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PREFACE

This book is about programing to-
day’s American radio station. It is not a complete management book,
but it approaches programing from a management view. As several
who have used the first edition requested, the production section has
been expanded in this second edition. The book has also been updated,
but the focus and purpose remain the same as the first edition.

This book will be of greatest use to the beginning broadcaster and
to the student who wants to know about radio, either as a profession
or for personal understanding. While much that is here will be ele-
mentary to the experienced broadcaster, it is hoped that the perspec-
tive on radio programing and the essential information regarding
program decision-making will be useful to the professional as well as
the student.

The book is a result of several years of practical professional ex-
perience combined with research from print and personal sources. We
have tried to maintain a balance between theory and practicality. We
have tried not to be too obvious or too general, while trying at the
same time to avoid too much shop talk or specific transitory informa-
tion of limited value.

The profiles and appendixes are presented as part of the text, not
merely optional reference material. These sections provide many of the
details that give more of a working knowledge of the medium.

Because radio is so dynamic, the reader must keep abreast of cur-
rent developments through the trade press, through extensive listening
to radio, and through constant observation of society.

For the person who wants to be a radio professional, it is important
to gain an understanding of principles and concepts. Some of this
understanding can be gained through reading. But producing radio
programing is not a spectator sport. To learