.3556 Duplication of programming on com-
monly owned or ime brokered stations. (GM, PD)

73.3561 Staff consideration of applications
requiring Commission action. (GM)

73.3562 Staff consideration of applications not
requiring action by the Commission. (GM)

73.3564 Acceptance of applications. (GM)

73.3566 Defective applications. (GM)

73.3568 Dismissal of applications. (GM)

73.3570 AM broadcast station applications
involving other North American countries. (GM)

73.3571 Processing of AM broadcast station
applications. (GM)

73.3573 Processing FM broadcast and FM
translator station applications. (GM)

73.3578 Amendments to applications for
renewal, assignment or transfer of control. (GM)

73.3580 Local public notice of filing of broad-
cast applications. (GM)

73.3584 Petitions to deny. (GM)

73.3587 Procedure for filing informal objections.
(GM)
73.3591
73.3592

Grants without hearing. (GM)

Conditional grant. (GM)

73.3593 Designation for hearing. (GM)

73.3594 Local public notice of designation for
hearing. (GM)

73.3597 Procedures on transfer and assign-
ment applications. (GM)

73.3598 Period of construction. (GM, E)

73.3599 Forfeiture of construction permit. (GM, E)

73.3601 Simultaneous modification and renewal
of license. (GM, E)

73.3603 Special waiver procedure relative to
applications. (GM)

73.3605 Retention of applications in hearing
status after designation for hearing. (GM)

73.3612 Annual employment report. (GM)

73.3613 Filing of contracts. (GM, PD)

73.3615 Ownership reports. (GM)

73.3999 Enforcement of 18 U.S.C. 1464 (restric-
tions on the transmissions of obscene and inde-
cent material). (GM. PD)

73.4000 Listing of FCC policies. (GM, E)

73.4005 Advertising—Refusal to sell. (GM, SM)

73.4015 Alcoholic beverage advertising. (GM,
SM, PD)

73.4017 Application processing: Commercial
FM stations. (GM, E)

73.4045 Barter agreements. (GM, SM)

73.4055 Cigarette advertising. (GM, SM)

73.4060 Citizens agreements. (GM, PD)

73.4075 Commercials, loud. (PD, SM, E)

73.4082 Comparative broadcast hearings and
specialized programming formats. (PD)

73.4091 Direct broadcast satellites. (PD, E)

73.4094 Dolby encoder. (E)

73.4095 Drug lyrics. (PD)

73.4099 Financial qualifications, certification
of. (GM)

73.4100 Financial qualifications; new AM and
FM stations. (GM)

73.4102 FAA communications, broadcast of. (E)

73.4104 FM assignment policies and proce-
dures. (GM, PD)

73.4107 FM broadcast assignments, increasing
availability of. (GM, E)

73.4108 FM transmitter site map submissions.
(E)

73.4110 Format changes of stations. (PD, GM)

73.4135 Interference to TV reception by FM sta-
tions. (E)

73.4140 Minority ownership; tax certificates
and distress sales. (GM)

73.4154 Network/AM, FM station affiliation
agreements. (GM, PD)

73.4157 Network signals which adversely affect
affiliate broadcast service. (GM, PD, E)

73.4165 Obscene language. (GM, PD)

73.4170 Obscene lyrics. (GM, PD)

73.4180 Payment disclosure: Payola, plugola,
kickbacks. (GM, PD)

73.4185 Political broadcasting, the law of. (GM,
PD)

73.4190 Political candidate authorization notice
and sponsorship identification. (GM, PD)

73.4210 Procedure Manual: “The Public and
Broadcasting.” (GM)

73.4215 Program matter: Supplier identifica-
tion. (GM, PD)

73.4235 Short spacing assignments: FM sta-
tions. (E)

73.4240 Sirens and like emergency sound
effects in announcements. (PD)

73.4242 Sponsorship identification
applicability of. (SM, PD)

73.4246 Stereophonic pilot subcarrier use dur-
ing monophonic programming. (E)

73.4250 Subliminal perception. (GM, PD)

73.4255 Tax certificates: Issuance of. (GM)

73.4260 Teaser announcements. (GM, PD)

rules,
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73.4265 Telephone conservation broadcasts
(network and like sources). (GM, PD)

73.4266 Tender offer and proxy statements.
(GM, SM}

73.4267 Time brokerage. (GM)

73.4275 Tone clusters; audio attention-getting
devices. (GM, PD, E)

73.4280 Violation of laws of U.S.A. by station
applicants; Commission policy. (GM, PD}
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3 Programming

PROGRAM FORMATS

Programming a radio station has
become an increasingly complex task.
There are twice the number of stations
today competing for the audience’s
attention than existed in the 1960s,
and more enter the fray almost daily.
Other media have proliferated as well,
resulting in a further distraction of
radio’s customary audience. The gov-
ernment’s laissez-faire, “let the market-
place dictate,” philosophy concerning
commercial radio programming gives
the station great freedom in deciding
the nature of its air product, but deter-
mining what to offer the listener, who is
often presented with dozens of alterna-
tives, involves intricate planning.

The basic idea, of course, is to air the
type of format that will attract a sizable
enough piece of the audience demo-
graphic to satisfy the advertiser. Once a
station decides upon the format it will
program, it then must know how to
effectively execute it.

What follows are brief descriptions of
the most frequently employed formats
in radio today. There are a host of other
formats, or subformats—over one hun-
dred, in fact. Many are variations of
those listed.

Adult Contemporary (A/C)

In terms of the number of listeners,
Adult Contemporary (also referred to as
The Mix, Hot AC, Triple A, Urban AC and
Lite) was the most popular format in the
1980s and continues to draw impressive
audiences in the 1990s, although it has
lost ground since the last edition of this
book. Says consultant Ed Shane,
“Because the A/C target audience is so
diverse, the format has been most prone
to fragmentation and competition.”

A/C is very strong in the 25 to 49 age
group, which makes it particularly

appealing to advertisers, since this
demographic group has significant dis-
posable income. Also, some advertisers
spend money on A/C stations simply
because they like the format them-
selves. The Adult Contemporary format
is also one of the most effective in
attracting women listeners.

A/C outlets emphasize current (since
1970s) pop standards, sans raucous or
pronounced beats—in other words, no
hard rock. Some A/C stations could be
described as soft rockers. However, the
majority mix in enough ballads and
easy listening sounds to justify their
title. The main thrust of this format’s
programming is the music. More music
is aired by deemphasizing chatter.
Music is commonly presented in unin-
terrupted sweeps or blocks, perhaps
ten to twelve minutes in duration, fol-
lowed by a brief recap of artists and
song titles. High-profile morning talent
or teams became popular at A/C sta-
tions in the 1980s and remain so today.
Commercials generally are clustered at
predetermined times, and midday and
evening deejay talk often is limited to
brief informational announcements.
News and sports are secondary to the
music.

Contemporary Hit Radio (CHR)

Also known as Top 40, CHR stations
play only those records which cur-
rently are the fastest selling. CHR’s
narrow playlists are designed to draw
teens and young adults. The heart of
this format’'s demographic is the
twelve- to eighteen-year-old, although
in the mid-1980s it enjoyed a broaden-
ing of its core audience. Like A/C, it too
has experienced erosion in its numbers
in recent years. In the Journal of Radio
Studies (1995-1996), Ed Shane ob-
served that the format “was a statisti-
cal loser in the 1990s. What futurist
Alvin Toffler called ‘the demassification
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format reach throughout the U.S. during the Spring '34 book. ;
The regions used in these charts correspond to those used by R&R's format editors to define their |
reporting regions. Each of the Top 100 markets featured in this edition of the R&R “Ratings Report” was
| tallied by its respective region (using format penetration data) to develop this information. The regional
numbers were then combined and averaged to arrive at the national format numbers shown here.

The National and Regional Format Reach Charts on this and the following page outiine listener

Span
L8 | 1.5% (1.5%)
V.Yl | 1.0% (7%)

9% (1.6%)

9% (1.0%)
9% (.7%)
7% (.5%)
Misc | 2% (.3%)

A% (1%)

2.2% (2.1%)

18.3% (18.7%)
17.2% (17.7%)

FORMAT LEGEND
AC- Adult Contemporary, Alt-Alternative,
BBnd-Big Band, B/EZ-Beautitul/Easy Listening,
CC-Contemporary Christian, CHR-Contemporary Hit Radio
Clas-Classical, CR-Classic Rock, Ctry-Country, FS-Full Service,
Gold-Oidies, Jazz-Jazz, Misc-Miscellaneous, NAC-New AC,
News-News, Nost- Nostalgia, N'T-News/Talk, Prog-Progressive,
Rel-Religious,Rock-Rock, Span Spanish, Spofts-Sports,
Talk-Talk, UC-Urban Contemporary,
UAC-Urban Adult Contemporary. UG-Urban Gold

(Fall '93 percentages are in parentheses.)

@ 1994 Arbitron Ratings Company. May nat be quoted or reproduced withaut the prior written permission of Arbitron.

of media’ affected CHR the most. .

There were too many types of music to
play. No one radio station could create
a format with elements as diverse as
rapper Ice T, rockers like Nirvana,
country artists like George Strait and
Randy Travis, or jazz musicians like
Kenny G or David Benoit. Each of those
performers fits someone’s definition of

‘contemporary hit radio.” CHR lost its
focus.”

Consultant Jeff Pollack contends that
CHR has lost ground because it is not
in tune with what he calls the “streets,”
and predicts the format will embrace a
more dance-rap sound as well as devel-
oping more appreciation for alternative
rock hits. The format is characterized
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Format chart shows
the popularity of
formats around the
country. The chart
changes with each
ratings sweep.
Reprinted with
permission from
Radio and Records.
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FIGURE 3.2
A growing number

of stations around

the country ®

program exclusively ™
for children. ﬂ l 0 a §

America's Only 24 Hour Radio Network -

Courtesy Radio
Aahs.

For Kids...And Their Parents, Too!

W CHILDREN'S RADIO
S WHAT A CONCEPT

From our fun-filled wake-up
morning show to the story time
Evening Thearre, Radio Aahs is
24-hour fun for the whole family
-- with music, personalities, kid
DJ's, storics, features, games,
quizzes, contests, kid-news, entertainment, information,
education, laughs and lots, lots more! Actually, we're
better described as famsfy radio, because when a child
tnes in to Radio Aahs, moms and dads are automatically
a part of our captive audience!

WHO LISTENS
T0 RADIO AAHS?

* The average child is 7.8 years old
and listens 1o over 30 hours a week.
« Moms listening average 33.6
years old, Dads average 34.7 years.
There are also grandparents and
primary care provides listening, too.
* 50% of all listening takes place in the car, and since
kids under 12 can't drive, the adults with them hear
the same programs and advertising.
¢ On average, every child in America has
access to 3.6 radios.

t

KIDS HAVE
PHENOMENAL
BUYING POWERI

* Kids spent $8 Billion in 1991!

+ Kids directly influenced another $132 Billion
in household purchases!

¢ Kids (12 and under) combined with their parents
represent a whopping 47% of the marketplace!

* 20% of vour market is under 12 years old.

+ Kids represent 20% of the 118, population!

* Between 1990 and 2000, the kid population will
increase by 3.2 million!

ARBITRON

S5AYS YES
TO KIDS!

Arbitron, the nation's foremost ratings measurement
service has finally agreed to measure children's radio,
the fastest growing demographic in America!

it's Time Now For Radlo
To Say "Yes" To Family Spendere
And The Advertisers Who
Need To Reach Them!

by its swift, often unrelenting pace.
Silence, known as “dead air,” is the
enemy. The idea is to keep the sound
hot and tight to keep the kids from sta-
tion hopping, which is no small task
since many markets have at least two
hit-oriented stations.

In a 1995 interview in Radio Ink, pro-
grammer Bill Richards predicted that
the high-intensity jock approach would
give way to a more laid back, natural
sound. “The days of the ‘move over and
let the big dog eat’ sweepers are over.
Top 40 will look for more jocks who

sound like real people and shy away
from the hyped deejay approach.” CHR
deejays have undergone several shifts
in status since the inception of the
chart music format in the 1950s.
Initially, pop deejay personalities played
an integral role in the air sound.
However, in the mid-1960s the format
underwent a major change when deejay
presence was significantly reduced.
Programming innovator Bill Drake
decided that the Top 40 sound needed
to be refurbished and tightened. Thus
deejay talk and even the number of
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commercials scheduled each hour were
cut back in order to improve flow.
Despite criticism that the new sound
was too mechanical, Drake’s technique
succeeded at strengthening the for-
mat’s hold on the listening audience.

In the mid- and late 1970s the dee-
jay's role on hit stations began to
regain its former prominence, but in
the 1980s the format underwent a fur-
ther renovation (initiated by legendary
consultant Mike Joseph) that resulted
in a narrowing of its playlist and a
decrease in deejay presence. Super or
Hot hit stations, as they also are called,
were among the most popular in the
country and could be found either near
or at the top of the rating charts in
their markets.

At the moment, at least, CHR has a
bit less of a frenetic quality to it, and
perhaps (it could be said) a more
mature sound. Undergoing an image
adjustment, the format is keying in on
improving overall flow while pulling
back on jumping aboard the fad band-
wagon. The continued preening of the
playlist will keep the format viable, say
the experts.

News is of secondary importance on
CHR stations. In fact, news program-
ming is considered by many program
directors to be a tune-out factor. “Kids
don’t like news,” they claim. However,
despite deregulation, which has freed
stations of nonentertainment program
requirements, most retain at least a
modicum of news out of a sense of
obligation. CHR stations are very pro-
motion minded and contest oriented.

In the mid-1990s, fewer than five
hundred stations (nearly all FM) called
themselves CHR. Many of these sta-
tions preferred to be called CHURBAN,
which combines urban and rock hits,
or Modern Hits, a narrower-based ver-
sion of Top 40 that draws its playlist
from MTV and college stations.

Country

Since the 1970s the Country format
has been adopted by more stations
than any other. Although seldom a
leader in the ratings race, its appeal is
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exceptionally broad. An indication of
country music's rising popularity is the
fact that there are over ten times as
many full-time Country stations today
than there were twenty years ago.
Although the format is far more preva-
lent in the South and Midwest, most
medium and large markets in the North
have Country stations. Due to the
diversity of approaches within the for-
mat (there are more subformats in
Country than in any other, for example,
traditional, middle-of-the-road, con-
temporary hit, and so on), the Country
format attracts a broad age group,
appealing to young as well as older
adults. “The Country format has scored
very high among 25- to 54-year-olds,”
adds Burkhart.

Country radio has always been partic-
ularly popular among blue-collar work-
ers. According to the Country Music
Association and the Organization of
Country Radio Broadcasters, the
Country music format is drawing a
more upscale audience today than it
has in the past. As many FM as AM sta-
tions are programming the Country
sound in the 1990s, which wasn't the
case just a few years ago. Until the
1980s, Country was predominantly an
AM offering. Depending on the
approach they employ, Country outlets
may emphasize or deemphasize air per-
sonalities, include news and public
affairs features, or confine their pro-
gramming almost exclusively to music.

According to some programming
experts, the Country format peaked in
the mid-1990s, and there will be little
further growth, at least for the time
being. A recent M Street Journal survey
concluded that over 2,600 stations air
some form of country music.

Easy Listening

The Beautiful Music station of the
1960s has become the Easy Listening
station of the 1990s. Playlists in this for-
mat have been carefully updated in an
attempt to attract a somewhat younger
audience. The term Beautiful Music was
exchanged for Easy Listening in an effort
to dispel the geriatric image the former
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FIGURE 3.3

A regional
breakdown of the
effectiveness of
various formats.
Courtesy Radio
and Records.

FORMAT REACH CHARTS
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term seemed to convey. Easy Listening
is the ultimate “wall-to-wall” music for-
mat. Talk of any type is kept minimal,
although many stations in this format
concentrate on news and information
during morning drivetime.

Instrumentals and soft vocals of
established songs are a mainstay at
Easy Listening stations, which also
share a penchant for lush orchestra-
tions featuring plenty of strings. These
stations boast a devoted audience.
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Station hopping is uncommon. Efforts to
draw younger listeners into the Easy
Listening fold have been moderately suc-
cessful, but most of the format’s primary
adherents are over fifty. Music syndica-
tors provide prepackaged (canned) pro-
gramming to approximately half of the
nation’s Easy Listening stations, and
over three-quarters of the outlets within
this format utilize automation systems
to varying degrees. Easy Listening has
held strong in several markets; WGAY
FM/AM in Washington, D.C., and
WSSH-FM in Boston have topped the
ratings for years, although the format
lost some ground in the 1980s to Adult
Contemporary and other adult-appeal
formats such as New Age, which has
been referred to by some media critics as
Easy Listening for Yuppies.

Soft Adult and Lite and Easy have
become replacement names for Easy
Listening, which, like its predecessor,
Beautiful Music, began to assume a
geriatric connotation.

Album-Oriented Rock (AOR)

The birth of the AOR format in the mid-
1960s was the result of a basic disdain
for the highly formulaic Top 40 sound
that prevailed at the time. In the sum-
mer of 1966, WOR-FM, New York,
introduced Progressive radio, the fore-
runner of AOR. As an alternative to the
superhyped, ultracommercial sound of
the hit song station, WOR-FM pro-
grammed an unorthodox combination
of nonchart rock, blues, folk, and jazz.
In the 1970s the format concentrated
its attention almost exclusively on
album rock, while becoming less free-
form and more formulaic and system-
atic in its programming approach.
While AOR has done well in garnering
the 18- to 34-year-old male, this format
has done poorly in winning female lis-
teners, especially when it emphasizes a
heavy- or hard-rock playlist. This has
proven to be a sore spot with certain
advertisers. In the 1980s, the format
lost its prominence due, in part, to the
meteoric rebirth of hit radio. However,
as the decade came to an end, AOR had
regained a chunk of its numbers.
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Generally, AOR staticns broadcast
their music in sweeps, or at least segue
two or three songs. A large airplay
library is typical, in which three to
seven hundred cuts may be active.
Depending on the outlet, the deejay
may or may not have “personality” sta-
tus. In fact, the more-music/less-talk
approach particularly common at Easy
Listening stations is emulated by many
album rockers. Consequently, news
plays a very minor part in the station’s
programming efforts.

AOR stations are very lifestyle ori-
ented and invest great time and energy
developing promotions relevant to the
interests and attitudes of their listeners.

In the uncertain 1990s, this format’s
audience has been further eroded by
variations on its patented theme. For
instance, Modern Rock/Alternative
outlets have snatched away a promi-
nent segment of its younger demo-
graphics, while Classic Rock stations
have likewise eaten into AOR’s more
mature listener cells. Reflecting the
considerable drift away from the AOR
nomenclature and model, WBCN's pro-
gram director, Oedipus, declared to the
world in 1995, “We’re Modern Rock!”

News and/or Talk

There are News, News/Talk, News
Sports, News Plus, and Talk formats,
and each is distinct and unique unto
itself. News stations differ from the oth-
ers in that they devote their entire air
schedule to the presentation of news
and news-related stories and features.
The All-News format was introduced by
Gordon McLendon at XETRA (known as
“XTRA") in Tijuana, Mexico, in the early
1960s. Its success soon inspired the
spread of the format in the United
States. Due to the enormous expense
involved in the presentation of a purely
News format, requiring three to four
times the staff and budget of most
music operations, the format has been
confined to larger markets able to sup-
port the endeavor.

The News/Talk format is a hybrid. It
combines extensive news coverage with
blocks of two-way telephone conversa-
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tions. These stations commonly “day-
part” or segmentalize their programming
by presenting lengthened newscasts
during morning and afternoon drivetime
hours and conversation in the midday
and evening periods. The News/Talk
combo was conceived by KGO in San
Francisco in the 1960s and has gradu-
ally gained in popularity so that it now
leads both the strictly News and the Talk
formats.

Talk radio began at KABC-AM, Los
Angeles, in 1960. However, talk shows
were familiar to listeners in the 1950s,
since a number of adult music sta-
tions devoted a few hours during
evenings or overnight to call-in pro-
grams. The motivation behind most
early Talk programming stemmed from
a desire to strengthen weak time slots
while satisfying public affairs program-
ming requirements. Like its nonmusic
siblings, Talk became a viable format
in the 1960s and does well today,
although it too has suffered due to
greater competition. In contrast to All-
News, which attracts a slightly younger
and more upscale audience, All-Talk
amasses a large following among blue-
collar workers and retirees.

One of the recent news and informa-
tion-oriented formats calls itself News
Plus. While its emphasis is on news, it
fills periods with music, often Adult
Contemporary in flavor. News Plus sta-
tions also may carry a heavy schedule
of sporting events. This combination
has done well in several medium and
large markets, but has apparently
plateaued as this book goes to press.

News and/or Talk formats are pri-
marily located on the AM band, where
they have become increasingly preva-
lent since FM has captured all but a few
of radio’s music listeners. Meanwhile,
the number of nonmusic formats is sig-
nificantly increasing on FM.

In the middle 1990s, over 1,000 sta-
tions offered the information and/or
news format. This was up nearly 300
percent since the late 1980s. Over 100
stations alone concentrated on sports
exclusively, while dozens of others
were beginning to splinter and com-
partmentalize into news/info niches,
such as auto, health, computer, food,

business, tourism, entertainment, and
SO om.

According to a recent survey con-
ducted by Radio Ink, News/Talk sta-
tions were the second most tuned after
Country. National talk networks and
syndicated talk shows were proliferat-
ing as well in the latter part of the
1990s, as more and more baby-
boomers became engaged in the politi-
cal and social dialogues of the day.

An indication that the News format is
achieving broader appeal among
younger listeners is the recent emer-
gence on the FM dial of a new hybrid
called Talk 'n’ Rock.

Classic/Oldies/Nostalgia

While these formats are not identical,
they derive the music they play from
years gone by. Whereas the Nostalgia
station, sometimes referred to as Big
Band, constructs its playlist around
tunes popular as far back as the 1940s
and 1950s, the Oldies outlet focuses its
attention on the pop tunes of the late
1950s and early 1960s. A typical oldies
quarter-hour might consist of songs by
Elvis Presley, the Everly Brothers,
Brian Hyland, and the Ronettes. In
contrast, a Nostalgia quarter-hour
might consist of tunes from the pre-
rock era performed by artists like
Frankie Lane, Les Baxter, the Mills
Brothers, and Tommy Dorsey, to name
only a few.

Nostalgia radio canpght on in the late
1970s, the concept of programmer Al
Ham. Nostalgia is a highly syndicated
format, and most stations go out-of-
house for programming material.
Because much of the music predates
stereo processing, AM outlets are most
apt to carry the Nostalgia sound. Music
is invariably presented in sweeps and,
for the most part, deejays maintain a
low profile. Similar to Easy Listening,
Nostalgia pushes its music to the fore-
front and keeps other program ele-
ments at an unobtrusive distance. In
the 1980s, Easy Listening/Beautiful
Music stations lost some listeners to
this format, which claimed a viable
share of the radio audience.
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The Oldies format was first intro-
duced in the 1960s by programmers
Bill Drake and Chuck Blore. While
Nostalgia's audience tends to be over
the age of fifty, most Oldies listeners

are somewhat younger. Unlike
Nostalgia, most Oldies outlets originate
their own programming, and very few
are automated. In contrast with its vin-
tage music cousin, Oldies allows
greater deejay presence. At many
Oldies stations, air personalities play a
key role. Music is rarely broadcast in
sweeps, and commercials, rather than
being clustered, are inserted in a ran-
dom fashion between songs.
Consultant Kent Burkhart noted that
in the early 1990s,“Oldies stations are
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IS93XA

MAINSTREAM FORMAT?

eThe bottom line is that 93X is THE Twin
Cities mainstream rock station.

AOR TRACKS

* Today’s New Rock™ has gained

enormous mass appeal in recent

years and has emerged as America’s

dominant form of rock music.

¢ Five of the top fen grossing concerts

in the U.S. in December of 1991

featured core artists on 93X. One of

those groups, Guns N’ Roses, played

to sell out crowds in January at

Minneapolis’ Target Center.

e America’s #1 selling album the week

of 1/11/92 was Nirvana's
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U2/Mysterioys Ways (Island/PLG)

VAN HALENAGht Now (WB)

BRYAN ADAMS/There Will Never Be Another  (ABM)
GENESISA Can'l Dance (Atlantic)

TOM PETTY & THE...Xing's Hghway (MCA)
RUSH/Ghos! D! A Chance (Aliantic)

NIRVANA/Smells Like Teen Sput (DGC)

GUNS N' RDSESMNovember Rain (Getien)

EODIE MONEY/She Takes My Breath Away (Columbia}
METALLICA/The Untorgiven (Elektra)

0ZZY OSBOURNEMama 'm Coming (EDxc Assocaaied)
ERIC CLAPTONTea's In Hedver (et

80B SEGER & THE SILVER.../Take A Chance (Capdol)
JOHN MELLENCAMP/Love And Happmess (Mercury)
TESLA/Cay It What You Want (Geffen)

TALL STORIES Wik On The Run (Epic)
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JOHN MELLENCAMP/Agan Tomght (MerCury)
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STORM/Show Me The Way (Interscope}
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RICHIE SAMBORA/Stranger In This Town (Mercury)
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STEVIE RAY VAUGHAN &.../The Sky Is Crying (Epic)
SKID ROW/Wasted Time (Allartic)

FOUR HORSEMEN/Rockin' 15 (Def Amencan/eprise)
THUNOER/Love Walked In {Getten)

OUEENSRYCHE Anather Rany Night (EMI}
QUEEN/The Show Musl G On {Hallywood}

UBLY KIO JOE/Everyting About You (Stardog Mercury)
RUSH/Mali The Bones (Allantic}

RTZ/Until Your Love Comes Back Around (Giant/Reprise!
ROBBIE ROBERTSON/Go Back To Your Woods (Geflen}
BOOEANS/Gooa Things (Slash/Regnse)

WEBR WILDER/Tough It Out (Praxis/Zoo)

STORM/I ve Got A Lot To Leatn Aboul Love «Inters? - a¢}

tracks are from 93X's artists. Only a

93

small handful of the 40 will
receive litfle more than
token airplay on any of the
Twin Cities other three FM

rock stations.

scoring very big in a nice broad demo-
graphic. These stations are doing quite
well today, and this should hold for a
while.” At the same time, Nostalgia has
not been shown as having much growth
but remains fairly solid in some markets.
In the middle of the 1990s, Oldies
outlets have lost audience ground.
However, over 700 stations still call
themselves Oldies or Nostalgia.
Meanwhile Classic Rock and Classic
Hit stations have emerged as the biggest
winners in the late 1980s and early
1990s. These vintage music stations
draw their playlists from the chart top-
pers (primarily in the rock music area) of
the 1970s and 1980s (and early 1990s)
and often appear in the top ten ratings.
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Media kit items ex-
plain a station’s
market positioning
approach. Courtesy
KRXX-FM.
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While Classic Rock concentrates on
tunes essentially featured by AOR sta-
tions over the past two decades, Classic
Hit stations fill the gap between Oldies
and CHR outlets with playlists that draw
from 1970s and 1980s top 40 charts.

Urban Contemporary (UC)

The “melting pot” format, Urban
Contemporary, attracts large numbers
of Hispanic and Black listeners, as well
as White. As the term suggests, sta-
tions employing this format are usually
located in metropolitan areas with
large, heterogeneous populations. UC
was born in the early 1980s, the off-
spring of the short-lived Disco format,
which burst onto the scene in 1978.
What characterizes UC the most is its
upbeat, danceable sound and deejays
who are hip, friendly, and energetic.
Although UC outlets stress danceable
tunes, their playlists generally are any-
thing but narrow. However, a particu-
lar sound may be given preference over
another, depending on the demographic
composition of the population in the
area that the station serves. For exam-
ple, UC outlets may play greater
amounts of music with a Latin or
rhythm-and-blues flavor, while others
may air larger proportions of light jazz,
reggae, or new rock. Several AM sta-
tions around the country have adopted
the UC format; however, it is more
likely to be found on the FM side,
where it has taken numerous stations
to the forefront of their market’s rat-
ings.

UC has had an impact on Black sta-
tions, which have experienced erosion
in their youth numbers. Many Black
stations have countered by broadening
their playlists to include artists not tra-
ditionally programmed. Because of
their high-intensity, fast-paced sound,
UC outlets can give a Top 40 impres-
sion, but in contrast they commonly
segue songs or present music in sweeps
and give airplay to lengthy cuts, some-
times six to eight minutes long. While
Top 40 or CHR stations seldom pro-
gram cuts lasting more than four min-
utes, UC outlets find long cuts or
remixes compatible with their program-

ming approach. Remember, UCs are
very dance oriented. Newscasts play a
minor role in this format, which caters
to a target audience aged eighteen to
thirty-four. Contests and promotions
are important program elements.

As noted earlier, several CHR stations
have adopted urban artists in order to
offer the hybrid CHURBAN sound.
Likewise, many Urban outlets have
drawn from the more mainstream CHR
playlist in an attempt to expand their
listener base.

Classical

Although there are fewer than three
dozen full-time commercial Classical
radio stations in the country, no other
format can claim a more loyal follow-
ing. Despite small numbers and soft
ratings, most Classical stations do
manage to generate a modest to good
income. Over the years, profits have
remained relatively minute in compari-
son to other formats. However, mem-
ber stations of the Concert Music
Broadcasters Association reported ad
revenue increases of up to 40 percent
in the 1980s with more growth in the
1990s. Due to its upscale audience,
blue-chip accounts find the format an
effective buy. This is first and foremost
an FM format, and it has broadcast
over the megahertz band for almost as
long as it has existed.

In many markets, commercial Clas-
sical stations have been affected by
public radio outlets programming clas-
sical music. Since commercial Classical
stations must break to air the sponsor
messages that keep them operating,
they must adjust their playlists accord-
ingly. This may mean shorter cuts of
music during particular dayparts—in
other words, less music. The noncom-
mercial Classical outlet is relatively free
of such constraints and thus benefits as
a result. A case in point is WCRB-FM
in Boston, the city’s only full-time
Classical station. While it attracts most
of the area’s Classical listeners through-
out the afternoon and evening hours, it
loses many to public radio WGBH’s
classical segments. At least in part,
public radio’s success consists in hav-
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ing fewer interruptions in program- vative, straightforward air sound.

ming. Sensationalism and hype are avoided,
Classical stations target the twenty- and on-air contests and promotions

five- to forty-nine-year-old, higher- are as rare as announcer chatter.

income, college-educated listener.

News is typically presented at sixty- to

ninety-minute intervals and generally Religious

runs from five to ten minutes. The Live broadcasts of religious programs

format is characterized by a conser- began while the medium was still in its
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Radio stations pay
an annual fee to
music licensing
services such as
BMI and ASCAP.
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FIGURE 3.6

Dozens of other
formats (often
variations on those

listed) have

emerged since the
start of program
specialization in

the 1950s.

Some Format Debuts
Prior to 1950 1950s 1960s 1970s 1980s 1990s
Classical Middle-of-the- News Adult Arena Rock Mix
Country Road Talk Contemporary Hot Adult All-Children
Hit Parade Top 40 News/Tatk Album Contemporary
Religious Beautiful Progressive Oriented Hit/Radio o .
Black Music Acid/ Rock Urban R?P/H'p .Hop
Hispanic Psychedelic  Easy Listening Contemporary ~ Digital Hits
Jazz Contemporary New Age Gen X
All Request Country Eclectic Tourist Radio
Oldies Urban Country Oriented/ Triple A
Diversified Mellow Rock Rock NAC
Disco All Sports
Nostalgia All N?otivation Ll
British Rock All Comedy Churban
New Wave All Beatles Boomer Rock
Public Radio Classic Hits Coupon Radio
Classic Rock
Male Adult
Contemporary

experimental stage. In 1919 the U.S.
Army Signal Corps aired a service from
a chapel in Washington, D.C. Not long
after that, KFSG in Los Angeles and
WMBI in Chicago began to devote
themselves to religious programming.
Soon dozens of other radio outlets were
broadcasting the message of God. In
the 1980s, over six hundred stations
broadcast religious formats on a full-
time basis, and another fifteen hundred
air at least six hours of religious fea-
tures on a weekly basis. M Street
Journal reports that over 900 stations
air the Religious format today.

Religious broadcasters typically fol-
low one of two programming ap-
proaches. One includes music as part
of its presentation, while the other does
not. The Religious station that features
music often programs contemporary
tunes containing a Christian or life-
affirming perspective. This approach
also includes the scheduling of blocks
of religious features and programs.
Nonmusic Religious outlets concen-
trate on inspirational features and
complementary talk and informational
shows.

Religious broadcasters claim that
their spiritual messages reach nearly
half of the nation’s radio audience, and
the American Research Corporation in
Irvine, California, contends that over 25
percent of those tuned to Religious sta-
tions attend church more frequently.
Two-thirds of the country’s Religious

radio stations broadcast over AM fre-
quencies.

An indication of the continued popu-
larity of Religious radio in the latter
part of the 1990s is the launch of
ChristianNet, a network that offers talk
shows from some of the biggest names
in conservative chatter.

Ethnic

African-Americans constitute the
largest minority in the nation, thus
making Black one of the most promi-
nent ethnic formats. Over three hun-
dred radio stations gear themselves to
the needs and desires of Black listen-
ers. WDIA-AM in Memphis claims to be
the first station to program exclusively
to a nonwhite audience. It introduced
the format in 1947. Initially growth was
gradual in this format, but in the
1960s, as the Motown sound took hold
of the hit charts and the Black Pride
movement got under way, more Black
stations entered the airways.

At its inception, the Disco craze in
the 1970s brought new listeners to the
Black stations, which shortly saw their
fortunes change when all-Disco sta-
tions began to surface. Many Black
outlets witnessed an exodus of their
younger listeners to the Disco stations.
This prompted a number of Black sta-
tions to abandon their more traditional
playlists, which consisted of rhythm
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and blues, gospel, and soul tunes, for
exclusively Disco music. When Disco
perished in the early 1980s, the Urban
Contemporary format took its place.
Today, Progressive Black stations,
such as WBLS-FM, New York, combine
dance music with soulful rock and
contemporary jazz, and many have
transcended the color barrier by
including certain white artists on their
playlists. In fact, many Black stations
employ white air personnel in efforts to
broaden their demographic base.
WILD-AM in Boston, long considered
the city’s “Black” station, is an example
of this trend. “We have become more of
a general appeal station than a purely
ethnic one. We've had to in order to
prosper. We strive for a distinct, yet
neuter or deethnicized, sound on the
air. The Black format has changed con-
siderably over the years,” notes WILD
program director Elroy Smith. The old-
line R & B and gospel stations still
exist and can be found mostly in the
South.

Hispanic or Spanish-language sta-
tions constitute another large ethnic
format. KCOR-AM, San Antonio,
became the first all-Spanish station in
1947, just a matter of months after
WDIA-AM in Memphis put the Black
format on the air. Cities with large
Latin populations are able to support
the format, and in some metropolitan
areas with vast numbers of Spanish-
speaking residents, such as New York,
Los Angeles, and Miami, several radio
outlets are exclusively devoted to
Hispanic programming.

Programming approaches within the
format are not unlike those prevalent at
Anglo stations. That is to say, Spanish-
language radio stations also modify
their sound to draw a specific demo-
graphic. For example, many offer con-
temporary music for younger listeners
and more traditional music for older lis-
teners.

Ed Shane views Hispanic radio as
very diverse and vibrant. “An impressive
multiplicity of programming styles and
approaches are found in this format.
Here in Houston, for example, we have
two brands of Tejano, one of Exitos
(hits), a lot of Ranchera, and a couple of
Talk stations. In the Rio Grande Valley

PROGRAMMING 81

e 'Audience is...
" Ambitious and Upwardly Mobile!!

Exacutive Wholesale

Professional

of Texas, there’s a lush, instrumental-
and-vocal ‘Easy Listening’ station in
Spanish. The L.A. dial is full of Hispanic
nuance. Miami, likewise, and it has a
totally different slant.”

Many Hispanic females are drawn to
an approach called The Groove, which
mixes Motown and Latin pop artists.
The format is marketed by Interstar
Programming.

Spanish media experts predict that
there will be a significant increase in
the number of Hispanic stations
through the 1990s. They anticipate
that most of this growth will take place
on the AM band.

Hundreds of other radio stations
countrywide apportion a significant
piece of their air schedules (over twenty
hours weekly), if not all, to foreign-
language programs in Portuguese,
German, Polish, Greek, Japanese, and
S0 on.
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Defining the
lifestyle of a
station’s audience
plays a crucial role
in the molding of a
format. Courtesy
LIVE 105.
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Over twenty-five stations broadcast
exclusively to American Indians and
Eskimos and are licensed to Native
Americans. Today these stations are
being fed programming from American
Indian Radio on Satellite (AIROS),
and the Indigenous Communications
Association predicts over 100 Indian-
operated stations by the end of the next
decade.

Middle-of-the-Road (MOR)/Full-
Service/Variety

The Middle-of-the-Road format (also
called Full-Service, Variety, General
Appeal, Diversified) is ambiguously
referred to because it defies more spe-
cific labeling. Succinctly, this is the
“not too anything” format, meaning
that the music it airs is not too cur-
rent, not too old, not too loud, and not
too soft.

MOR has been called the bridge
format because of its “all things to all
people” programming. However, its
audience has decreased over the
years, particularly since 1980, due to
the rise in popularity of more special-
ized formats. According to radio pro-
gram specialist Dick Ellis, MOR now
has a predominantly over-forty age
demographic, several years older than
just a decade ago. In some major mar-
kets the format continues to do well in
the ratings mainly because of strong
on-air personalities. But this is not the
format that it once was. Since its
inception in the 1950s, up through the
1970s, stations working the MOR
sound have often dominated their
markets. Yet the Soft Rock and Oldies
formats in the 1970s, the updating of
Easy Listening, and particularly the
ascendancy of Adult Contemporary
and Talk formats have conspired to
significantly erode MOR’s numbers.
For instance, M Street Journal cites
fewer than one hundred of these sta-
tions today.

MOR is the home of the on-air per-
sonality. Perhaps no other format
gives its air people as much latitude
and freedom. This is not to suggest
that MOR announcers may do as they
please. They, like any other, must

abide by format and programming pol-
icy, but MOR personalities often serve
as the cornerstone of their station’s
air product. Some of the best-known
deejays in the country have come from
the MOR milieu. It would then follow
that the music is rarely, if ever, pre-
sented in sweeps or even segued.
Deejay patter occurs between each cut
of music, and announcements are
inserted in the same way. News and
sports play another vital function at
these stations. During drive periods,
MOR often presents lengthened blocks
of news, replete with frequent traffic
reports, weather updates, and the lat-
est sports information. Many MOR
outlets are affiliated with major-
league teams. With few exceptions,
MOR is an AM format. Although it has
noted slippage in recent years, it will
likely continue to bridge whatever
gaps may exist in a highly specialized
radio marketplace.

Niche Formats

Experts say that the Alternative
formats, with their narrower focus on
specific demographic segments, will
enjoy greater success in the coming
years. In an interview in Broadcasting
and Cable, Jeff Pollack predicted
formats offering more nontraditional
approaches to mainstream music
(Modern Rock, for example) would be
the ratings winners of the next few
years. The intense fragmentation of the
listening pool means that the big
umbrella formats are going to lose out
to the ultra-specific ones.

Alternative Rock, which has never
fully enjoyed start status, is expected to
move up towards the front of the pack
in the second half of the 1990s. Of
course, when it comes to format prog-
nostication the term unpredictable
takes on a whole new meaning. Indeed,
there will be a rash of successful niche
formats in the coming years, due to the
ever increasing fragmentation of the
radio audience, but exactly what they
will be is anyone’s guess.

A few years back, no one thought that
All-Children’s Radio (Radio Aahs) would
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draw an economically attractive seg-
ment of the listening public, but today it
is one of the more successful niches on
the dial (mostly on AM at this writing),
and there are many other wanabees
entering the cluttered airwaves.

At best, the preceding is an incom-
plete list of myriad radio formats that
serve the listening public. The program
formats mentioned constitute the
majority of the basic format categories
prevalent today. Tomorrow? Who
knows. Radio is hardly a static indus-
try, but one subject to the whims of
popular taste. When something new
captures the imagination of the
American public, radio responds, and
often a new format is conceived.

THE PROGRAMMER

Program directors (PDs) are radio-
philes. They live the medium. Most
admit to being smitten by radio at an
early age. “It's something that is in your
blood and grows to consuming propor-
tions,” admits programmer Peter
Falconi. Long-time PD Brian Mitchell
recalls an interest in the medium as a
small child and for good reason. “I was
born into a broadcasting family. My
father is a station owner and builder.
During my childhood, radio was the
primary topic at the dinner table. It fed
the flame that I believe was already
ignited anyway. Radio fascinated me
from the start.”

The customary route to the program-
mer's job involves deejaying and partic-
ipation in other on-air-related areas,
such as copywriting, production, music,
and news. It would be difficult to state
exactly how long it takes to become a
program director. It largely depends on
the individual and where he or she hap-
pens to be. There are instances where
newcomers have gone into program-
ming within their first year in the busi-
ness. When this happens it is likeliest
to occur in a small market where
turnover may be high. On the other
hand, it is far more common to spend
years working toward this goal, even in
the best of situations. “Although my
father owned the station, I spent a long
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time in a series of jobs before my
appointment to programmer. Along the
way, I worked as station janitor, and
then got into announcing, production,
and eventually programming,” recounts
Mitchell.

One of the nation’s foremost air per-
sonalities, Dick Fatherly, whom Bill-
board Magazine has described as a
“long-time legend,” spent years as a
deejay before making the transition. “In
the twenty-five years that I've been in
this business, | have worked as a jock,
newsman, production director, and
even sales rep. Eventually I ended up in
program management. During my
career | have worked at WABC, WICC,
WFUN, WHB, to mention a few. Plenty
of experience, you might say,” com-
ments Fatherly.

Experience contributes most toward
the making of the station’s program-
mer. However, individuals entering the
field with hopes of becoming a PD do
well to acquire as much formal training
as possible. The programmer’s job has
become an increasingly demanding
one as the result of expanding compe-
tition. “A good knowledge of research
methodology, analysis, and application
is crucial. Programming is both an art
and a science today,” observes Jim
Murphy, general manager, WCGY-FM,
Lawrence, Massachusetts.

KLSX-FM program director Andy
Bloom concurs with Murphy, adding,
“A would-be PD needs to school him- or
herself in marketing research particu-
larly. Little is done any more that is not
based on careful analysis.”

Publisher B. Eric Rhoads echoes this
stance. “The role has changed. The PD
used to be a glorified music director
with some background in talent devel-
opment. Today the PD must be a mar-
keting expert. Radio marketing has
become very complex, what with tele-
marketing, data base marketing, direct
mail, interactive communication (fax,
computer bulletin boards), and so
forth. Radio is changing, and the PD
must adapt. No longer will records and
deejays make the big difference. Stations
are at parity in music, so better ways
must be found to set stations apart.”

Cognizant of this, schools with pro-
grams in radio broadcasting have
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begun to emphasize courses in audi-
ence research, as well as other pro-
gramming-related areas. An important
fact for the aspiring PD to keep in mind
is that more people entering broadcast-
ing today have college backgrounds
than ever before. While a college degree
is not necessarily a prerequisite for the
position of PD, it is clearly regarded as
an asset by upper management. “It
used to be that a college degree didn't
mean so much. A PD came up through
the ranks of programming, proved his
ability, and was hired. Not that that
doesn't still happen. It does. But more
and more the new PD has a degree or,
at the very least, several years of col-
lege,” contends Joe Cortese, air person-
ality, WBMX-FM, Boston. “I majored in
Communication Arts at a junior college
and then transferred to a four-year
school. There are many colleges offering
communications courses here in the
Boston area, so I'll probably take some
more as a way of further preparing for
the day when I'll be programming or
managing a station. That’s what I even-
tually want to do,” says Cortese, adding

that experience in the trenches is also
vital to success.

His point is well taken. Work experi-
ence does head the list on which a sta-
tion manager bases his or her selection
for program director. Meanwhile, col-
lege training, at the very least, has
become a criterion to the extent that if
an applicant does not have any, the
prospective employer takes notice.

Beyond formal training and experi-
ence, Chuck Ducoty, station manager
of WIYY-FM, Baltimore, says a PD must
possess certain innate qualities.
“Common sense and a good sense of
humor are necessary attributes and are
in rather short supply, I think.” Dick
Fatherly adds sensitivity, patience,
compassion, and drive to the list.

THE PROGRAM
DIRECTOR'S DUTIES
AND RESPONSIBILITIES

Where to begin this discussion poses
no simple problem, because the PD’s

Lee Abrams

On Station Programming

Today, the simple heritage or niche
programming formulas run into
problems too. For example, a station
that owns a format in a given market
but lets its dominance slip away to one
or more stations is what | call a
misevolved heritage station. Typically,
this situation is caused by greed
(leading to over-clutter) and ignoring
the audience’s needs. Heritage stations
that are music driven usually lose their
grip during the periods when music
goes through significant change, such
as in 1954, 1964, 1970, 1980, and
1994. In those years. new musical and

FIGURE 3.8

cultural attitudes evolved, which were
not addressed by these stations.

As far as niche stations are
concerned, many lack staying power. A
good illustration of this point is the
1979 Disco format. WKTU deservedly
went to number 1 in just 90 days in
New York, prompting scores of other
stations to leap to the Disco thing.
While the Disco concept helped bring
Urban formats into the mainstream, the
format was implemented in markets that
just. weren’t right. As a result, many
early Disco stations failed to evolve
once the “Saturday Night Fever” craze
subsided.

The heritage/niche programming
scenario seems to be one that hits
different format genres at different
times, and most stations succumb to it
over the long haul. Rock was the first
format to experience heritage/niche
syndrome. Now we’re seeing Urban,
and even the highly specialized Ethnic
formats, affected by this.
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responsibilities and duties are so
numerous and wide-ranging. Second in
responsibility to the general manager,
the program director is the individual
responsible for everything that goes
over the air. This involves working with
the manager in establishing program-
ming and format policy and overseeing
their effective execution. In addition, he
or she hires and supervises on-air
music and production personnel, plans
various schedules, handles the pro-
gramming budget, develops promo-
tions, monitors the station and its
competition, assesses research, and
may even pull a daily airshift. The PD
also is accountable for the presentation
of news, public affairs, and sports fea-
tures, although a news director often is
appointed to help oversee these areas.

The program director alone does not
determine a station’s format. This is an
upper management decision. The PD
may be involved in the selection
process but, more often than not, the
format has been decided upon before
the programmer has been hired. For
example, WYYY decides it must switch
from MOR to CHR in order to attract a
more marketable demographic. After an
in-depth examination of its own mar-
ket, research on the effectiveness of
CHR nationally, and advice from a pro-
gram consultant and rep company, the
format change is deemed appropriate.
Reluctantly the station manager con-
cludes that he must bring in a CHR
specialist, which means that he must
terminate the services of his present
programmer, whose experience is lim-
ited to MOR. The station manager
places an ad in an industry trade mag-
azine, interviews several candidates,
and hires the person he feels will take
the station to the top of the ratings.
When the new program director arrives,
he or she is charged with the task of
preparing the CHR format for its debut.
Among other things, this may involve
hiring new air people, the acquisition of
a new music library or the updating of
the existing one, preparing promos and
purchasing jingles, and working in
league with the sales, traffic, and engi-
neering departments for maximum
results.
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On the above points, Corinne
Baldasano, vice president of SW Pro-
gramming, observes, “First of all, of
course, you must be sure that the sta-
tion you are programming fills a market
void, i.e., that there is an opportunity
for you to succeed in your geographic
area with the format you are program-
ming. For example, a young adult alter-
native rock station may not have much
chance for success in an area that is
mostly populated by retirees. Once you
have determined that the format fills an
audience need, you need to focus on
building your station. The basic ingredi-
ents are making sure your music mix is
correct (if you are programming a music
station) and that you've hired the on-air
talent that conveys the attitude and
image of the station you wish to build.
At this stage, it's far more important to
focus inward than outward. Many sta-
tions have failed because they've paid

FIGURE 3.9
Comparing station
playlists within the
same format is a
source of
information for
programmers.
Courtesy of MMR.
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HIT RADIO SAMPLE HOURS

USERS GUIOE: A random sampling of selected radio stations.
This week, sample hours were extracted between 7PM and Midnight.
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more attention to the competition’s
product than they have their own.”

Once the format is implemented, the
program director must work at refining
and maintaining the sound. After a
short time, the programmer may feel
compelled to modify air schedules
either by shifting deejays around or
replacing those who do not enhance the
format. Says Metro Networks president
David Saperstein, “You've got to contin-
ually fine-tune the station’s sound. You
must remove any and all negatives, like
excessive talk, annoying commercials,
technical weaknesses, and so forth.
The most critical rule of thumb is that
stations should always concentrate on
bringing listeners to the station, keep-
ing them tuned in, and providing the
right balance of music, personalities,
talk, information, and commercials so
listeners do not have any reason to
tune elsewhere.”

The PD prepares weekend and holi-
day schedules as well, and this gener-
ally requires the hiring of part-time
announcers. A station may employ as
few as one or two part-timers or fill-in
people, or as many as eight to ten. This
largely depends on whether deejays
are on a five- or six-day schedule. At
most stations, air people are hired to
work a six-day week. The objective of
scheduling is not merely to fill slots
but to maintain continuity and consis-
tency of sound. A PD prefers to tamper
with shifts as little as possible and fer-
vently hopes that he has filled week-
end slots with people who are reliable.
“The importance of dependable, trust-
worthy air people cannot be overem-
phasized. It's great to have talented
deejays, but if they don’'t show up
when they are supposed to because of
one reason or another, they don't do
you a lot of good. You need people who
are cooperative. | have no patience
with individuals who try to deceive me
or fail to live up to their responsibili-
ties,” says Brian Mitchell. A station
that is constantly introducing new air
personnel has a difficult time estab-
lishing listener habit. The PD knows
that in order to succeed he or she must
present a stable and dependable
sound, and this is a significant pro-
gramming challenge.

Production schedules also are pre-
pared by the programmer. Deejays are
usually tapped for production duties
before or after their airshifts. For exam-
ple, the moming person who is on the air
from six to ten may be assigned produc-
tion and copy chores from ten until noon.
Meanwhile, the midday deejay who is on
the air from ten until three is given pro-
duction assignments from three to five,
and so on. Large radio stations fre-
quently employ a full-time production
person. If so, this individual handles all
production responsibilities and is super-
vised by the program director.

A program director traditionally han-
dles the department’s budget, which
generally constitutes 30 to 40 percent
of the station’s operating budget.
Working with the station manager, the
PD ascertains the financial needs of
the programming area. The size and
scope of the budget varies from station
to station. Most programming budgets
include funds for the acquisition of
program materials, such as albums,
features, and contest paraphernalia. A
separate promotional budget usually
exists, and it too may be managed by
the PD. The programmer’s budgetary
responsibilities range from monumen-
tal at some outlets to minuscule at oth-
ers. Personnel salaries and even
equipment purchases may fall within
the province of the program depart-
ment's budget. Brian Mitchell believes
that “an understanding of the total
financial structure of the company or
corporation and how programming fits
into the scheme of things is a real asset
to a programmer.”

Devising station promotions and
contests also places demands on the
PD’s time. Large stations often appoint
a promotion director. When this is the
case, the PD and promotion director
work together in the planning, develop-
ment, and execution of the promo-
tional campaign. The PD, however,
retains final veto power should he or
she feel that the promotion or contest
fails to complement the station’s for-
mat. When the PD alone handles pro-
motions and contests, he or she may
involve other members of the program-
ming or sales department in brain-
storming sessions designed to come up
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with original and interesting concepts.
The programmer is aware that the right
promotion or contest can have a major
impact on ratings. Thus he or she is
constantly on the lookout for an appro-
priate vehicle. In the quest to find the
promotion that will launch the station
on the path to a larger audience, the
PD may seek assistance from one of
dozens of companies that offer promo-
tional services.

The program director’s major objec-
tive is to program for results. If the sta-
tion’s programming fails to attract a
sufficient following, the ratings will
reflect that unhappy fact. All medium
and larger markets are surveyed by
ratings companies, primarily Arbitron.
Very few small rural markets, with
perhaps one or two stations, are sur-
veyed. If a small market station is
poorly programmed, the results will be
apparent in the negative reactions of
the local retailers. Simply put, the sta-
tion will not be bought by enough
advertisers to make the operation a
profitable venture. In the bigger mar-
kets, where several stations compete
for advertising dollars, the ratings are
used to determine which is the most
effective or cost-efficient station to
buy. “In order to make it to the top of
the ratings in your particular market,
you have to be doing the best job
around. It's the PD who is going to get
the station the numbers it needs to
make a buck. If he doesn’t turn the
trick, he’s back in the job market,”
observes Dick Fatherly.

Program directors constantly monitor
the competition by analyzing the rat-
ings and by listening. A radio station’s
programming is often constructed in
reaction to a direct competitor’'s. For
example, rock stations in the same
market often counterprogram news-
casts by airing them at different times
in order to grab up their competitor’s
tune-outs. However, rather than con-
trast with each other, pop stations tend
to reflect one another. This, in fact, has
been the basis of arguments by critics
who object to the so-called mirroring
effect. What happens is easily under-
stood. If a station does well by present-
ing a particular format, other stations
are going to exploit the sound in the
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hopes of doing well also. WYYY pro-
motes commercial-free sweeps of music
and captures big ratings, and soon its
competitor programs likewise.
“Program directors use what has
proven to be effective. It is more a mat-
ter of survival than anything. I think
most of us try to be original to the
degree that we can be, but there is very
little new under the sun. Programming
moves cyclically. Today we're all doing
this. Tomorrow we’ll all be doing that.
The medium reacts to trends or fads.
It's the nature of the beast,” notes
WQIK's Mitchell. Keeping in step with,
or rather one step ahead of, the compe-
tition requires that the PD know what is
happening around him or her at all
times.

Nearly 70 percent of the nation’s PDs
pull an airshift (go on the air them-
selves) on either a full-time or part-time
basis. A difference of opinion exists
among programmers concerning their
on-air participation. Many feel that
being on the air gives them a true sense
of the station’s sound, which aids them
in their programming efforts. Others
contend that the three or four hours
that they spend on the air take them
away from important programming
duties. Major market PDs are less likely
to be heard on the air than their peers
in smaller markets because of addi-

SMALL MARKETS
* Program Director
* Airstaff

MEDIUM MARKETS
* Program Director

« Music Director

* Production Director
* News Director

* Engineering

* Promotion

* Airstaff

LARGE MARKETS

* Program Director

* Assistant Program Director
* Music Director
 Music Librarian

* Programming Secretary
* Research Director

* Production Director

* Promotion Director

* News Director

* Tech Assistant

* Marketing Director

* Airstaff
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Personnel
structure of the
programming
department in
different size
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Computer software
that schedules a
station’s music is
very popular.
Courtesy Halper
and Associates.

tional duties created by the size and
status of the station. Meanwhile, small
and medium market stations often
expect their PDs to be seasoned air peo-
ple capable of filling a key shift. “It has
been my experience when applying for
programming jobs that managers are
looking for PDs with excellent announc-
ing skills. It is pretty rare to find a small
market PD who does not have a daily
airshift. It comes with the territory,”
says Gary Begin.

Whether PDs are involved in actual air-
shifts or not, almost all participate in the
production of commercials, public ser-
vice announcements, and promos. In
lieu of an airshift, a PD may spend sev-
eral hours each day in the station’s pro-
duction facilities. The programmer may,
in fact, serve as the primary copywriter

and spot producer. This is especially true
at nonmajor market outlets that do not
employ a full-time production person.

In summation, the program director
must possess an imposing list of skills
to effectively perform the countless
tasks confronting him or her daily.
There is no one person, other than the
general manager, whose responsibili-
ties outweigh the programmer’'s. The
program director can either make or
break the radio station.

ELEMENTS OF
PROGRAMMING

Few programmers entrust the selec-
tion and scheduling of music and
other sound elements to deejays and
announcers. There is too much at
stake and too many variables, both
internal and external, which must be
considered in order to achieve maxi-
mum results within a chosen format.
It has become a very complex under-
taking, observes KLSX's Bloom. “For
instance, all of our music is tested via
call-out. At least one or two percep-
tual studies are done every year,
depending on what questions we need
answered. Usually a couple of sets of
focus groups per year, too. Everything
is researched, and nothing is left to
chance.” In most cases, the PD deter-
mines how much music is to be pro-
grammed hourly and in what rotation,
and when news, public affairs fea-
tures, and commercials are to be slot-
ted. Program wheels, also variously
known as sound hours, hot clocks,
and format disks, are carefully
designed by the PD to ensure the
effective presentation of on-air ingre-
dients. Program wheels are posted in
the control studio to inform and guide
air people as to what is to be broad-
cast and at what point in the hour.
Although not every station provides
deejays with such specific program-
ming schemata, today very few sta-
tions leave things up to chance since
the inappropriate scheduling and
sequencing of sound elements may
drive listeners to a competitor. Radio
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programming has be-come that much
of an exacting science. With few
exceptions, stations use some kind of
formula in the conveyance of their
programming material.

At one time, Top 40 stations were the
unrivaled leaders of formula program-
ming. Today, however, even MOR and
AOR outlets, which once were the least
formulaic, have become more sensitive
to form. The age of free-form commer-
cial radio has long since passed, and it
is doubtful, given the state of the mar-
ketplace, that it will return. Of course,
stranger things have happened in
radio. Depending on the extent to
which a PD prescribes the content of a
sound hour, programming clocks may
be elaborate in their detail or quite
rudimentary. Music clocks are used to
plot out elements. Clocks reflect the
minutes of the standard hour, and the
PD places elements where they actually
are to occur during the hour. Many pro-
grammers use a set of clocks, or clocks
that change with each hour.

Program clocks are set up with the
competition and market factors in
mind. For example, programmers will
devise a clock that reflects morning and
afternoon drive periods in their market.
Not all markets have identical com-
muter hours. In some cities morning
drive may start as early as 5:30 a.m.,
while in others it may begin at 7:00
a.m. The programmer sets up clocks
accordingly. A clock parallels the activ-

ities of the community in which the sta-
tion operates.

Music stations are not the only ones
that use program wheels. News and Talk
stations do so as well. News stations, like
music outlets, use key format elements
in order to maintain ratings through the
hour. Many news stations work their
clocks in twenty-minute cycles. During
this segment news is arranged according
to its degree of importance and geo-
graphic relevance, such as local,
regional, national, and international.
Most news stations lead with their top
local stories. News stories of particular
interest are repeated during the segment.
Sports, weather, and other news-related
information, such as traffic and stock
market reports, constitute a part of the
segment. Elements may be juggled
around or different ones inserted during
successive twenty-minute blocks to keep
things from sounding repetitious.

In the Talk format, two-way conversa-
tion and interviews fill the space gener-
ally allotted to songs in the music format.
Therefore, Talk wheels often resemble
music wheels in their structure. For
example, news is offered at the top of the
hour followed by a talk sweep that pre-
cedes a spot set. This is done in a fashion
that is reminiscent of Easy Listening.

Of course, not all stations arrange
their sound hours as depicted in these
pages. Many variations exist, most
inspired by computers, but these exam-
ples are fairly representative of some of
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A model of a
station’s
competitive
environment as
conceived by
Arbitron. Courtesy
Arbitron.
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FIGURE 3.13
Music testing
companies provide
stations with
outside expertise.
Courtesy The
Benchmark
Company.

THE FREQUENCY BASED
MUSIC TEST.

Exclusively From The Benchmark Company

WHO DO YOU LIKE?

That’s long been the dominant
issue in auditorium music test-
ing. Most tests are based on
perceived liking of a "hook” of a
record.

But that causes a problem! For
most listeners, there’s quite a
gap between how much they
“like” something and how fre-
quently they want to hear it on
the radio. Case in point: you play
a”hook” of the “Wind Cries Mary”
for a listener. He gives it the
highest score for “liking.”

But did he give it that score
because he hasn't heard it in ten
years, or because it’s truly one of
his favorites? Moreover, that
kind of rating doesn't tell you
how frequently he wants to hear
it on the radio.

"The EBMT is the best new approach I've

seen in auditorium research.”
Robb Stewart, PD
WMXC, Charlotte
Format: AC

FREQUENCY OF AR PLAY
THE TRUE MEASURE

The Benchmark Company has
developed a new frequency
based music test system based
not solely on “liking” of a record,
but on the more reliable mea-
sure of “how often would you
like to hear this record.” Lis-
teners can respond much more
accurately to this type of ques-
tion—hence, program directors
have more reliable data with
which to construct play lists and
rotations.

The FBMT provides realistic
answers for burnout too. While
often difficult to measure in the
common like-dislike test, burn-
out evaluation is built right into
the FBMT.

"The EBMT represents a significant step

forward in auditorium music research.”
Chris Brodie, PD
KTWV, Los Angeles
Format: NAC

There continues to be a lot of
confusion with some broadcast-
ersabout multivariate techniques
for analyzing music data. At
Benchmark we make it simple to
understand and use—after all,
we pioneered the technique ten
years ago!

Simply put, cluster analysis is a tool
for data reduction. It allows you
to identify groups of listeners
who “cluster” together in their
musical preferences. Factor analy-
sis allows you to see how indi-
vidual songs and artists can be
grouped to improve rotations.
The FBMT provides the perfect
approach to use for cluster and
factor analysis. Your FBMT
results are turned around quick-
ly and the reports (including
cluster and factor analysis) are
broadcaster friendly.

“The FBMT s light years ahead of the
field. It really delivered for us at KVIL”

Tom Watson
Adult Contemporary Concepts
(Former PD at KVIL, Dallas)

For More Information on the Frequency Based Music Testw, Contact:
Paige Blount, Director of Research at 1-800-274-5164
1705 S. Capital of Texas Hwy. e Suite 305 ® Austin, Texas 78746

ples are fairly representative of some of
the program schematics used in today’s
radio marketplace.

Program wheels keep a station on a
preordained path and prevent wander-
ing. As stated, each programming ele-
ment—commercial, news, promo,
weather, and so on—is strategically
located in the sound hour to enhance

flow and optimize impact. Balance is
imperative. Too much deejay patter on a
station promoting more music and less
talk and listeners become disenchanted.
Too little news and information on a sta-
tion targeting the over-thirty male com-
muter and the competition benefits.
“When constructing or arranging the
program clock, you have to work forward
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45

:15

and backward to make sure that every-
thing fits and is positioned correctly. One
element out of place can become that
proverbial hole in the dam. Spots, jock
breaks, music—it all must be weighed
before clocking, A lot of experimentation,
not to mention research, goes into this,”
observes radio executive Lorna Ozman.
It was previously pointed out that a
station with a more-music slant will
limit announcer discourse in order to
schedule additional tunes. Some for-
mats, in particular Easy Listening,
have reduced the role of the
announcer to not much more than
occasional live promos and IDs, which
are written on liner or flip cards.
Nothing is left to chance. This also is
true of stations airing the supertight
hit music format. Deejays say what is

:30

written and move the music. At sta-
tions where deejays are given more
control, wheels play a less crucial
function. Outlets where a particular
personality has ruled the ratings for
years often let that person have more
input as to what music is aired.
However, even in these cases, playlists
generally are provided and followed.
The radio personality has enjoyed
varying degrees of popularity since the
1950s. Over the years, Top 40, more
than any other format, has toyed with
the extent of deejay involvement on the
air. The pendulum has swung from
heavy personality presence in the
1950s and early 1960s to a drastically
reduced role in the mid- and later
1960s. This dramatic shift came as the
result of programmer Bill Drake’s
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FIGURE 3.14

This is a typical
morning drivetime
CHR clock. It
reflects a nine-
minute commercial
load maximum per
hour. Notice the
way the stop sets
occur away from
the quarter-hour. A
Top 5 record is
often aired on the
quarter-hour to give
the station the best
ratings advantage.
This is called
“quarter-hour
maintenance.”
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FIGURE 3.15

A public radio
station’s program
schedule employing
the block approach.
Courtesy KNTU.
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attempt to streamline Top 40. In the
1970s, the air personality regained
some of his status, but in the 1980s the
narrowing of hit station playlists
brought about a new leanness and aus-
terity which again diminished the jock’s
presence. In the mid-1980s, some pop
music stations began to give the deejay
more to do. “There’s sort of a pattern to
it all. For a while, deejays are the gems
in the crown, and then they're just the
metal holding the precious stones in
place for another period of time. What
went on in the mid-1970s with person-
ality began to recur in the latter part of
the 1980s. Of course, there are a few
new twists in the tiara, but what it
comes down to is the temporary
restoration of the hit radio personality.
It's a back and forth movement, kind of
like a tide. It comes in, then retreats,
but each time something new washes
up. Deejays screamed at the teens in
the 1950s, mellowed out some in the
1960s and 1970s, went hyper again in
the 1980s, but conservatism seems to
be gaining favor once again,” observes
WQIK'’s Brian Mitchell.

In addition to concentrating on the
role deejays play in the sound hour, the
PD pays careful attention to the general
nature and quality of other ingredients.
Music is, of course, of paramount
importance. Songs must fit the format
to begin with, but beyond the obvious,
the quality of the artistry and the audio
mix must meet certain criteria. A sub-
standard musical arrangement or a
disk with poor fidelity detracts from the
station’s sound. Jingles and promos
must effectively establish the tone and
tenor of the format, or they have the
reverse effect of their intended purpose,
which is to attract and hold listeners.
Commercials, too, must be compatible
with the program elements that sur-
round them.

In all, the program director scruti-
nizes every component of the program
wheel to keep the station true to form.
The wheel helps maintain consistency,
without which a station cannot hope to
cultivate a following. Erratic program-
ming in today’s highly competitive mar-
ketplace is tantamount to directing
listeners to other stations.

PROGRAMMING
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THE PROGRAM
DIRECTOR AND THE
AUDIENCE

The programmer must possess a clear
perception of the type of listener the
station management wants to attract.
Initially, a station decides on a given
format because it is convinced that it
will make money with the new-found
audience, meaning that the people
who tune in to the station will look
good to prospective advertisers. The
purpose of any format is to win a desir-
able segment of the radio audience.
Just who these people are and what
makes them tick are questions that the
PD must constantly address in order
to achieve reach and retention. An
informed programmer is aware that
different types of music appeal to dif-
ferent types of people. For example,
surveys have long concluded that
heavy rock appeals more to men than
it does to women, and that rock music,
in general, is more popular among
teens and young adults than it is with
individuals over forty. This is no
guarded secret, and certainly the pro-
grammer who is out to gain the over-
forty crowd is doing himself and his
station a disservice by programming
even an occasional hard rock tune.
This should be obvious.

A station’s demographics refer to the
characteristics of those who tune in—
sex, age, income, and so forth. Within
its demographics a station may exhibit
particular strength in specific areas, or
cells as they have come to be termed.
For example, an Adult Contemporary
station targeting the twenty-four- to
thirty-nine-year-old group may have a
prominent cell in females over thirty.
The general information provided by
the major ratings surveys indicate to
the station the age and sex of those lis-
tening, but little beyond that. To find
out more, the PD may conduct an in-
house survey or employ the services of
a research firm.

Since radio accompanies listeners
practically everywhere, broadcasters
pay particular attention to the lifestyle
activities of their target audience. A sta-
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FIGURE 3.16
Program clock for a
network syndicated
format. Courtesy
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tion’s geographic locale often dictates
its program offerings. For example,
hoping to capture the attention of the
thirty-five-year-old male, a radio outlet
located in a small coastal city along the
Gulf of Mexico might decide to air a
series of one-minute informational tips
on outdoor activities, such as tennis,
golf, and deep-sea fishing, that are
exceptionally popular in the area.
Stations have always catered to the
interests of their listeners, but in the
1970s audience research became much
more lifestyle oriented.

In the 1990s, broadcasters delve fur-
ther into audience behavior through
psychographic research, which, by
examining motivational factors, pro-
vides programmers with information
beyond the purely quantitative.
Perhaps one of the best examples of a
station’s efforts to conform to the
lifestyle of its listeners is “dayparting,”
a topic briefly touched upon in the dis-
cussion of program wheels. For the
sake of illustration, let us discuss how
an AC station may daypart (segmental-
ize) its broadcast day. To begin with,
the station is targeting an over-forty
audience, somewhat skewed toward
males. The PD concludes that the sta-
tion’s biggest listening hours are morn-
ings between seven and nine and
afternoons between four and six, and
that most of those tuned in during
these periods are in their cars com-
muting to or from work. It is evident to
the programmer that the station’s pro-
gramming approach must be modified
during drivetime to reflect the needs of
the audience. Obviously traffic reports,
news and sports updates, weather
forecasts, and frequent time checks are
suitable fare for the station’s morning
audience. The interests of homebound
commuters contrast slightly with those
of workbound commuters. Weather
and time are less important, and most
sports information from the previous
night is old hat by the time the listener
heads for home. Stock-market reports
and information about upcoming
games and activities pick up the slack.
Midday hours call for further modifica-
tion, since the lifestyle of the station’s
audience is different. Aware that the

PROGRAMMING 95

majority of those listening are home-
makers (in a less enlightened age this
daypart was referred to as “housewife”
time), the PD reduces the amount of
news and information, replacing them
with music and deejay conversation
designed specifically to complement
the activities of those tuned. In the
evening, the station redirects its pro-
gramming and schedules sports and
talk features, going exclusively talk
after midnight. All of these adjust-
ments are made to attract and retain
audience interest.

The program director relies on sur-
vey information and research data to
better gauge and understand the sta-
tion's audience. However, as a member
of the community that the station
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Many stations have
replaced local
deejays with
national
personalities. Tom
Joyner is among
the most popular.
Courtesy ABC.
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Keeping track of a

song's performance
is a vital element in

retaining the edge
in music
programming.
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Page No. 1 C1TISTAT - Chicago
WKQX-FM/AC
91.01.18
TUNED IN-ALPHABETICAL LIST BY ARTIST
Artist Song Title Time
LR l
10CC The Things We Do For Love 12m
*h A
ADAMS, OLETA Get Here 02a
ADAMS, OLETA Get Here 06a
ADAMS, OLETA Get Here 10a
ADAMS, OLETA Get Here 02p
ADAMS, OLETA Get Here 07p
ADAMS, OLETA Get Here 11p
ALIAS More Than Words Can Say Ola
ALIAS More Than Words Can Say 12n
ALIAS More Than Words Can Say 10p
ASTLEY, RICK It Would Take A Strong Strong Olp
AUSTIN/ INGRAM Baby, Come To Me 02a
ax B
BAD ENGLISH when I See You Smile 0la
BANGLES Eternal Flame Ola
BANGLES Manic Monday 04p
BEACH BOYS Kokomo 07p
BERLIN Take My Breath Away Ola
BERLIN Take My Breath Away 08p
BOLTON, MICHAEL (Sittin’ On) The Dock Of The.. 08p
BRANIGAN, LAURA Self Control Ola
BROWNE, JACKSON Doctor My Eyes 0lp
BROWNE, JACKSON Running On Empty 09p
BROWNE, JACKSON Somebody's Baby 09%a
*h C
CAFFERTY, JOHN & BBB on The Dark Side 06a
CARA, IRENE Flashdance (What A Feeling) 0lp
CAREY, MARIAH Love Takes Time 0la
CAREY, MARIAH Love Takes Time 05a
CAREY, MARIAH Love Takes Time lla
CAREY, MARIAH Love Takes Time 04p
CAREY, MARIAH Love Takes Time 10p
CAREY, MARIAH vision Of Love 10p
CARLISLE, BELINDA Heaven Is A Place On Barth 02a
CARLISLE, BELINDA Heaven Is A Place On Earth llp
CARLISLE, BELINDA I Get Weak 06p
CARMEN, ERIC Hungry Eyes 09p
CHER If I Could Turn Back Time 12m
CHER The S}
g:g: ::: g; Music 1s broken our alphabetically by arusts with the
CHICAGO Feelir exact hour of air noted
CHICAGO Harxd 1 » " " =
CHICAGO Look Away 11p
CHICAGO Old Days 08p
FIGURE 3.18

serves, the programmer knows that not
everything is contained in formal docu-
mentation. He or she gains unique
insight into the mood and mentality of
the area within the station’s signal
simply by taking part in the activities
of day-to-day life. A programmer with a
real feel for the area in which the sta-
tion is located, as well as a fundamen-
tal grasp of research methodology and
its application, is in the best possible
position to direct the on-air efforts of a
radio station. Concerning the role of
audience research, Peter Falconi says,
“You can’'t run a station on research
alone. Yes, research helps to an extent,
but it can’t replace your own observa-
tions and instincts.” Brian Mitchell

agrees with Falconi. “I feel research is
important, but how you react to
research is more important. A PD also
has to heed his gut feelings. Gaps exist
in research, too. If I can’t figure out
what to do without data to point the
way every time I make a move, I should
get out of radio. Success comes from
taking chances once in a while, too.
Sometimes it’s wiser to turn your back
on the tried and tested. Of course, you
had better know who's out there before
you try anything. A PD who doesn'’t
study his audience and community is
like a race car driver who doesn’t famil-
iarize himself with the track. Both can
end up off the road and out of the
race.”

THE PROGRAM
DIRECTOR AND THE
MUSIC

Not all radio stations have a music
director. The larger the station, the
more likely it is to have such a person.
In any case, it is the PD who is ulti-
mately responsible for the music that
goes over the air, even when the posi-
tion of music director exists. The
duties of the music director vary from
station to station. Although the title
suggests that the individual perform-
ing this function would supervise the
station’s music programming from the
selection and acquisition of records to
the preparation of playlists, this is not
always the case. At some stations, the
position is primarily administrative or
clerical in nature, leaving the PD to
make the major decisions concerning
airplay. In this instance, one of the
primary duties of the music director
might be to improve service from
record distributors to keep the station
well supplied with the latest releases.
A radio station with poor record ser-
vice may actually be forced to pur-
chase music. This can be prevented to
a great extent by maintaining close
ties with the various record distributor
reps.

Over the years the music industry
and the radio medium have formed a
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mutually beneficial alliance. Without
the product provided by the recording
companies, radio would find itself
with little in the way of programming
material, since ninety percent of the
country’s stations feature recorded
music. At the same time, radio serves
as the principal means by which the
recording industry gets word of its
new releases to the general public.
Succinctly put, radio sells records.
While radio seldom pays for music
(cassettes, CDs)—recording companies
send demos of their new product to
most stations—it must pay annual
licensing fees to ASCAP (American
Society of Composers, Authors, and
Publishers), BMI (Broadcast Music,
Inc.), or SESAC (Society of European
Stage Authors and Composers) for the
privilege of airing recorded music.

These fees range from a few hundred
dollars at small, noncommercial, edu-
cational stations, to tens of thousands
of dollars at large, commercial, metro-
market stations. The music licensing
fees paid by stations are distributed to
the artists and composers of the songs
broadcast.

When music arrives at the station, the
music director (sometimes more appro-
priately called the music librarian or
music assistant) processes them
through the system. This may take
place after the program director has
screened them. Records are categorized,
indexed, and eventually added to the
library if they suit the station’s format.
Each station approaches cataloguing in
its own fashion. Here is a simple exam-
ple: an Adult Contemporary outlet
receives an album by a popular female
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FIGURE 3.19
Radio reflects the
lifestyle of its
users. Courtesy of
Westinghouse
Electric.
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FIGURE 3.20

A host of
computerized
music
programming
services are used
by stations.
Courtesy RCS.

SIRMPLER

The Music Research System.

e RELIABLE
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SAMPLER is powerful...
The competition 1s tough. If youd rather not depend entirely on

guesswork for your station's success. you need SAMPLER, the com-
puter-axded music research system.

SAMPLER is flexible ...
SAMPLER is able to manage your weekly call-outs. auditonum
testing, and retail store sales research, even audience listening habis

and perceptions. You use the results of ts analyses 1o base your
music decisions on information instead of chance.

SAMPLER is reliable...
SAMPLER'S design has been driven by some of the most ambx-

tious and successiul PDs in Amenca, for nearly a decade. s analy-
ses were programmed by a PhD stabstician.

SAMPLER is easy touse...
SAMPLER comes to you from the same people who designed
SELECTOR, the most widely-used musk: scheduiing system in the

world. #t looks like SELECTOR, it works fike SELECTOR, and you get
the tamous RCS support

SAMPLER is confidential and secure...

Because SAMPLER 1s compietely in-house, you don't have fo pay
outsiders {0 analyze your senstive research resufts; no matter how
sophisticated the analysis you need, SAMPLER can handle t. And
therg's No worry about your data getting into the wrong hands. it's all
in your control,

vocalist whose last name begins with an
L. The program director auditions the
album and decides to place three cuts
into regular on-air rotation. The music
director then assigns the cuts the fol-
lowing catalogue numbers: L106/U/F,
L106/D/F, and L106/M/F. L106 indi-
cates where the album may be located
in the library. In this case, the library is
set up alphabetically, then numerically
within the given letter that represents
the artist’s last name. In other words,
this would be the 106th album found in
the section reserved for female vocalists
whose names begin with an L. The next

el

s,

The Music Information System.

MUSICbase is the ultimate song reference
for sharp programmers. You'll have the edge
because you’ll have the information on every
song you're playing.

EVERY SONG ?2/2/21?

Probably so, because MUSICbase contains miormalon on about
20000 songs That's every song that has charted in the rock era plus
hundreds more “Bonus Cuts™ These are the aibum cuts and fipsides
maost often played by radio. by artists ke the Beatles. Bruce Spnng-
steen and Genesis

On Radio’s most requesied songs. we've coded the songs o make
your job even easier

COMPLETE CHART HISTORY...

You'll know not ust the top 10 or 20, but the entire HOT 100 for any
week at the touch of a key

_ den byt B e RN =B 15 =
o SELECTOR, that is. MUSICbase was compiled by RCS, makers
of SELECTOR, the radio ndustry's standard for music scheduling.
SELECTOR and MUSIChase are fully interfaced so you can copy
songs nght trom MUSIChase into your ibrar

OVER 1000 THEMES.....

You can browsa through all 1he love SoNgs, rain songs, car Songs. or
over a thousand more themes ... nstantly

WRITERS/PUBLISHERS/LICENSEE ...

No more heavy research for BMI logging penods since MUSICbase
contams this ntormaton

IT WORKS FOR EVERY FORMAT...

Because the songs ncluded fit every era and style from 1958 to today

With complete on-ine help. MUSICbase has been designed for s
of use You don't have 10 be a computer genus o use it. but you'l|
become a music gernws in no ime al all

symbol indicates the tempo of the cut:
U(p) tempo, D(own) tempo, and
M(edium) tempo. The F that follows the
tempo symbol indicates the artist’'s gen-
der: Female.

When a station is computerized (and
in this day and age, few are not), this
information, including the frequency or
rotation of airplay as determined by
the PD, will be entered accordingly.
Playlists are then assembled and
printed by the computer. The music
director sees that these lists are placed
in the control room for use by the dee-
jays. This last step is eliminated when
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the on-air studio is equipped with a
computer terminal. Deejays then sim-
ply punch up the playlists designed for
their particular airshifts.

The use of computers in music pro-
gramming has become widespread,
especially in larger markets where the
cost of computerization is absorbed
more easily. The number of computer
companies selling both hardware and
software designed for use by program-
mers has soared. Among those provid-
ing computerized music systems are
Halper and Associates, Jefferson Pilot
Data Systems, Radio Computing
Systems, Columbine Systems. Also,
some journals, such as Billboard and
Radio and Records, provide up-to-date
computerized music research on new
singles and albums to assist station
programmers.

At those radio stations where the
music director’s job is less administra-
tive and more directorial, this individ-
ual will actually audition and select
what songs are to be designated for air-
play. However, the music director
makes decisions based upon criteria
established by the station’s program-
mer. Obviously, a music director must
work within the station’s prescribed
format. If the PD feels that a particular
song does not fit the station’s sound, he
will direct the music director to remove
the cut from rotation. Since the PD and
music director work closely together,
this seldom occurs.

A song’s rotation usually is relative to
its position on national and local record
sales charts. For instance, songs that
enjoy top ranking, say those in the top
ten, will get the most airplay on hit-
oriented stations. When songs descend
the charts, their rotation decreases pro-
portionately. Former chart toppers are
then assigned another rotation configu-
ration that initially may result in one-
tenth of their former airplay and
eventually even less. PDs and music
directors derive information pertaining
to a record’s popularity from various
trade journals, such as Billboard, Radio
and Records, and Monday Morning
Replay, as well as listener surveys, area
record store sales, and numerous other
sources. Stations that do not program
from the current charts compose their

PROGRAMMING
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playlists of songs that were popular in
years gone by. In addition, these sta-
tions often remix current hit songs to
make them adaptable to their more

conservative sound. While Easy
Listening stations do not air popular
rock songs, they do air softened ver-
sions by other artists, usually large
orchestras. Critics of this technique
accuse the producers of lobotomizing
songs to bring them into the fold. In
nonhit formats there are no “power-
rotation” categories or hit positioning
schemata; a song’s rotation tends to be
more random, although program
wheels are used.

Constructing a station playlist is the
single most important duty of the music
programmer. What to play, when to play
it, and how often are some of the key
questions confronting this individual.
The music director relies on a number
of sources, both internal and external,
to provide the answers, but also must
cultivate an ear for the kind of sound
the station is after. Some people are
blessed with an almost innate capacity
to detect a hit, while most must develop
this skill over a period of time.

www americanradiohistorv.com
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FIGURE 3.21
Computerized
music logging has
made station
programming even
more exacting a
science. This is
just one of the
possible logs that
can be created.
Courtesy RCS.

THE PROGRAM
DIRECTOR AND THE
FCC

The government is especially interested
in the way a station conducts itself on
the air. For instance, the program
director makes certain that his station
is properly identified once an hour, as
close to the top of the hour as possible.
The ID must include the station’s call
letters and the town in which it has
been authorized to broadcast. Failure
to properly identify the station is a vio-
lation of FCC rules.

Other on-air rules that the PD must
address have to do with program con-
tent and certain types of features. For
example, profane language, obscenity,
sex- and drug-related statements, and
even innuendos in announcements,
conversations, or music lyrics jeopar-

dize the station’s license. Political mes-
sages and station editorials are care-
fully scrutinized by the programmer.
On-air contests and promotions must
not resemble lotteries in which the
audience must invest to win. A station
that gets something in return for
awarding prizes is subject to punitive
actions. Neither the deejays, PD, music
director, nor anyone associated with
the station may receive payment for
plugging a song or album on the air.
This constitutes “payola” or “plugola”
and was the cause of great industry
upheaval in the 1950s. Today, PDs and
station managers continue to be partic-
ularly careful to guard against any
recurrence, although there have been
charges that such practices still exist.

The program director must monitor
both commercial and noncommercial
messages to ensure that no false, mis-
leading, or deceptive statements are
aired, something the FCC staunchly
opposes. This includes any distortion of
the station’s ratings survey results. A
station that is not number one and
claims to be is lying to the public as far
as the FCC is concerned, and such
behavior is not condoned.

License renewal programming promi-
ses must be addressed by the PD. The
proportion of nonentertainment pro-
gramming, such as news and public
affairs features, pledged in the station’s
renewal application must be adhered
to, even though such requirements
have been all but eliminated. A promise
is a promise. If a station claims that it
will do something, it must abide by its
word.

The PD helps maintain the station’s
Emergency Broadcast System (EBS),
making certain that proper announce-
ments are made on the air and that
the EBS checklist containing an
authenticator card is placed in the
control room area. PDs also instruct
personnel in the proper procedures
used when conducting on-air tele-
phone conversations to guarantee
that the rights of callers are not vio-
lated.

The station log (which ultimately is
the chief engineer’'s responsibility)
and program log (no longer required

www americanradiohistorv com


www.americanradiohistory.com

PROGRAMMING 101

Frank Bell

Advice to Programmers

Rule #1: Follow the listeners, not the
format. So many people in radio get
caught up in terms like CHR, New
AC, Alternative, and AAA that they
lose track of their goal: finding
listeners.

Consumers of radio think in terms
of “what I like” and “what | don’t
like.” By researching your listeners’
tastes and giving them what they
want (as opposed to what fits the
industry’s definition of what they
should have), you’ll maximize your
chances for success.

Rule #2: Think outside in, not inside
out. The fact that one company may
now own several stations in a market
and is capable, for example, of
skewing one FM toward younger
females and the other toward older
females does not mean that you will
automatically “dominate females.”

FIGURE 3.22

The only reality that counts is that of
the listener. If listeners feel your
station serves a meaningful purpose
for them, they will happily cast their
Arbitron vote in your favor. If they
believe you are simply duplicating
what is already available elsewhere
on the dial, you will be doomed to
ratings obscurity.

Rule #3: Early to bed, early to rise,
Advertise, Advertise, Advertise. In the
Arbitron game of unaided recall, the
dominant issue is Top-of-Mindness.

The best way to get that is through
advertising your name and your
station’s benefits—on your own air and
on any other medium you can afford.
Just for fun, here’s a diagram |
sometimes use to show first-time PD’s
the various factors which influence
their station’s ratings:

Z(%X X B = Your Ratings

X is what your station does.

Y is what your direct competitors do.
A represents “environmental” factors
in the market, such as what’s on
TV during the survey, riots, floods,

earthquakes, and (in some cases)
the O} trial.

B is what the rating service does. In
the case of Arbitron, this would
include the response rate, editing
procedures, and distribution of
diaries by race, age, and sex.

The most important thing to
understand is that as Program Director,
the only part of the equation you can
control is “X.” Do the best you can at
keeping your station sounding
compelling, entertaining, and focused
on its target audience, and don’t get an
ulcer over those elements you can’t
control.

by the FCC but maintained by most
stations anyway) are examined by the
PD for accuracy, and he also must see
to it that operators have permits and
that they are posted in the on-air stu-
dio. In addition, the station manager
may assign the PD the responsibility
for maintaining the station’s Public
File. If so, the PD must be fully aware
of what the file is required to contain.
The FCC and many broadcast associ-
ations will provide station operators
with a Public File checklist upon
request. This information is available
in the Code of Federal Regulations
(73.3526) as well.

Additional programming areas of
interest to the FCC include procedures

governing rebroadcasts, simulcasts,
and subcarrier activities. The program
director also must be aware that the
government is keenly interested in
employment practices. The program-
mer, station manager, and other
department heads are under obligation
to familiarize themselves with equal
employment opportunity (EEO) and
affirmative action rules. An annual
employment report must be sent to the
FCC.

The preceding is only a partial listing
of the concerns set forth by the govern-
ment relative to the program director’s
position. For a more comprehensive
assessment, refer to the CFR Index at
the end of Chapter 2.
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FIGURE 3.23

All information
about a given
record can be
called up on the
screen as shown
here. Courtesy TM
Century.

PRI

THE PROGRAM
DIRECTOR AND UPPER
MANAGEMENT

The pressures of the program director’s
position should be apparent by now.
The station programmer knows well
that his or her job entails satisfying the
desires of many—the audience, govern-
ment, air staff, and, of course, manage-
ment. The relationship between the PD
and the station’s upper echelon is not
always serene or without incident.
Although usually a mutually fulfilling
and productive alliance, difficulties can
and do occur when philosophies or
practices clash. “Most inhibiting and
detrimental to the PD is the GM who
lacks a broad base of experience but
imposes his opinions on you anyway.

(s

The guy who has come up through
sales and has never spent a minute in
the studio can be a real thorn in the
side. Without a thorough knowledge of
programming, management should
rely on the expertise of that person
hired who does. I don’t mean, ‘Hey,
GM, get out of the way!’ What I'm say-
ing is, don’t impose programming ideas
and policies without at least conferring
with that individual who ends up tak-
ing the heat if the air product fails to
bring in the listeners,” says Dick
Fatherly.

Station manager Chuck Ducoty con-
tends that managers can enhance as
well as inhibit the style of program-
mers. “I've worked for some managers
who give their PDs a great deal of space
and others who attempt to control every
aspect of programming. From the sta-
tion manager’s perspective, I think the
key to a good experience with those
who work for you is to find excellent
people from the start and then have
enough confidence in your judgment to
let them do their job with minimal
interference. Breathing down the neck
of the PD is just going to create tension
and resentment.”

Programmer Peter Falconi believes
that a sincere effort to get to know and
understand one another should be
exerted by both the PD and manager.
“You have to be on the same wave-
length, and there has to be an excellent
line of communication. When a man-
ager has confidence and trust in his
PD, he’ll generally let him run with the
ball. It's a two-way street. Most prob-
lems can be resolved when there is
honesty and openness.”

Programmer Andy Bloom offers this
observation: “Great upper manage-
ment hires the best players, gives
them the tools to do their job, and
then leaves them alone. A winning for-
mula.”

An adversarial situation between the
station’s PD and upper management
does not have to exist. The station that
cultivates an atmosphere of coopera-
tion and mutual respect seldom
becomes embroiled in skirmishes that
deplete energy—energy better spent
raising revenues and ratings.

www americanradiohistorv.com


www.americanradiohistory.com

PROGRAMMING

103

WESTWOOD ONE PRESENTS

==}

More than 2 countdown... 7

MOre 1., 20 interview show...

it's Qut of Order...

We like to call it the “Anti-Countdown”...
Host Jed the Fish from KROQ/Los Angeles
calls it “Fun with radio - we start at
aumber one and go straight to hell.”

It's two hours of the week's top 15 (or so)
New Rock tracks, - played in no particular
order - along with in-studio guests and
regular features including...

"Time Warp"- a flashback In time
with bits of Modern Rock history from
Westwood One's famed archives...
"Foreign Exchange” - with rare imports
from around the world, and...

"60 Seconds With...", featuring up-close
interviews with today's most popular
New Rock artists.

It's all packed into one show, cool enough
for the Alternative rock scene.

"W, Out of Order - only from Westwood One.

...h y | " at -
g g AR SEIRE TSRS SN TR TSR e N

@ IT COULD ONLY COME FROM WESTWOOD ONE
P ‘ t_ 'Hf I.{' s w/ » - |

-
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FIGURE 3.24
Countdown
programs are
effective at
attracting
audiences.

Courtesy ABC.
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FIGURE 3.25
Economical, easy-
to-use, in-house
systems eliminate
old-fashioned, time-
consuming index
card file methods.
Courtesy Jefferson
Pilot Data Systems.

CHAPTER HIGHLIGHTS

1. The Adult Contemporary (A/C)
format features current (since the
1970s) pop standards. It appeals to the
twenty-five to forty-nine age group,
which attracts advertisers. It often uti-
lizes music sweeps and clustered com-
mercials.

2. Contemporary Hit Radio (CHR)
features current, fast-selling hits from
the Top 40. It targets teens, broadcasts
minimal news, and is very promo-
tion/contest oriented. Some CHR's
have redirected their playlists to create
a Modern Hit or Churban sound.

3. Country is the fastest growing for-
mat since the 1970s. More prevalent in
the South and Midwest, it attracts a
broad age group and offers a variety of
subformats.

4. Easy Listening stations evolved
from the Beautiful Music stations of
the 1960s and 1970s. Featuring
mostly instrumentals and minimal
talk, many stations have become auto-
mated and use prepackaged program-
ming. The primary audience is over age
fifty. Its following has dwindled in
recent years due to myriad softer AC
formats.

5. Album-Oriented Rock (AOR)
stations began in the mid-1960s to
counter Top 40 stations. Featuring
music sweeps with a large airplay
library, they play rock album cuts.
News is minimal. The format attracts a
predominantly male audience aged
eighteen to thirty-four. Modern,
Alternative, and Classic rock stations
have cut into traditional AOR numbers.

6. All-News stations rotate time
blocks of local, regional, and national
news and features to avoid repetition.
The format requires three to four times
the staff and budget of most music
operations.

7. All-Talk combines discussion and
call-in shows. It is primarily a medium
and major market format. Like All-
News, All-Talk is mostly found on AM
but is now finding a home on the FM
band.

8. The Nostalgia playlist emphasizes
popular tunes from the 1940s and pre-
rock 1950s, presenting its music in
sweeps with a relatively low deejay pro-
file.

9. The Oldies playlist includes hits
from the 1950s and 1960s, relying on
fine air personalities. Commercials are
randomly placed and songs are spaced
to allow deejay patter.

LIBRARY INFORMATION
CART CATEGORY LEVEL PACKET TITLE LICEMSE
664 A 1 3} SHE BOP 635 A
ARTIST ONE ROLE ARTIST TWO
CYNDI LAUPER 112 Fv
MOOD ........ 2| APPEAL I CHART | DPAYPART
TEMPO ...... MM | | i RESTRICTI ONS
TIMBRE ...... I AGE MF | 1 111 11
SOUND CODES FR I | »18 | CURRENT i 212345678901212345678201
OPENER ,,..... Y | 18-24 I LAST ... MatwiinrerwiNPPPPPPPPPPP
TYPE ieeevenn | 24-34 I PEAK . I M-F NNNNN
KEY ..... - I 24-44 i | SAT NNNNN
RUNTIME ... 3:45 | 45-54 I PEAKED IN | SUN NNNNN
INTROTIME 8,14 | 55> [} €/84  —--mmemmmm e
ENDING ....... Ct I ! DAYPART ROTATION 5252
DATES PLAYS IN | MOVE INFORMATTION
ENTERED 7/20/84 CATEGORY | DATE PLAYS CAT LEVEL PK
LAST PLAY 8/23/84 10 PM 235 | 67 07 0 OR 0 1 o
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10. Classic Rock concentrates on
tunes primarily featured by AOR sta-
tions over the past two decades.
Meanwhile, Classic Hit stations fill the
gap between Oldies and CHR outlets
with playlists that draw from 1970s
and 1980s Top 40 charts.

11. Urban Contemporary (UC) is the
“melting pot” format, attracting a het-
erogeneous audience. Its upbeat,
danceable sound and hip, friendly dee-
jays attract the eighteen to thirty-four
age group. Contests and promotions
are important.

12. Classical commercial outlets are
few, but they have a loyal audience.

PROGRAMMING 105

Primarily an FM format appealing to a
higher-income, college-educated (up-
scale, twenty-five to forty-nine) audi-
ence, Classical features a conservative,
straightforward air sound.

13. Religious stations are most
prevalent on the AM band. Religious
broadcasters usually approach pro-
gramming in one of two ways. One
includes music as a primary part of
its presentation, while the other does
not.

14. Ethnic stations serve the listen-
ing needs of minority groups. Black and
Hispanic listeners constitute the
largest ethnic audiences.
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FIGURE 3.26
Payola statement
signed by a station
employee. Courtesy
Michael Napoilitano
and Capital
Cities/ABC, Inc.
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FIGURE 3.27
Computers can
program music and
keep music library
records as well.
Many types of
music directories
can be established,
such as category,
artist, title, and cart
{cartridge number).
Courtesy RCS.
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02/15/86 * R. C. 8. L] 02/p
* ROCKIN’ AMERICA *
* WITH SELECTOR *
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CART T I TULE A RTIST S8 TIME/END

 ————

PHIL COLLINS

00:00 00:00 TOP OF THE HOUR ID -~ KEEP ROCKING! 0:05
“ I'n '.'...."'....".'..'.'5;;;.'.
BORN IN THE USA 15/ o/F
Cr-1056 TALK TO ME STEVIE NICKS 4:08
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07:41 08:00  BACKSELL, TEASE/SPOTS/WEATHER/JINGLE INTO MUSIC 3100
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15. Middle-of-the-Road (MOR) sta-
tions rely on the strength of air person-
alities and features. Mostly an AM
format, MOR attempts to be all things
to all people, attracting an over-forty
audience.

16. Niche formats, like All-Children
and Tourist Radio, are popping up all
over the dial as the listening audience
becomes more diffused.

17. Program directors (PDs) are hired
to fit whatever format the station man-
agement has selected. They are chosen
for their experience, primarily, al-
though education level is important.

18. The PD is responsible for every-
thing that is aired. Second in responsi-
bility to the general manager (when no
Operations Manager position exists),
the PD establishes programming and
format policy; hires and supervises on-
air, music, and production personnel;
handles the programming budget;
develops promotions; monitors the sta-
tions and its competitors and assesses
research; is accountable for news, pub-
lic affairs, and sports features; and may
even pull an airshift.

19. The PD's effectiveness is mea-
sured by ratings in large markets and
by sales in smaller markets.

20. The PD determines the content of
each sound hour, utilizing program

clocks to ensure that each element—
commercial, news, promo, weather,
music, and so on—is strategically
located to enhance flow and optimize
impact. Even News/Talk stations need
program clocks.

21. PDs must adjust programming to
the lifestyle activities of the target audi-
ence. They must develop a feel for the
area in which the station is located, as
well as an understanding of survey
information and research data.

22. Finally, the PD must ensure that
the station adheres to all FCC regula-
tions pertaining to programming prac-
tices, anticipating problems before they
occur.

APPENDIX: A STATION
OWNER AIRCHECKS HIS
PROGRAMMING

To: Steve
Fr: Jay
re: WLKZ Programming

In listening over the past few days, but only
to an hour or two total, it appears that much of
the “big picture” programming philosophy has
been lost. Perhaps Joe hasn't reviewed the old
operations manual. But some mechanical
changes could dramatically help the sound of
the station until the philosophy is recreated or
changed.
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FEDERAL COMMUNICATIONS COMMISSION
Restricted Radiotelephone Op Permit Applicati

P

Aparoved by OMB
3060-0049
Expires 11/30/85

FCC753

e Complete Parts 1 and 2—Print or Type

® Mail Parts 1 and 210 FCC, P.0. Box 1050
Gettysburg, PA 17325.

e For atemporary Permit, compiete Part 3.

© No examination is required, but you must be at least
14 years of age.

e Before completing this form, see other side.

| Certify that:

® |cankeep at least a rough writtenlog.

* | am familiar with the provisions of applicable treaties, laws, and rules
and regulations governing the radio station which | will operate.

® |canspeak and hear.

e |amlegally eligible for employment in the United States.

© The statements made on this application and any attachments are true

It you have done the above, you now hold a temporary Restricted
Radotelephone Operator Permd. Ttus ts your temporary permit. DO NOT MAIL
ITTOTHE FCC.

This permit is valid for 60 days from the date Parts 1 and 2 of this form were
mailed to the FCC.

You must abey all applicable laws, treaties, and regulations.

1o the best of my knowledge.
O Narne - Last First M1
@ Address Number & Street
U.$. Cede, Thtie 18, Section 1001.
Cay Slale ZiP Code. Sigraixe )
@
Dete of Buth WONTH DAY YEAR
@ Userumensis— FCCForm 753-Pan 1
| December 1982
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|
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without |
FCCSeal :
] !
| Signature
| (K”‘: your @fpnm Your Name and Address Above
o e J i) DONOT ADDRESS TOTHEF.C.C.
"""""""""""""" * FOC Form 753-Pan 2
Decernber 1962
'FEDERAL COMMUNICATIONS COMMISSION T Aporovediy Cud
Temporary Restricted Radiotelephone Operator Permit Expires 11/30/85
¥ you need a ¥ Operator Permit while your Read, Fillin the Blanks, and Sign:
H i 18 b ] dothe 0 [Name
® Compiete Pasts 1 & 2 of this form and mail to the FCC.
o Compiete this part of the form e S [Date FCC Form 753, Parts 14 2 maded Io FCC
andkeepit.

ICertity that:

® The above information s true.

© lam atleast 14 years old.

e | have completed and signed FCC Form 753, Parts 1 & 2,
andmaileditto the FCC.

© | have never had a license suspended or revoked by the
FCC.

' Signature

Date

If you cannot certity to all of the above, you are not
eligible for a temporary perrmt.

DONOT MAIL THIS PART 3 OF THE FORM
IT1S YOUR TEMPORARY PERMIT

FCCForm753-Pan3
December 1982
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FIGURE 3.28
Restricted
Radiotelephone
Operator Permit
required by the FCC
for those operating
a broadcast facility.
Permit is good for
an indefinite
period.
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FIGURE 3.29
Consultancy firms
offer programming
tips to stations.
Courtesy Shane
Media.

T
By Ed Shane

Looking at research from stations all over the U.S., there
are some patterns emerging.

At country stations, for example, current songs (hits at the

top of the chart) and recurrents (songs from the past year or

so) are still what people want to hear most.
by new songs by familiar artists.

That’s followed
Next are songs from the

late 80s, tied with new songs by new or up-and-coming

artists.

Even with the popularity of recurrents, Pam has been noticing

less appeal for songs from 1994 in music testing.

Songs from

1992 and 1993 score somewhat higher, and in that order.

In addition, she has seen some older songs defy the lower

scores on 80s era testing.

Listeners may not want 80s as a

genre, but they’'re still interested in some of the melodic,
lyric-driven hits from that time.

As Cheryl studies 18-34 year olds for the RADIO X (tm)
alternative rock format, the name Patsy Cline keeps

appearing.

No, not a new band, but the Country singer.

Chuck and I have both encountered the attitude among talk
listeners that talk shows bring out information not

available in the newspaper or on TV.

There’s a growing

cynicism among talk listeners about traditional news sources.

Most talk show listeners never call a talk station.
The percentage of people who

rather participate mentally.

They’d

call is on the increase, however.

I’ve noticed in focus groups a tendency for adults to rely

more on TV than on radio for their news coverage.

In the

past, I could rely on hearing about radio as a source for

breaking news coverage.

Not any more.

It’s not gone, but

radio’s ownership of the image is threatened

Good news: Lots of loyalty out there for radio.

Most people

say it would be difficult to get them away from their

favorite stations.
expand their listening.
just a button on the radio.

1. One part-timer’s mike was way too hot com-
pared to the music. Music should always be dom-
inant; personalities should never overwhelm it.
The voice should be “in” the music.

2. Song titles were often announced. Oldies
listeners know the song titles, and a lot more
than our own people do about every record. There
is also the danger that our mostly young talent
will say something that reveals their age/lack of
knowledge when talking about music. This is
unnecessary talk and should be eliminated.

3. Conversely, there is almost no local content.
This does not mean PSAs about bean suppers;
this means the progress on the new building in
downtown Wolfeboro, or the time the town
Christmas lights will be turned on, for example. It
takes more work than announcing a song title,
but it's a much better reason to listen.

Favorites are changing, though, as people
wgcan® is a listening choice, not

4. After the weather was given, the personality
commented, “at least that's what it says here.”
Weather is one of the principal reasons people
choose a radio station. The forecast (or the Radar
Weather franchise) is only as credible as we make
it (the information all comes from the same
place).

5. Talk between records. The music should
never stop unless it has to (commercials). Stopping
it down to talk, even for a liner which can be deliv-
ered over an intro, kills the momentum.

6. There are literally no prepromotes going into
stop sets. The listener is not given any reasons to
stick around (and forward momentum again stops).

7. There are recorded PSAs (a corporate no-
no). The one I heard tells us to wear seat belts.
Every media, every politician, every do-gooder
is trying to tell other people what to do. Let's
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WHDH

RADIO 85

FOUR FORTY-ONE STUART STREET
BOSTON, MASSACHUSETTS 02116
TELEPHONE (617)267-3302

APPLICATION FOR EMPLOYMENT

“Employment discrimination because of race, color, religion, national origin, sex or age is
prohibited. Anyone who believes that he or she has been a victim of discrimination in seeking
employment at this station is urged to report the matter promptly to the President of WHDH
and may notify the Federal Communications Commission or other appropriate agency.”’

This application will be given every consideration. Its acceptance, however, does not imply
that the applicant will be employed. If an applicant is not employed, it will be retained in our
active file for one year.

All appointments to positions are on trial and subject to satisfactory work. If it is found that
an employee is not adapted to radio work or is likely to prove useful, he or she may be
dismissed.

WHDH CORPORATION
EQUAL EMPLOYMENT OPPORTUNITY POLICY

Equal employment opportunity is the policy of WHDH Corporation (WHDH). Prejudice or
discrimination, based upon race, color, religion, national origin, or sex, is strictly prohibited
by WHDH in recruitment, selection and hiring, placement and promotion, pay, working
conditions, demotion, termination, and in all employment practices generally. All personnel
are required diligently and affirmatively to observe this policy and are absolutely forbidden to
violate, frustrate or diminish that policy. Any applicant for employment, any employee or
any other person having reason to believe that there exists any prejudice or discrimination
based upon race, color, religion, national origin, or sex, in any area of WHDH's employment
practices, is urged to report the matter promptly to the President of WHDH or any other
officer, executive or supervisor employed by WHDH Corporation. Any person believing
himself to have been a victim of prohibited discrimination in any area of WHDW'’s
employment practices also has the right to notify the Federal Communications Commission
or other appropriate federal or state agencies, or all of these, of such incident or incidents. It
is requested that all employees and applicants for employment make this policy of equal
employment opportunity known to others, whenever appropriate.

just be the medium that informs and enter-
tains. Let’s be an escape from all the other
pointed fingers. . . .

8. Joe signs off his show and also refers to his
listener as “everybody.” We should only talk to
one listener at a time. And we should never end
anything—keep it going, part of forward momen-
tum. Talk about the guy coming up next . . .

Could you send Joe a memo or talk with him
on a visit soon? I want to keep that station tight
and happening; it’s important.

Also, what do you think about adding some
Beatles songs (over and above what we have} for
the next month or so? And trading/giving away
some anthology CD’s?

Thanks.
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FIGURE 3.30
continued

By BIPS 5

" Gred.
IN THE UNITED STATES No. of Years| If Grag, give glvom;n': ot
EDUCATIONAL RECORD (Names of Schools attended) CITY/TOWN Completed MoO. ana Yr. feaving
High or Preparatory School
Commercial School
College
Graduate School
If you did not graduate from school or college, state reason for leaving:
Were you ever suspended or expelled from any of the institutions above? If so, state the reason fully:
What educational courses are you now taking?
PERSONAL RECORD
Date of Birth (OPTIONAL) Are you a citizen of the United States? —
Have you ever been arrested or convicted for an offense other than a minor traffic viotation? _______ If yes, explain
Give number of persons in immediate family ______ Does this include {if living) both father and mother?
If not living at home, with whom do vou live? Relatives Friends Alone Board
Number of persons financially dependent upon you? Fully _____ Partially

What is your present selective service classification?

Have you served in the armed forces of the United States? i Branch of service

Month and year of induction __ Date of discharge or transfer to reserve

Rank at time of discharge

HEALTH RECORD
How much time have you lost from work or school during the last three years on account of lliness? —

What was the nature of the illness?

Are you related to any director,officer or employee of WHDH? Relatives name

Describe your outside interests or hobbies

e —— - e —

Please describe any special assets you bring to WHDH

List below, five personai references (not relatives, former employers or fellow employees) who have known you well during
the past five or more years.

Print Name in Full Address ( Street/ City ) N‘:(""Lm"' Occupation

THIS SECTION TO BE FILLED OUT ONLY BY APPLICANTS FOR CLERICAL POSITIONS:

What shorthand method do you use? Words per minute__________ Do you type?

Words per minute List office machines that you have operated

| hereby affirm that my answers to the foregoing questions are true and correct, and that | have not knowingly
withheld any fact or circumstance that would. if disclosed, affect my application unfavorably.

Please sign HERE __ =
On a separate sheet of paper you may give any further information you desire to explain your qualifications.
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I

Sales

COMMERCIALIZATION:
A RETROSPECTIVE

Selling commercials keeps the radio sta-
tion on the air. It is that simple, yet not
so simple. In the 1920s broadcasters
realized the necessity of converting the
medium into a sponsor-supported in-
dustry. It seemed to be the most viable
option and the key to growth and pros-
perity. Not everyone approved of the
method, however. Opponents of com-
mercialization argued that advertising
would decrease the medium’s ability to
effectively serve the public’s good, and
one United States senator voiced fears
that advertisers would turn radio into an
on-air pawnshop. These predictions
would prove to be somewhat accurate.
By the mid-1920s, most radio outlets
sold airtime, and few restrictions existed
pertaining to the substance and content
of messages. Commercials promoting
everything from miracle pain relievers to
instant hair-growing solutions filled the
broadcast day. It was not until the
1930s that the government developed
regulations that addressed the issue of
false advertising claims. This resulted in
the gradual elimination of sponsors ped-
dling dubious products.

Program sponsorships were the most
popular form of radio advertising in the
1920s and early 1930s. Stations, net-
works, and advertising agencies often
lured clients onto the air by naming or
renaming programs after their prod-
ucts—“Eveready Hour,” “Palmolive
Hour,” “Fleischmann Hour,” “Clicquot
Club Eskimos,” “The Coty Playgirl,” and
so on. Since formidable opposition to
commercialization existed in the begin-
ning, sponsorships, in which the only
reference to a product was in a pro-
gram’s title, appeared the best path to
take. This approach was known as
“indirect” advertising.

As the outcry against advertiser-
supported radio subsided, stations be-

came more blatant or “direct” in their
presentation of commercial material.
Parcels of time, anywhere from one to
five, even ten minutes, were sold to
advertisers eager to convey the virtues
of their labors. Industry advertising rev-
enues soared throughout the 1930s,
despite the broken economy. Radio
salespeople were among the few who
had a salable product. World War II
increased the rate of sales revenues
twofold. As it became the foremost
source of news and information during
that bleak period in American history,
the value of radio’s stock reached new
highs, as did the incomes of salespeo-
ple. The tide would shift, however, with
the advent of television in the late 1940s.

When television unseated radio as
the number one source of entertain-
ment in the early 1950s, time sellers for
the deposed medium found their for-
tunes sagging. In the face of adversity,
as well as opportunity, many radio
salespeople abandoned the old in pref-
erence for the new, opting to sell for
television. Radio was, indeed, in a
dilemma of frightening proportions, but
it soon put itself back on course by ren-
ovating its programming approach. By
1957 the medium had undergone an
almost total transformation and was
once again enjoying the rewards of suc-
cess. Salespeople concentrated on sell-
ing airtime to advertisers interested in
reaching specific segments of the popu-
lation. Radio became extremely local-
ized and, out of necessity, the networks
diverted their attention to television.

Competition also became keener.
Thousands of new outlets began to
broadcast between 1950 and 1970.
Meanwhile, FM started to spread its
wings, preparing to surpass its older
rival. AM music stations experienced
great difficulties in the face of the
mass exodus to FM, which culminated
in 1979 when FM exceeded AM’s lis-
tenership. FM became the medium to
sell.
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In the first half of the 1980s, radio
programming was easily divisible. Talk
was found on AM and music on FM.
Today, hundreds of AM stations have
become stereo in an attempt to improve
their marketing potential, while some
FM outlets have taken to airing nonmu-
sic formats as a way of surviving the
ratings battles.

Selling time in the 1990s is a far cry
from what it was like during the
medium’s heyday. Station account
executives no longer search for adver-
tisers willing to sponsor half-hour sit-
coms, quiz shows, or mysteries. Today,
the advertising dollar generally is spent
on spots scheduled for airing during
specific dayparts on stations that
attract a particular piece of the highly
fractionalized radio audience pie. The
majority of radio outlets program prere-
corded music, and it is that which con-
stitutes the station’s product. The
salesperson sells the audience, which
the station’s music attracts, to the
advertiser or time-buyer.

SELLING AIRTIME

Airtime is intangible. You cannot see it or
hold it in your hand. It is not like any
other form of advertising. Newspaper and
magazine ads can be cut out by the
advertiser and pinned to a bulletin board
or taped to a window as tangible evidence
of money spent. Television commercials
can be seen, but radio commercials are
sounds flitting through the ether with no
visual component to attest to their exis-
tence. They are ephemeral, or fleeting, to
use words that are often associated with
radio advertising. However, any informed
account executive will respond to such
terms by stating the simple fact that an
effective radio commercial makes a
strong and lasting impression on the
mind of the listener in much the same
way that a popular song tends to perme-
ate the gray matter. “The so-called intan-
gible nature of a radio commercial really
only means you can't see it or touch it.
There is little doubt, however, that a good
spot is concrete in its own unique way.
Few of us have gone unaffected or, better

still, untouched by radio commercials. If
a spot is good, it is felt, and that’s a tan-
gible,” says radio sales manager Charles
W. Friedman.

Initially considered an experimental or
novel way to publicize a product, it soon
became apparent to advertisers that
radio was far more. Early sponsors who
earmarked a small portion of their
advertising budgets to the new elec-
tronic “gadget,” while pouring the rest
into print, were surprised by the results.
Encouraged by radio’s performance,
advertisers began to spend more heavily.
By the 1930s many prominent compa-
nies were reallocating substantial por-
tions of their print advertising budgets
for radio. To these convinced advertis-
ers, radio was, indeed, a concrete way to
market their products.

Yet the feeling that radio is an uncon-
ventional mode of advertising continues
to persist to some extent even today,
especially among small, print-oriented
retailers. Usually, the small market
radio station’s prime competitor for ad
dollars is the local newspaper. Many
retailers have used papers for years and
perceive radio as a secondary or even
frivolous means of advertising, contends
Friedman. “Retailers who have used
print since opening their doors for busi-
ness are reluctant to change. The tough-
est factor facing a radio salesperson is
the notion that the old way works the
best. It is difficult to overcome inertia.”

Radio is one of the most effective
means of advertising when used cor-
rectly. Of course, there is a right way and
a wrong way to utilize the medium, and
the salesperson who knows and under-
stands the unique character of his or her
product is in the best position to suc-
ceed. To the extent that a radio commer-
cial cannot be held or taped to a cash
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FIGURE 4.2
“Radio is the best
buy,” says RAB.
Courtesy RAB.

register, it is intangible. However, the
results produced by a carefully con-
ceived campaign can be seen in the cash
register. Consistent radio users, from the
giant multinational corporations to the
so-called mom and pop shops, know that
a radio commercial can capture people’s
attention as effectively as anything
crossing their field of vision. A 1950s
promotional slogan says it best: “Radio
gives you more than you can see.”

BECOMING AN
ACCOUNT EXECUTIVE

A notion held by some sales managers is
that salespeople are born and not made.

MEDIA COMPARISONS

Radio is Cost-Effective
(Cost-Per-Thousand Increase 1984 to 1994)

SPOT RADIO
NETWORK RADIO
OUTDOOR
DIRECT MAIL

e

g

pes

SPOTTV |
-~ . NETWORKTY [ =

NEWSPAPERS |

MAGAZINES |

4
ALL MEDIA (avg.)

Source: CPM Indices from McCann-Erickson, 1994

This position holds that a salesperson
either “has it” or does not: “it” meaning
the innate gift to sell, without which all
the schooling and training in the world
means little. Although this theory is not
embraced by all sales managers, many
agree with the view that anyone at-
tempting a career in sales should first
and foremost possess an unflagging
desire to make money, because without
it, failure is almost assured.

According to RAB figures, 70 percent
of the radio salespeople hired by sta-
tions are gone within three years;
another study reveals that 73 percent
of new radio salespeople leave the busi-
ness within a year. While this sounds
less than encouraging, it also must be
stated that to succeed in broadcast
sales invariably means substantial
earnings and rapid advancement. True,
the battle can be a tough one and the
dropout rate is high, but the rewards of
success are great.

The majority of newly hired account
executives have college training. An
understanding of research, marketing,
and finance is important. Formal
instruction in these areas is particu-
larly advisable for persons considering
a career in broadcast sales. Broadcast
sales has become a familiar course
offering at many schools with programs
in electronic media. Research and mar-
keting courses designed for the broad-
cast major also have become more
prevalent since the 1970s. “Young peo-
ple applying for sales positions here, for
the most part, have college back-
grounds. A degree indicates a certain
amount of tenacity and perseverance,
which are important qualities in any-
one wanting to sell radio. Not only that,
but the candidate with a degree often is
more articulate and self-assured. As in
most other areas of radio, ten or fifteen
years ago fewer people had college
diplomas, but the business has become
so much more sophisticated and com-
plex because of the greater competition
and emphasis on research that man-
agers actually look for salespeople with
college training,” says KGLD General
Manager Richard Bremkamp.

Whether a candidate for a sales posi-
tion has extensive formal training or not,
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he or she must possess a knowledge of
the product in order to be hired. “To
begin with, an applicant must show me
that she knows something about radio;
after all, that is what we're selling. The
individual doesn’t necessarily have to
have a consummate understanding of
the medium, although that would be
nice, but she must have some product
knowledge. Most stations are willing to
train to an extent. I suppose you always
look for someone with some sales experi-
ence, whether in radio or in some other
field,” says Bob Turley, general sales
manager, WQBE AM/FM, Charleston,
West Virginia.

Stations do prefer a candidate with
sales exposure, be it selling vacuum
cleaners door-to-door or shoes in a retail
store. “Being out in front of the public,
especially in a selling situation, regard-
less of the product, is excellent training
for the prospective radio sales rep. I
started in the transportation industry,
first in customer service, then in sales.
After that I owned and operated a
restaurant. Radio sales was a whole new
ball game for me when I went to work for
WCFR in Springfield, Vermont, in the
mid-1970s. Having dealt with the public
for two decades served me well. In two
years I rose to be the station’s top biller,
concentrating mainly on direct retail
sales. In 1979, WKVT in Brattleboro
hired me as sales manager,” recalls
Charles W. Friedman.

Hiring inexperienced salespeople is a
gamble that a small radio station gener-
ally must take. The larger outlets almost
always require radio sales credentials, a
luxury that lesser stations cannot
afford. Thus they must hire untested
salespeople, and there are no guaran-
tees that a person who has sold lawn
mowers can sell airtime, that is, assum-
ing that the newly hired salesperson
has ever sold anything at all. In most
cases, he or she comes to radio and
sales without experience, and the sta-
tion must provide at least a modicum of
training. Unfortunately, many stations
fail to provide adequate training, and
this too contributes to the high rate of
turnover. New salespeople commonly
are given two to three months to display
their wares and exhibit their potential. If

SALES
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they prove themselves to the sales man-
ager by generating new business, they
are asked to stay. On the other hand, if
the sales manager is not convinced that
the apprentice salesperson has the abil-
ity to bring in the accounts, then he or
she is shown the door.

During the trial period, the salesper-
son is given a modest draw against
sales, or a “no-strings” salary on which
to subsist. In the former case, the sales-
person eventually must pay back,
through commissions on sales, the
amount that he or she has drawn. Thus,
after a few months, a new salesperson
may well find himself in debt for two or
three thousand dollars. As a show of
confidence and to encourage the new
salesperson who has shown an affinity
for radio sales, management may erase
the debt. If a station decides to terminate
its association with the new salesperson,
it must absorb the loss of time, energy,
and money invested in the employee.

Characteristics that managers most
often look for in prospective salespeople
include, among other things, ambition,
confidence, energy, determination, hon-
esty, and intelligence. “Ambition is the
cornerstone of success. It’'s one of the
first things I look for. Without it, forget
it. You have to be hungry. It's a great
motivator. You have to be a quick
thinker—be able to think on your feet,
under pressure, too. Personal appear-
ance and grooming also are important,”
says sales manager Gene Etheridge.

Joe Martin, general sales manager of
WBQW-AM, Scranton, Pennsylvania,
places a premium on energy, persis-
tence, creativity, and organization.
“Someone who is a self-starter makes
life a lot easier. No manager likes hav-
ing to keep after members of his sales
team. A salesperson should take initia-
tive and be adept at planning his day.
Too many people make half the calls
they should and could. A salesperson
without organizational skills is simply
not going to bring in the same number
of orders as the person who does. There
is a correlation between the number of
pitches and the number of sales.”

Metro market general sales manager
Peg Kelly values people skills. “Empathy
is right up there. I need someone who
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The attributes, habits and characteristics America’s
top local Radio salespeople say make them winners.

{ Discipline ¥ Insistence on doing the best possible
b} Attention to detail job — not just "good enough”
Y Follow-through B Deliver on promises
4 Honesty } Very presentable personal appearance
3 List;ning B Open minded — never stop growing
IR Timeliness, promptness { Advance preparation — no winging it
¥ Determination 8 Rarely forget to ask for the order (as
opposed to rarely remembering)
B Thoroughness ]
i l Regular self-improvement. Read a lot,
gl Always prospecting listen to tapes. Attend seminars
[ Creativeness } Strong communication skills:
Il Consistently (re)discovering and intra-office and with clients mail/phone/
fulfilling prospect/client needs in-person
(P Flexibility | Aggressiveness — stay with 'prospect/
Y o the busi client until the job is done right
kR Love the business
14 gncerely want their clients to succeed Qi Cropathyycegeicaringjibaclent's repults
B Knowledge ¥ Results oriented
R Do-it- it
11} Strong work ethic CEONERTE
iVA 50-plus-hour workweek § Keep good records
BN Organized In office/on street early and stay late
ER Effective timefterritory management § Under-promise and over-deliver
)Y Priority management/crisis avoidance § Get into the client’s shoes, view things
techniques from client’s perspective
W Accessible to clients/peers/ } Anticipate and eliminate problems
management before they develop
PY3 Faith in God, self, product B Don't make assumptions
pXW Unwavering enthusiasm ¥ Don't f?}@ anything for gr?nted, v
especially your station’s place in the buy
bEN Total personal acceptance of successes Py Y £
and failures l Loyalty to company, clients, self
yIY| Focus-focus-focus. Know what you want, ¥ Keep in touch with clients, especially
what you need to do, do it. during their schedules
p[¥ Understanding and application of the } Don't take rejection personally
pasicseipelling B Sell ideas and solutions, not spots, flights,
y7H Persistence or packages
FIGURE 4.3

Some cogent
advice. Courtesy
Radio Ink.

possesses the ability to get quick
answers, learn the client’'s business
quickly, and relate well to clients. It's a
people business, really.” Charles W.
Friedman also looks for sales personnel
who are “people oriented.” "My experi-
ence has proven that a prospective
salesperson had better like people. In
other words, be gregarious and friendly.
This is something that’s hard to fake.
Sincerity, or the lack of it, shows. If
you're selling airtime, or I guess any-
thing for that matter, you had better
enjoy talking with people as well as lis-
tening. A good listener is a good sales-
person. Another thing that is absolutely
essential is the ability to take rejection
objectively. It usually takes several ‘no’'s’
to get to the ‘yes.”™

Friedman believes that it is important
for a salesperson to have insight into
human nature and behavior. “You really
must be adept at psychology. Selling
really is a matter of anticipating what
the prospect is thinking and knowing
how best to address his concerns. It's
not so much a matter of outthinking the
prospective client, but rather being cog-
nizant of the things that play a signifi-
cant role in his life. Empathy requires
the ability to appreciate the experiences
of others. A salesperson who is insensi-
tive to a client’s moods or states of mind
usually will come away empty handed.”

In recent years, sales managers have
recruited more heavily from within the
radio station itself rather than immedi-
ately looking elsewhere for salespeople.
For decades, it was felt that program-
ming people were not suited for sales.
An inexplicable barrier seemed to sepa-
rate the two areas. Since the 1970s,
however, this attitude has changed to
some degree, and sales managers now
give serious consideration to on-air peo-
ple who desire to make the transition
into sales. Consolidation and downsiz-
ing in the 1990’s also inspires multiple
role playing at stations. That is to say,
the morning deejay becomes the after-
noon salesperson. The major advantage
of hiring programming people to sell the
station is that they have a practical
understanding of the product. “A lot of
former deejays make good account reps
because they had to sell the listener on
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the product. A deejay really is a sales-
person, when you get right down to it,”
observes WBQW's Joe Martin.

Realizing, too, that sales is the most
direct path into station management,
programming people often are eager to
make the shift. Since the 1980s, there
has been a greater trend than ever to
recruit managers from the program-
ming ranks. However, a sales back-
ground is still preferred.

The salesperson is invariably among
the best-paid members of a station.
How much a salesperson earns is usu-
ally left up to the individual to deter-
mine. Contrary to popular opinion, the
salesperson’s salary generally exceeds
the deejay’s, especially in the smaller
markets. In the larger markets, certain
air personalities’ salaries are astronom-
ical and even surpass the general man-
ager's income, but major market sales
salaries are commonly in the five- and
even six-figure range.

Entry-level sales positions are fairly
abundant, and stations are always on
the lookout for good people. Perhaps no
other position in the radio station affords
an individual the opportunities that sales
does, but most salespeople will never go
beyond entry level in sales. Yet for those
who are successful, the payoff is worth-
while. “The climb itself can be the most
exhilarating part, I think. But you've got
to have a lot of reserve in your tanks,
because the air can be pretty thin at
times,” observes Etheridge.

THE SALES MANAGER

The general sales manager directs the
marketing of the radio station’s airtime.
This person is responsible for moving
inventory, which in the case of the
radio outlet constitutes the selling of
spot and feature schedules to advertis-
ers. To achieve this end, the sales man-
ager directs the daily efforts of the
station’s account executives, estab-
lishes sales department policies, devel-
ops sales plans and materials,
conceives of sales and marketing cam-
paigns and promotions, sets quotas,
and also may sell as well.

SALES

117

The organizational structure of a sta-
tion's sales department customarily
includes the positions of national,
regional, and local sales managers. The
national responsibilities usually are
handled by the general sales manager.
This includes working with the station’s
rep company to stimulate business from
national advertisers. The regional sales
manager is given the responsibility of
exploring sales possibilities in a broad
geographical area surrounding the sta-
tion. For example, the regional person
for an outlet in New York City may be
assigned portions of Connecticut, New
Jersey, and Long Island. The local sales
manager at the same station would con-
centrate on advertisers within the city
proper. The general sales manager over-
sees the efforts of each of these individ-
uals.

The size of a station’s sales staff
varies according to its location and
reach. A typical small market radio sta-
tion employs between two and four
account executives, while the medium
market station averages about five.
Large, top-ranked metropolitan outlets
employ as many as eight to ten sales-
people, although it is more typical for
the major market station to have about
a half dozen account executives.

The general sales manager reports
directly to the station’s general manager
and works closely with the program
director in developing salable features.
Regular daily and weekly sales meetings
are scheduled and headed by the sales
manager, during which time goals are
set and problems addressed. The sales
manager also assigns account lists to
members of his or her staff and helps
coordinate trade and co-op deals.

As mentioned earlier, the head of the
sales department usually is responsible
for maintaining close contact with the
station’s rep company as a way of gener-
ating income from national advertisers
who are handled by advertising agen-
cies. The relationship of the sales man-
ager and rep company is a particularly
important one and will be discussed in
greater detail later in this chapter. In
addition, the sales manager must be
adept at working ratings figures to the
station’s advantage for inclusion in sales
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FIGURE 4.4
Stats make the
pitch. Courtesy
RAB.

Why? Because every day your current and potential
customers take their favorite Radio station into their cars,
their homes, and the workplace. They even inciude
Radio as part of their leisure time activities.
To listeners, Radio is more than a medium, it's a special
companion with whom they spend nearly three hours
each day and more than four hours each weekend.

YOWWLL REACH ALL YOUR BEST
PROSPECTS WITH RADIO

WEEKLY REACH: Virtually every American listens to
Radio! Not only do they tune in, they stay tuned —
averaging 2 hours and 43 minutes of Radio listening
every day.
AT WORK: Radio allows you to influence your best
all day long where other media can’t: at work.
Radio’s varied formats appeal to people of all
professional backgrounds.

RADIO’S WEEKLY REACH
BY AGE AND SEX %
MEN 18+ 97%
WOMEN 18+ 95%
TEENS 1217 99%
RADIO’S MIDDAY REACH
BY OCCUPATION 2
|
| PROFESSIONAL/MANAGERIAL  76.1%
| TECH./SALES/CLERICAL 80.3%
OTHER WORKERS 79.4%

YOIFLL ENJOY THESE BENEFITS WITH RADID

y

For the contemporary marketer, there's no other adver-
tising medium that can build personal, one-to-one
relationships that can reach and motivate consumers
like Radio. Your best potenitial prospects for each of your
most important products and services can be accurately
targeted by age, income, gender, race, geography and
lifeslyle with effective frequency through a system of
easily identifiable Radio formats.

You NOTIVATE CONSUMERS
EVERYWHERE WITH RADID

AT HOME AND VIRTUALLY EVERYWHERE: Radio
reaches your customers no matter where they are at
work, shopping or just relaxing at home. Radio’s in-car
reach is also outstanding, reaching 86% of commuters
each week. 30

Share of Total Radio Listening by Location 31

e OTHER
ATHOME PLACES
4L # 20.1%

SHARE OF MEDIA TIME: Customers spend more
time with Radio than any other media — up to 40% of
total time spent with media.
Share of Time Spent With Media
(Total hours per year — Adults 18+)32

MA%A“Z;NES NEWSPAPERS
v . - 8.0%
38.4%
RADIO
40.0%
CABLE
12.7%

* Total Market Reach
* Effective Message Frequency
* Targetability by Format Options

* Posgitive Advertising Environment

* Uncluttered Commercial Platform
* Complete Flexibility

* Sufficient Competitive Separation

iUnparalleled Cost Efficiency * Pro-active Promotional Opportunities

promotional materials that are used on
both the national and local level.

All sales come under the scrutiny of
the sales manager, who determines if
an account is appropriate for the sta-
tion and whether conditions of the sale
meet established standards. In addi-
tion, the sales manager may have a pol-

icy that requires credit checks to be
made on every new account and that
each new client pay for a portion of
their spot schedule “up front” as a show
of good faith. Again, policies vary from
station to station.

It is up to the head of sales to keep
abreast of local and national sales and

www americanradiohistorv.com


www.americanradiohistory.com

marketing trends that can be used to the
station’s advantage. This requires that
the sales manager constantly survey
trade magazines, like Radio Ink, Radio
Business Report, and ADWEEK, and
attend industry seminars, such as those
conducted by the Radio Advertising
Bureau. No sales department can oper-
ate in a vacuum and hope to succeed in
today’s dynamic radio marketplace.
Statistics continue to bear out the
fact that sales managers are most often
recruited to fill the position of general
manager. It is also becoming more com-
monplace for sales managers to have
experience in other areas of a station’s
operations, such as programming and
production, a factor that has become
increasingly important to the person
who hires the chief account executive.

RADIO SALES TOOLS

The fees that a station charges for air-
time are published in its rate card.
Rates for airtime depend upon the size
of a station’s listenership, that is, the
bigger the audience the higher the
rates. At the same time, the unit cost
for a spot or a feature is affected by the
quantity or amount purchased: the big-
ger the “buy,” the cheaper the unit
price. Clients also get discounts for
consecutive week purchases over a pre-
scribed period of time, say twenty-six or
fifty-two weeks.

The sales manager and station man-
ager work together in designing the rate
card, basing their decisions on ratings
and what their market can support. A
typical rate card will include a brief pol-
icy statement concerning terms of pay-
ment and commission: “Bills due and
payable when rendered. Without prior
credit approval, cash in advance re-
quired. Commmission to recognized adver-
tising agencies on net charges for station
time—15%.” A statement pertaining to
the nature of copy and when it is due at
the station also may be included in the
rate card: “All programs and announce-
ments are subject to removal without
notice for any broadcast which, in our
opinion, is not in the public’s interest.
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You already know that W:Lite is an excellent advertising vel
adults 18-49, particularly women 25-49.
But, you may not know that because of W-Lite's unique tow:

The W:Lite signal, covering both Cincinnati and Dayton, give

radio market!
As a retailer with locations in Cincinnati and Dayton, orin b
"The W:Lite Advantage!”

CINCINNATI MSA 12+
DAYTON MSA 12+
BUTLER COUNTY 12+

TOTAL POPULATION
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680,100
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broadcast into Dayton and surrounding areas. In fact, WsLite is one of the most listened-to
NON-Dayton radio stations in Dayton’s Arbitron defined Metro Survey Area!

Look what happens when the populations of the Cincinnati and Dayton MSA, plus the population
of Butler County, are added! The combined population is greater than the nation’s 13th largest

Greater than # 13! {St. Louis)
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Copy must be at the station 48 hours
prior to broadcast date and before noon
on days preceding weekends and holi-
days.” A station’s approach to discount-
ing must, of practical necessity, be
included in the rate card: “All programs,
features, and announcements are pro-
vided a 5% discount if on the air for 26
consecutive weeks and a 10% discount if
on the air for 52 weeks.”

It is important to state as emphati-
cally and clearly as possible the sta-
tion’s position on all possible topics
affecting a sale. Most stations provide
clients rate protection for a designated
period of time should fees for airtime
change. This means that if a client pur-
chases a three-month spot schedule in
May, and the station raises its rates in
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FIGURE 4.5
Coverage maps are
used to sell those
areas within the
station’s signal.
Courtesy WLLT-FM.
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FIGURE 4.6
Station rate card
with ROS feature.
Courtesy WLKZ.

VW

OLDIES 105

June, the advertiser continues to pay
the original rates until the expiration of
its current contract.

The rate card also contains its feature
and spot rates. Among the most preva-
lent features that stations offer are traf-
fic, sports, weather, and business
reports. Newscasts also are available to
advertisers. Features generally include
an open (introduction) and a thirty- or
sixty-second announcement. They are
particularly effective advertising vehi-
cles because listeners tend to pay
greater attention. Conditions pertain-
ing to feature buys usually appear in
the rate card: “All feature sales are sub-
ject to four weeks’ notice for renewal
and cancellation.” A station wants to
establish credibility with its features

Rate Card

Effective 6/26/95

1) WLKZ-FM Designated Segments - Minute Announcements:

all rates net to station
1-10 11-20 21+
e Per Week | PerWeek | Per Week
Drive Time
Day Part 25 22 20
6a - 8p 20 18 16
e 17 15 12

2) Time Designations:

Drive Time - Commercials that air Monday through Friday 6a-9a and 3p-7p.
6a - 7p - Commercials that air Monday through Sunday, from 6am - 7pm.

R.0.S. - Run of Station, commerciais that air Monday through Sunday

from 6:00am - 12 midnight.

3) Thirty-second Announcements:
85% of sixty-second rates.

4) Nighttime:

Commercials that air Monday through Sunday 7pm - 12 midnight are

70% of the R.O.S. rate.

5) Sponsorship:

WLKZ offers news sponsorships at approximately 15% above the

individual Day-part rate.

WLKZ also offers Music Program Sponsorships. For more information

please see individual packages.

21 Production Place * Suite 15 ¢ Gilford, New Hampshire 03246 * (603) 524-0105 © Fax {603) 293-0699

and therefore prefers to maintain conti-
nuity among its sponsors. A feature
with a regular sponsor conveys stabil-
ity, and that is what a station seeks.

Since the size of a radio station’s
audience generally varies depending on
the time of day, rates for spots (com-
mercials) or features must reflect that
fact. Thus, the broadcast day is divided
into time classifications. Six to ten a.m.
weekdays is typically a station's prime
selling period and therefore may be
designated AAA, while afternoon drive-
time, usually three to seven p.m., may
be called AA because of its secondary
drawing power. Under this system, the
midday segment, ten to three p.m.,
would be given a single A designation,
and evenings, seven to midnight, a B.
Overnights, midnight to six a.m., may
be classified as C time. Obviously, the
fees charged for spots are established
on an ascending scale from C to AAA. A
station may charge three hundred dol-
lars for an announcement aired at eight
a.m. and forty-five dollars for one aired
at two a.m. The difference in the size of
the station’s audience at those hours
warrants the contrast.

As previously mentioned, the more
air-time a client purchases, the less
expensive the cost for an individual
commercial or unit. For instance, if an
advertiser buys ten spots a week during
AAA time, the cost of each spot would
be slightly less than if the sponsor pur-
chased two spots a week. A client must
buy a specified number of spots in
order to benefit from the frequency dis-
count. A 6X rate, meaning six spots per
week, for AAA 60s (sixty-second an-
nouncements) may be $75, while the
12X rate may be $71 and the 18X rate
$68, and so forth. Thirty-second spots
are usually priced at two-thirds the
cost of a sixty. Should a client desire
that a spot be aired at a fixed time, say
7:10 a.m. daily, the station will tack on
an additional charge, possibly 20 per-
cent. Fixed position drivetime spots are
among the most expensive in a station’s
inventory.

Many stations use a grid structure.
This gives stations a considerable
degree of rate flexibility. For example, if
a station has five rate-level grids, it may
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KNEW 91 AM/KSAN 95 FM

Vice President &
General Manager

Sieve Edwards

General Sales Manager
Joel K. Schwanz
Represcated nationaily by
Katz Radio

Weekly 60 Second Spot Rate

rate
card

Time Classifications

AAA Monday - Saturday 5:00 AM-10:00 AM
GRID AAA AA A 2:0 Saturday 10:00 AM- 3:00 PM
I 500 460 450 AA Monday-Saturday 3:00 PM- 8:00 PM
II. 450 410 400 150 A Monday-Friday 10:00 AM- 3:00 PM
III 400 360 350 120 . ::o':" Satond 400 PM. 100 AM
ay-Saturday K - 1:00 A
IV 350 310 300 100 Sunday 8:00 AM-10:00 AM
3:00 PM-10:30 PM
The cost per announcement quoted is as if for one station. The schedule is also duplicated on the
other station.
Notes: 1. Grid [V subject 10 immediste presmplion without sotice.
2. Limnations: Maxiomem % of il spots in AM drive Monday - Friday.
Masionum of 2 spets 10:00 AM - 3:00 PM Sacurday.
Any spots over these limits are subject 1o availebility and will oaly be told st Grid L
3. News Spomorships Applicable rate phus $20.
4. 30 second rates are 90% of the weekly 60 secoad rate.
S. 1:00 AM - 5:00 AN Monday - Suaday: No charge with every B tims spot
purchased
6. For billing purposes only: AM/FM Wreakdown is 50/50.
7. KNEW or KSAN saly: Deduct 31 from applicable combo rate.
Conditions

Contracts are sccepred for 3 maximum period of one year. Rates
Quoted herein are guaraniced for 8 period of 3O days from the effec-
tive date of any increase. Raics quoted represcnt siation Lime onty.
There is an sgeny i of 1S% 10 ized ics: no
cash discounts. Bills duc and payable upon receipi.

Al are go by the detsiled on the KNEW/
KSAN Broadcas: Contract.

YE IEF 1084

‘ ® MALRITF COMMUNICATIONS GROUP ® 44 JACK LONDON SQUARE ® OAKLAND, CA %4687 ® (4135) 836-0910

All advenising material must be received at least 48 hours befare
cach broadcast. Advertising material must conform 10 the standards
of the station and the station resenes the right 10 refuse or discontinue
any advertising for reasons satisiaciory to itself.

Unflulfitied conteacts are subject to appropnate short rale.

This rate cand is for information purposes and docs not consvinne an
offer on the part of KNEW/KSAN.

have a range between $20 and S50 for a
60-second spot. Clients would then be
given rates at the lower grid if the sta-
tion had few sponsors on the air, thus
creating many availabilities (places to
insert commercial messages). As busi-
ness increased at the station and avail-
abilities became scarcer, the station
would ask for rates reflected in the
upper grids. Gridding is based on the

age-old concept of supply and demand.
When availabilities are tight and air-
time is at a premium, that time costs
more.

Grids are inventory sensitive; they
allow a station to remain viable when
business is at a low ebb. Certainly
when inventory prices reach a bargain
level, this encourages business. For
instance, during a period when adver-
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grid structure.


www.americanradiohistory.com

122

THE RADIO STATION

tiser activity is sluggish, a station that
can offer spots at a considerable reduc-
tion stands a chance of stimulating
buyer interest.

When business is brisk at a station,
because of holiday buying, for example,
the situation may be exploited in a
manner positive to the revenue column.
Again the supply-and-demand concept
is at work (one idea on which capital-
ism is based).

Not all stations grid their rate cards,
however. Since the late 1970s, this sys-
tem has gained considerable popularity
because of its relevance to the ever fluc-
tuating economy. As apparent in the
rate cards exhibited in this chapter,
grids are delineated by some sort of
scale, usually alphabetical or numerical.

Clients are offered several spot
schedule plans suited for their adver-
tising and budgetary needs. For adver-
tisers with limited funds, run-of-station
(ROS) or best-time-available (BTA)
plans are usually an option. Rates are
lower under these plans since no guar-
antee is given as to what times the
spots will be aired. However, most sta-
tions make a concerted effort to rotate
ROS and BTA spots as equitably as
possible, and during periods when
commercial loads are light they fre-
quently are scheduled during premium
times. Of course, when a station is
loaded down with spot schedules, espe-
cially around holidays or elections,
ROS and BTA spots may find them-
selves “buried.” In the long run, adver-
tisers using these plans receive a more
than fair amount of choice times and at
rates considerably lower than those
clients who buy specific dayparts.

In a recent book (Radio Advertising's
Missing Ingredient: The Optimum
Effective Scheduling System) by Pierre
Bouvard and Steve Marx, an innovative
system is presented that improves the
might of a spot schedule. According to
the authors, “Optimum effective sched-
uling ensures that the effective reach,
those hit three or more times, is at least
50 percent of the total reach.” The idea
behind OES is to strengthen the impact
of client buys. The OES formula is
designed to heighten the efficiency of a
spot buy through a system of schedul-

ing based on ratings performance. This
is accomplished by factoring a station’s
turnover ratio and cume. As of this
writing, OES was gaining advocates as
well as detractors.

Total audience plan (TAP) is another
popular package offered clients by
many stations. It is designed to distrib-
ute a client’s spots among the various
dayparts for maximum audience pene-
tration, while costing less than an
exclusive prime-time schedule. The rate
for a TAP spot is arrived at by averaging
out the cost for spots in several time
classifications. For example, AAA =$80,
AA = 870, A = $58, B = $31; thus, the
TAP rate per spot is $59. The advan-
tages are obvious. The advertiser is get-
ting a significant discount on the spots
scheduled during morning and after-
noon drive periods. At the same time,
the advertiser is paying more for air-
time during evenings. However, TAP is
very attractive because it does expose a
client’s message to every possible seg-
ment of a station’s listening audience
with a measure of cost-effectiveness.

Bulk or annual discounts are avail-
able to advertisers who buy a heavy
schedule of commercials over the course
of a year. Large companies in particular
take advantage of volume discounts
because the savings are significant.

Announcements are rotated or
“orbited” within time classifications to
maximize the number of different lis-
teners reached. If a client buys three
drivetime spots per week to be aired on
a Monday, Wednesday, and Friday,
over a four-week period, the time they
are scheduled will be different each
day. Here is a possible rotation set-up:

MON WED FRI
Week I 7:15 6:25 9:10
Week 11 8:22 7:36 8:05
Week III 6:11 9:12 7:46
Week [V 9:20 8:34 6:52

Rather than purchase a consecutive
week schedule, advertisers may choose
to purchase time in flights, an alternat-
ing pattern of being on one week and off
the next. For instance, a client with a
seasonal business or one that is geared
toward holiday sales may set up a plan
in which spots are scheduled at specific

www americanradiohistorv.com


www.americanradiohistory.com

times throughout the year. Thus, an
annual flight schedule may look some-
thing like this:

Feb. 13-19 Washington’s Birthday
Sale. 10 A 60s

Mar. 14-17 St. Patrick’s Day Celeb-
ration. 8 ROS 30s

Apr. 16-21 Easter Parade Days. 20 TAP
30s

May 7-12 Mother’'s Day Sale. 6 AAA
and 6 AA 30s

Jun. 1-15 Summer Sale Days. 30 ROS
60s

Aug. 20-30 Back-to-School Sale. 15 A
60s

Sept. 24-Oct. 6 Fall Sale Bonanza. 25
ROS 60s

Nov. 25-Dec. 19 Christmas Sale. 25
AAA 60s and 20 A 30s

Let’'s take a look at the wisdom
behind a few of the preceding flights.
The client purchases 10 spots in A time
during the week that precedes
Washington’s Birthday to reach the
home female audience. The A time on
this station is 10:00 a.m. to 3:00 p.m.,
so a schedule of spots here does a good
job of targeting women who work at
home. The client uses a TAP plan to
move Easter inventory. This will get the
client’s spot in all dayparts to help her
reach as many different people as pos-
sible at the best unit price. During the
back-to-school days of late August, the
client once again targets the strongest
female daypart on the station, and
around Christmas time the client pur-
chases the heaviest flight because this
is the so-called do-or-die period (the
time when business potential reaches
its peak). The heavier spot purchase
will help assure success during this
crucial time. Selling in flights makes a
lot of sense to many advertisers
because of its calendar relevance.

A rate card is used by salespeople to
plan and compute buys. It is generally
perceived as a poor idea to simply leave
it with a prospective client to figure out,
even if such a request is made. First off,
few laypersons are really adept at read-
ing rate cards and, secondly, a station
does not like to publicize its rates to its

SALES

Demographic Rate Card

Monday-Sunday 6 Am.—Midnight
Demographic Low High
Teens $230 $500
12-24 Persons $235 $400 .
12-24 Males $210 $350 .
12-24 Females $240 $500 .5
18-24 Persons $215 $350 3.6
18-24 Males $200 $330 3.4
18-24 Females $215 $350 3.6
18-34 Persons $180 $250 3.0
18-34 Males $180 $250 2.9
18-34 Females $180 $250 3.0
18-49 Persons $170 $225 2.4
18—-49 Males $165 $225 2.2
18—49 Females $175 $225 2.6
25-34 Persons $180 $250 2.7
25-34 Males $180 $250 2.6
25-34 Females $180 $250 3.0
25-49 Persons $150 $200 1.9
25-49 Males $140 $200 1.7
25-49 Females $150 $200 1.9
25-54 Persons $130 $190 1.2
25-54 Males $130 $190 1.1
25-54 Females $130 $190 1.2

competition, which is what happens
when too many station rate cards are in
circulation. Granted, it is quite easy for
any station to obtain a competitor’s
sales portfolio, but stations prefer to
keep a low profile as a means of retain-
ing a competitive edge.

Radio expert Jay Williams, Jr., con-
tends that the station rate card is on
its way to obsolescence. “They’re al-
most gone, these rate cards. Adver-
tisers themselves simplified the
increasingly complex grid cards just by
asking for the best times at the lowest
rate. Sales-people became rate nego-
tiators. Then industry organizations
and publishing monopolies, like
ASCAP, grabbed the highest rate they
could find and used it to calculate
dues and payments. Radio stations
lost both ways (some even pulled their
rates our of SRDS). Taking a cue from
the airlines’ yleld management system,
many stations switched to computers
loaded with software, like Maximizer
and Tapscan, along with sophisticated
traffic and inventory projection sys-
tems, to generate optimum schedules

www americanradiohistorv com
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Some stations use
a rate card that

reflects
demographic

variations of their

audience. This

particular card also

provides
salespeople a

negotiating range
for selling airtime.
A “low” and “high"
rate are indicated.
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FIGURE 4.9
Optimum Effective
Schedule (OES) is
designed to
intensify the
impact of a client’s
spot schedule.
Courtesy
TAPSCAN.

Optimum Effective Scheduling

Radio’s "Secret Formula”
For Advertising Success

Here's a typical
schedule reach
curve for a radio
station. The OES
spot level for this
particular station is
44 commercials, 80
evenly dispersed
throughout a seven-
day week. Note that
the listeners
reached effectively
(three or more
times} comprise the
majority of the
station's weekly
cume, and two-
thirds of the
schedule reach.
Optimum
Effective Scheduling
hamesses radio's
power as the
Effective Reach
Medium.

The Elements of An Optimum Effective Schedule:
Broad-daypart (preferably Monday-Sunday 6AM-Midnight) time period.
Spots evenly dispersed throughout the schedule.

Weekly spot level matched to slation’s audience characteristics, using the OES formula:
Weekly Schedule = Audience Turnover times 3.29.

The Operative Word Here Is "Effective”...
Here's What An Optimum Effective Schedule Will Deliver On Any Station:

Over 50% of the station’s weekly audience (cume) will hear the message at least three times.

Two-thirds of the people exposed to the message (the total schedule reach) will hear it
at least three times.

Almost half of the people reached will hear the message five or more times.

I ' 3000 Riverchase Galleria

TAPSCAN

ImconToNaTer Suite 850

Birmingham, Alabama 35244
205-987-7456

© 1991, TAPSCAN, Incorporsted

Source matertal: NAB's *Radko Advertisings's Missing ingr edient; The Optimum Effective Scheduling System*
By Steve Marx and Pierre Bouvard. Copyright 1991. National Association of Broadcasters.

and rates on demand. Now a radio and cost per point, reach and fre-
salesperson can meet the advertiser quency, targeted geographic profiles,
armed with a specific presentation, and other quantitative as well as qual-
complete with ratings, schedules, cost itative data.”

www americanradiohistorv.com
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POINTS OF THE PITCH

Not all sales are made on the first call:
nonetheless, the salesperson does go in
with the hopes of “closing” an account.
The first call generally is designed to
introduce the station to the prospective
sponsor and to determine their needs.
However, the salesperson should al-
ways be prepared to propose a buy that
is suitable for the account. This means
that some homework must be done rel-
ative to the business before an
approach is made. “First determine the
client’s needs, as best as possible. Then
address those needs with a schedule
built to reach the client’s customers.
Don't walk into a business cold or with-
out some sense of what the place is
about,” advises WKVT's Friedman.

Should all go smoothly during the
initial call, the salesperson may opt to
go for an order there and then. If the
account obliges, fine. In the event that
the prospective advertiser is not pre-
pared to make an immediate decision,
a follow-up appointment must be
made. The call-back should be accom-
plished as close to the initial presenta-
tion as possible to prevent the
impression made then from fading or
growing cold. The primary objective of
the return call is to close the deal and
get the order. To strengthen the odds,
the salesperson must review and
assess any objections or reservations
that may have arisen during the first
call and devise a plan to overcome
them. Meanwhile, the initial proposal
may be beefed up to appear even more
attractive to the client, and a “spec”
tape (see the later section in this chap-
ter) for the business can be prepared
as further enticement.

Should the salesperson’s efforts fail
the second time out, a third and even
fourth call are made. Perseverance
does pay off, and many salespeople
admit that just when they figured a
situation was hopeless, an account
said yes. “Of course, beating your
head against the wall accomplishes
nothing. You have to know when your
time is being wasted. Never give up
entirely on an account; just approach
it more sensibly. A phone call or a
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G r i d O N E

GridONE is the radio industry’s original
Yield Management system and demand-
driven electronic rate card. Quite simply,
GridONE provides you with infinite control
over the pricing of inventory based on sup-

ply and demand, withaneye towards deliver-
ing specific financial goals for your station. By
combining these two dynamic manage-
ment principles, GridONE allows sta-
tions to incorporate differemial pric-

ing for each unit of airtime sold, to
yield the greatest possible revenue
for the station.
Think of GridONE as a watchdog to help
you optimize all revenue possibilities at your
station. When demand is high, prices are auto-
matically adjusted according to desired yield levels. When
demand is low, prices are maintained at levels which will force
demand into lesser-utilized dayparts to even out your overall
sellout cusve.
An intemnal spot scheduler will provide your marketing staff with
the opporrunity to plot an effective schedule for an advertiser using
actual commercial availabilities and a current rate card, along with an
analysis mocule to gauge the effectiveness ofa campaign. When used in
conjunction with Arbitron or Birch ratings, GridONE provides an excellent
guidepost for monitoring efficiencies while maintaining optimum spot
distribution throughout single ormultiple week schedules. Never before has
suchapowerful management tool been made available inthe Radio industry.

Perhaps most importantly, GridONE takes the guesswork out of day 10

day inventory management. By using GridONE'’s infinite rate cards fused
with actual avails from your business sysiem, you'll more effectively
package inventory and increase yield on a daily basis. You’ll notice imme-
diate increases in your average unit rates, along with a greater degree of
control of spot distribution during peak selling periods.

GridONE uses actual inventory from your traffic system, and
interfases are available for use in conjunction with several of the
Radis industry’s most popular systems, including TAPSCAN's
Director Series Broadcast Management System.

GridONE. The cutting edge in the science of Broadcast
Management...from TAPSCAN, worldwide innovatorsin the.
science of Broadcast Sales.

3000 Riverchase Galleria

INCORPORATED Suite 850

Birmingham, Alabarna 35244
205 987-7456

Boston « Chicago « Los Angeles « Toronto - Vancouver

drop-in every so often keeps you in
their thoughts,” says general sales
manager Ron Piro.

FIGURE 4.10
Electronic rate
cards employ grid
approach for

What follows are two checklists. The °
inventory control.

Do list contains some suggestions con-
ducive to a positive sales experience,
while the Don’t list contains things that
will have a negative or counterproduc-
tive effect.

Courtesy
TAPSCAN.

Do

e Research advertiser. Be prepared.
Have a relevant plan in mind.

www americanradiohistorv.com
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1000 wcms\

Mading” 786 Diamond Hill Road
Woonsocket, Rl 02895

Teiephone  {401) 769-0600

274.4270 Providence Line

RATE CARD

EFFECTIVE JANUARY 1, 1984

MEMBER-
MUTUAL BROADCASTING SYSTEME

75 wweas mvess

L
- ?

§) Broadcasters’ Asacciation

Roger E. Bouchard
Genecal Manager

Jaha €. Gregory
Sates Manager

Time Classifications

6AM-7PM, Saturdoy

N MASSACHUSETTS.
Behingham. Biackstone, Millwille.

AAA — 6-10AM, Monday-Friday

3-7PM, Monday-Friday 0
AA — 10AM-3PM, Monday-Friday ] X 12X 8 R 24X

A— All othertimes (except spors)

. Weekly Spot Announcements —
rotating in dayports.

AAA 12.00 100 10,00 9.00
AA 1000 900 800 700
A 800 7.00 600 5.00

30's
AAA 950 875 800 7.25
AA 8.00 725 650 5.50
A 650 550 475 400

~

. Weekly Total Audience Plans —
spots rotated In oll doyparts.

Times P'W 12X 18X 24X 36X

60's 9.00 800 700 6.00

30's 725 6.50 550 475
3. Annual Bulk Pions —

scheduled within 52 weeks:50% AAA.50% AA.

Times PrY 520X 780X 1040X

60's 9.00 800 700
30's 700 6.00 500

4. Progroms/News — scheduled BTA
Times P/Y éX 78X 156X 312

S5-min. AAA 20 00 18.00 1700 16.00
AA 13.50 1215 150 1075

+ Allrates shown above are net 1o Stahon
* Fim Time spots — Add 25%

« Single spot — same as rm time

+ 10 second spot — 60% of 60 second rate
« Terms — Net 30 days

FIGURE 4.11

Rate card featuring
TAP, Bulk, and BTA
plans. Courtesy
WNRI-AM.

¢ Be enthusiastic. Think positive.

¢ Display self-confidence. Believe in
self and product.

¢ Smile. Exude friendliness, warmth,
and sincerity.

¢ Listen. Be polite, sympathetic, and
interested.

¢ Tell of station’s successes. Provide

testimonial material.

Think creatively.

Know your competition.

Maintain integrity and poise.

Look your best. Check your appear-

ance.

e Be objective and keep proper per-
spective.

¢ Pitch the decision maker.

o Ask for the order that will do the

job.

¢ Service account after the sale.

Don't

¢ Pitch without a plan.

¢ Criticize or demean client’s previous
advertising efforts.

¢ Argue with client. This just creates

greater resistance.

Badmouth competition.

Talk too much.

Brag or be overly aggressive.

Lie, exaggerate, or make unrealistic

promises.

Smoke or chew gum in front of client.

* Procrastinate or put things off.

e Be intimidated or kept waiting an
unreasonable amount of time.

¢ Make a presentation unless you have
client’s undivided attention.

¢ Lose your temper.

¢ Ask for too little. Never undersell a
client.

¢ Fail to follow up.

e Accept a “no” as final.

Checklists like the preceding ones can
only serve as basic guidelines. Anyone
who has spent time on the street as a
station account executive can expand on
this or any other such checklist. For the
positive-thinking radio salesperson,
every call gives something back, whether
a sale is made or not.

Overcoming common objections is a
necessary step toward achieving the
sale. Here are some typical “put-offs”
presented to radio sales reps:

1. Nobody listens to radio commer-
cials.
. Newspaper ads are more effective.
. Radio costs too much.
. Nobody listens to your station.
. We tried radio, and it didn’t work.
. We don’t need any more business.
. We've already allocated our adver-
tising budget.

8. We can get another station for
less.

9. Business is off, and we haven’t
got the money.

10. My partner doesn'’t like radio.

NO O WN

And so on. There are countless rebut-
tals for each of these statements, and a
knowledgeable and skilled radio sales-
person can turn such objections into
positives.

www americanradiohistorv.com
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LEVELS OF SALES

There are three levels from which the
medium draws its sales—retail, local,
and national. Retail accounts for the
biggest percentage of the industry’s
income, over 70 percent. Retail, also
referred to as direct, sales involve the
radio station on a one-to-one basis with
advertisers within its signal area. In
this case, a station’s account executive
works directly with the client and earns
a commission of approximately 15 per-
cent on the airtime he or she sells. An
advertiser who spends $1000 would
benefit the salesperson to the tune of
$150. A newly hired salesperson with-
out previous experience generally will
work on a direct retail basis and will
not be assigned advertising agencies
until he or she has become more sea-
soned and has displayed some ability.
Generally speaking, the smaller the
radio station, the more dependent it is
on retail sales, although most medium
and metro market stations would be in
trouble without strong business on this
level.

All stations, regardless of size, have
some contact with advertising agencies.
Here again, however, the larger a mar-
ket, the more a station will derive its
business from ad agencies. This level of
station sales generally is classified as
“local.” The number of advertising
agencies in a market will vary depend-
ing on its size. A sales manager will
divide the market’s agencies among his
reps as equitably as possible, some-
times using a merit system. In this way,
an account executive who has worked
hard and produced results will be
rewarded for his efforts by being given
an agency to work. The top billers, that
is, those salespeople who bring in the
most business, often possess the great-
est number of agencies, or at least the
most active. Although the percentage of
commission a salesperson is accorded,
typically 6 to 8 percent, is less than
that derived from retail sales, the size of
the agency buys usually is far more
substantial.

The third category of station sales
comes from the “national” level. In most
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WNRI, THE STATION GAINING IN POPULARITY

EACHDAY, SAYS “ADVERTISING IS ONLY
A 3
& &
@ F o
@@fﬂé :

EXPENSIVE IF YOU PRICE IT THAT WAY.”
N

RRRBBRRRRRRBRRIRRBIRRD
THESE RATES APPLY :
SEPTEMBER, OCTOBER, & NOVEMBER
-1984 ONLY - z
BRBRRRBBRBRBBRBIBRIBRBRN

BUY ALL THE REACH AND FREQUENCY YOU NEED TO REACH YOUR
CUSTOMERS WITH OUR FALL 1984 ADVERTISING SPECIAL.
HERE ARE THE DETAILS:

e

LENGTHOF ADS 30SECONDS- THE STANDARD LENGTH OF RADIO ADS

75 INDIVIDUAL RADIO COMMERCIALSWRITTEN BY
PROFESSIONALS WHO KNOW HDW TO SHOWCASE YOUR
BUSINESS INTOAN APPEALING ADVERTISING MESSAGE

NUMBER OF ADS

LENGTH OF SCHEDULE YOUR ADVERTISING IS COMPUTER PROGRAMMEDOVER A
FIVEWEEK PERIOD TOGUARANTEE ENOUGH TIME TO

EFFECTIVELY SELL YOUR PRODUCT ORSERVICE

WEEKLY PENETRATION YOUR75ADSARE DIVIDEDOVER AFIVE WEEK PERIOD TD
GIVE YOUI5ADSWEEKLY WITH THREE SPOTS PER DAY.

YOU CHOOSE THE TIME S5LOTS, TOO 11!

I cosT: 75 THIRTY SECOND COMMERICIALS - $157.50 COMPLETE

ALL THE ADVERTISING YOU NEED
TO SELL YOURPRODUCTS

AT A PRICE YOU CAN AFFORD

T84 DIAMOND HILL RD @ WODNSOCKET, RHODE ISLAND 02095 @ (401} 748 - 0400 20 1%

FIGURE 4.12

cases, it is the general sales manager
Flyer offering

who works with the station’s rep com-
pany to secure buys from advertising
agencies that handle national accounts.
Again, national business is greater for
the metro station than it is for the rural.
Agencies justify a buy on numbers and
little else, although it is not uncommon
for small market stations, which do not
even appear in ratings surveys, to be
bought by major accounts interested in
maintaining a strong local or commu-
nity image.

Producer Ty Ford observes that
agency involvement has decreased in
recent years because of intensified com-
petition among the different media and
the unpredictable national economy.
“Increased competition from cable, tele-
vision, radio, and print has forced many
ad agencies out of business. Stations
now frequently offer ‘agency discounts’
to direct-retail clients just to close the

spot schedule.

www americanradiohistorv.com

special rate on a

Courtesy Radio Ink.
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. You Must Advertise B

VII. Ten Reasons To Advertise

. You Must Advertise to Reach New Customenrs.

Your market changes constantly. New families in the area mean new customers to reach.
People eam more money, which means changes in lifestyles and buying habits. The shopper
who wouldn't consider your business a few years ago may be a prime customer now.

. You Must Advertise Continuously.

Shoppers don't have the store loyalty they once did Shoppers have mobility and freedom of
choice. You must advertise to keep pace with your competition. The National Retail Merchants
Association states: “Mobility and non-loyalty are rampant. Stores must promote to get former
customers to return, and to seek new ones.”

. You Must Advertise to Remain with Shoppers Through the Buying Process.

Many people postpone buying decisions. they often go from store to store comparing prices,
quality and service. Advertising must reach them steadily through the entire decision-making
process. Your name must be fresh in their minds when they decide to buy.

Your Competition is Advertising.

There are so many consumers in the market ready to buy at any one time. You haveto advertise
to keep regular customers, and to counterbalance the advertising of your competition. You
must advertise to keep or expand your market share or you will lose to the more aggressive
competitors.

. You Must Advertise Because it Pays Over a Long Period.

Advertising gives you a long-term advantage over competitors who cut back or cancel

advertising. A five-year survey of more than 3,000 companies found..

@ Advertisers who maintained or expanded advertising over a five-year period saw their
sales increase an average of 100%.

® Companies which cut advertising averaged scles increases of 45%.

. You Must Advertise to Generate Store Traffic.

Continuous store traffic is the first step toward sales increases and expanding your base of
shoppers. The more people who come into the store, the more possibilities you have to make
sales. For every 100 items that shoppers plan to buy, they make 30 unanticipated “in-the- store”
purchases, an NRMA survey shows.

. You Must Advertise to Make More Sales.

Advertising works. Businesses that succeed are usually strong, steady advertisers. Look
around You'll find the most aggressive and consistent advertisers are almost invariably the
most successful merchants.

. You Must Advertise Because There is Always Business to Generate.

Your doors are open. Salespeople are on the payroll Even the slowest days produce sales. As
long as you're in business, you've got overhead to meet, and new people to reach. Advertising
can generate customers now...and in the future.

. You Must Advertise to Keep a Healthy Positive Image.

In a competitive market, rumors and bad news travel fast. Advertising corrects misleading
gossip, punctures “overstated” bad news. Advertising that is vigorous and positive can bring
shoppers into the marketplace regardless of the economy.

You Must Advertise to Maintain Store Morale.

When advertising and promotion are suddenly cut or cancelled, salespeople may become
alarmed and demoralized They may start false rumors in an honest belief that your business is
in trouble. Positive advertising boosts morale. It gives your staff strong additional support.

FIGURE 4.13 sale. Also, more retail companies are
Courtesy WOOD forming their own in-house agencies.”
AM/FM and RAB.

While this may be true, the ad agency
is still an important factor in station rev-
enues.

Each level of sales—retail, local, or
national—must be sufficiently culti-
vated if a station is to enjoy maximum
prosperity. To neglect any one of these
levels would result in a loss of station
revenue.

SPEC TAPES

One of the most effective ways to con-
vince an advertiser to use a station is to

provide a fully produced sample com-
mercial, or “spec tape.” If prepared
properly and imaginatively, a client will
find it difficult to deny its potential.
Spec tapes often are used in call-backs
when a salesperson needs to break
down a client’s resistance. More than
once, a clever spec tape has converted
an adamant “no” into an “okay, let's
give it a shot.” Spec tapes also are used
to reactivate the interest of former
accounts who may not have spent
money on the station for a while and
who need some justification to do so.

Specs also are effective tools for moti-
vating clients to “heavy-up” or increase
their current spot schedules. A good
idea can move a mountain, and sales-
people are encouraged by the sales
manager to develop spec tape ideas.
Many sales managers require that
account executives make at least one
spec tape presentation each week. The
sales manager may even choose to cri-
tique spec spots during regularly
scheduled meetings.

The information needed to prepare a
spec spot is acquired in several ways. If
a salesperson already has called on a
prospective client, he should have a
very good idea of what the business is
about as well as the attitude of the
retailer toward the enterprise. The sta-
tion sales rep is then in a very good
position to prepare a spot that directly
appeals to the needs and perceptions of
the would-be advertiser. If a salesper-
son decides that the first call on a client
warrants preparing a spec tape, then
he or she may collect information on
the business by actually browsing
through the store as a customer might.
This gives the salesperson an accurate,
firsthand impression of the store’s envi-
ronment and merchandise. An idea of
how the store perceives itself and spe-
cific information, such as address and
hours, can be derived by checking its
display ad in the Yellow Pages, if it has
one, or by examining any ads it may
have run in the local newspaper. Flyers
that the business may have distributed
also provide useful information for the
formulation of the copy used in the
spec spot. Listening to commercials the
advertiser may be running on another
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station also gives the salesperson an
idea of the direction in which to move.
Again, the primary purpose of a spec
tape is to motivate a possible advertiser
to buy time. A spec that fails to capture
the interest and appreciation of the indi-
vidual for which it has been prepared
may be lacking in the necessary ingredi-
ents. It is generally a good rule of thumb
to avoid humor in a spec, unless the
salesperson has had some firsthand
experience with the advertiser. Nothing
fails as abysmally as a commercial that
attempts to be funny and does not come
across as such to the client. Thus the
saying, “What is funny to one person
may be silly or offensive to another.”
Although spec spots are, to some
extent, a gamble, they should be pre-
pared in such a way that the odds are not
too great. Of course, a salesperson who
believes in an idea must have the gump-
tion to go with it. Great sales are often
inspired by unconventional concepts.

OBJECTIVES OF
THE BUY

A single spot on a radio station seldom
brings instant riches to an advertiser.
However, a thoughtfully devised plan
based upon a formula of frequency and
consistency will achieve impressive
results, contends John Gregory, general
sales manager, WNRI-AM, Woonsocket,
Rhode Island. “It has to be made clear
from the start what a client hopes to
accomplish by advertising on your sta-
tion. Then a schedule that realistically
corresponds with the client’s goals must
be put together. This means selling the
advertiser a sufficient number of com-
mercials spread over a specific period of
time. An occasional spot here and there
doesn't do much in this medium.
There’s a right way to sell radio, and
that isn’t it.”

Our lists of “dos” and “don’ts” of sell-
ing suggested that the salesperson
“ask for the order that will do the job.”
It also said not to undersell an
account. Implicit in the first point is
the idea that the salesperson has
determined what kind of schedule the
advertiser should buy to get the results
expected. Too often salespeople fail to
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ask for what they need for fear the
client will balk. Thus they settle for
what they can get without much resis-
tance. This, in fact, may be doing the
advertiser a disservice, since the buy
that the salesperson settles for may not
fulfill declared objectives. “It takes a lit-
tle courage to persist until you get
what you think will do the job. There is
the temptation just to take what the
client hands you and run, but that
technique usually backfires when the
client doesn’t get what he expected. As
a radio sales rep, you should know how
best to sell the medium. Don’t be
apologetic or easily compromised. Sell
the medium the way it should be sold.
Write enough of an order to get the job
done,” says Sales Manager Ron Piro.

Inflated claims and unrealistic
promises should never be a part of a
sales presentation. Avoid “If you buy
spots on my station, you’ll have to hire
additional salespeople to handle the
huge crowds.” Salespeople must be
honest in their projections and in what
a client may expect from the spot
schedule he purchases. “You will
notice a gradual increase in store traf-
fic over the next few weeks as the audi-
ence is exposed to your commercial
over WXXX” is the better approach.
Unfulfilled promises ruin any chances
of future buys. Too often salespeople,
caught up in the enthusiasm of the
pitch, make claims that cannot be
achieved. Radio is a phenomenally
effective advertising medium. This is a
proven fact. Those who have success-
fully used the medium can attest to the
importance of placing an adequate
order. “An advertiser has to buy a
decent schedule to get strong results.
Frequency is essential in radio,” notes
Piro. A radio sales axiom says it best:
“The more spots aired, the more im-
pressions made, and the more impres-
sions made, the more impressed the
client.”

PROSPECTING AND LIST
BUILDING

When a salesperson is hired by a radio
station, he or she is customarily pro-
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Ralph Guild

On the Future Market for
Radio

The radio industry has undergone
radical but positive change in recent
years and will continue to experience
significant evolutionary changes
between now and the end of the
decade. Ironically, these changes are, in
many ways, the result of a constant that
we have witnessed throughout the
history of the medium. Radio

FIGURE 4.14
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consistently has demonstrated a
tremendous ability to adapt to a variety
of market conditions, whether they be
economic or competitive in nature. It is
this flexibility, a byproduct of intelligent
industry leadership, that has fueled
radio’s growth in the past and will
continue to elevate the industry to new
heights in the years to come.

During the past decade or so, we
have witnessed a number of significant
developments in radio. It is important to
note these changes so that we may
better understand and appreciate what
the future holds. Some of the significant
developments of recent years include
the following:

The consolidation of the radio
industry. The atmosphere of business
deregulation that was prevalent in the
United States in the late 70s and early
80s caused The Interep Radio Store to
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hold a week-long think tank session to
predict and chart the future of our
business. We identified an opportunity
to start new rep companies and acquire
some existing firms. In so doing, we
ultimately demonstrated to the radio
industry and the government that one
organization can sell advertising on
multiple radio stations in the same city,
and that such an arrangement could be
a positive force.

Years later and continuing today, we
witnessed the rise of duopolies, where
one radio group owns two stations in
the same market. Soon there will be an
unlimited ownership in most cities and
the Interep model of team selling will
be the norm in station management.
The successful advertising sales
consolidation in the 1980s and early
90s—which proved that big could be
synonymous with good—has paved the
way for the station consolidation that
we are seeing today.

The consolidation of advertising
agencies. This has had a strong impact
on the radio industry. Agencies tend to
have smaller media departments than
they did before, and there are fewer
major agencies because of mergers. As
a result, fewer salespeople are required
and radio is able to strategically
redeploy its personnel to more
effectively serve the advertising
community.

The stunning rise of new technology.
This is related to the trend cited above,
because a significant result of re-
deployment of personnel has been the
ability to provide advertisers and
agencies with greater support and more
timely services. And it is the availability
of new and powerful technology that
serves as the tools by which we can
harvest much of this support,
particularly in the areas of research and
electronic transfer of contracts and
invoices between buyer and seller.

The introduction of Radio 2000 in
1990. The major radio new-business
initiative, launched by Interep, caused
the entire industry to focus on the
importance of bringing new advertisers
into the medium. To date, more than
$100 million has been generated by the
Radio 2000 effort, and it has helped
radio to think “out of the box” in terms
of identifying possible clients and ways
to attract them. The industry is more
centrally focused and radio broad-
casters see the wisdom of selling the
medium.
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What does the future hold for radio?
What innovations and changes can we
expect to see by the next millennium? A
few predictions:

The FCC will approve satellite-to-
receiver transmission. This will create a
new level of competition for listeners
and national advertising dollars. The
national network radio programmers will
be most effected, and it is likely they will
respond by getting into the satellite
transmission business in much the same
way that broadcast television networks
have gotten into cable (satellite) as a
means of protecting their franchise.

Advertisers will take greater control
of media decisions, wresting much of
the process away from their agencies.
The new focus will be on cost-per-
customer, not cost-per-point. Media,
including radio, will need to become
highly accountable and result oriented.

Most of the stations in the top fifty
markets will be owned by a relative
handful of major companies. Many of
today’s small, mid-sized, and, in some
cases, even large station groups won’t be
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around by decade’s end. Many of the
industry leaders of 2000 will be names
not even on the scene today. They will
be unique hybrids of broadcasters/
marketers/financiers. Pure broadcasters
will not be able to compete. The
survivors will be companies that are
market-driven organizations with
broadcasting knowledge and strong
financial expertise.

Continued technological
advancements will lead to even greater
interactivity between radio and its
listeners. Radio was the original
interactive medium, but new
technology will make radio more
interactive than ever before. People will
be able to access radio stations through
home computers and, for that matter,
will be able to access particular
programming selections from their
favorite stations. Let’s call it “Radio on
Demand”—if listeners want to hear a
particular music or talk show that aired
recently on their local station, they will
be able to do so through their computer
terminal at any time of day or night.

New forms of interactivity will be
seen in other ways. For example,
listeners will be able to “save” special
retail discount information on credit
card-like “smart-cards” that can be
swiped at retail tactics for instant
savings. The stored information will be
generated by special radios in
conjunction with particular
commercials, creating a new level of
measurability for the effectiveness of
radio advertising. This is no pie-in-the-
sky dream. Interep has been
participating in a test of a technology
called CouponRadio, which does
exactly what is described above.

Changes are in the wind for the
radio industry. The one certainty is that
the changes will be in response to, and
anticipation of, the needs and interests
of listeners and advertisers. Radio’s
time-tested ability to move forward
intelligently and aggressively will be
reinforced once again as the medium
accelerates onto the fast lane of the
information superhighway of the
future.

vided with a list of accounts to which
airtime may be sold. For an inexperi-
enced salesperson, this list may consist
of essentially inactive or dormant
accounts, that is, businesses that
either have been on the air in the past
or those that have never purchased air-
time on the station. The new sales rep
is expected to breathe life into the list
by selling spot schedules to those
accounts listed, as well as by adding to
the list by bringing in new business.
This is called list building, and it is the
primary challenge facing the new
account executive.

A more active list, one that generates
commissions, will be given to the more
experienced radio salesperson. A sales-
person may be persuaded to leave one
station in favor of another based upon
the contents of a list, which may
include large accounts and prominent
advertising agencies. Lists held by a
station’s top billers invariably contain

the most enthusiastic radio users.
Salespeople cultivate their lists as a
farmer does his fields. The more the
account list yields, the more commis-
sions in the salesperson’s pocket.

New accounts are added to a sales
rep’s list in several ways. Once the sta-
tus of the list’s existing accounts is
determined, which is accomplished
through a series of in-person calls and
presentations, a salesperson must
begin prospecting for additional busi-
ness. Area newspapers are a common
source. When a salesperson finds an
account that he wishes to add to his
list, the account must be “declared.”
This involves consulting the sales man-
ager for approval to add the account to
the salesperson’s existing list. In some
cases the account declared may already
belong to another salesperson. If it is
an “open” account, the individual who
comes forward first is usually allowed
to add it to his list.
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THE RADIO STATION

PRESENTING SPONSOR (ONE AVAILABLE)

MIX 98.5 FALL FEST '95

Exclusive Package Includes:

03 Inclusion in a minimum of 150 promotional

announcements to air on MIX 98.5 3-1/2 weeks prior
to the festival.

VALUE: $75,000

3 Inclusion in MIX 98.5 live broadcast during Fall Fest.
Sixteen (16) :10 commercials (one each hour) over

two days

VALUE: $3,200

0 Inclusion in a minimum of 75 promotional announcements
to air on Eagle 93.7/WRKO/WEEI two weeks prior to Fall Fest

VALUE: $30,000

0 Bank of forty spots to air on MIX 98.5 from October 1-
October 31, 1995

VALUE: $16,000

O Corporate logo on Fall Fest '95 signage at main stage,
entry points and VIP tent

VALUE: $5,000

03 30 reserved seats for viewing of main stage entertainment
on Saturday and Sunday (can be used exclusively by sponsor

for trade),

VALUE: $750

FIGURE 4.15
Stations sell
sponsored
programs, often at
a premium rate.
Courtesy WHKL.

116 Huntington Avenue. Boston, MA 02116 1617723;6803 ;-'1\‘)((617-)-2366??2 T

Other sources for new accounts in-
clude the Yellow Pages, television sta-
tions, and competing radio outlets, and
today, station salespeople are also tap-
ping the Internet and using e-mail to
enhance their search for clients. In the
first case, the Yellow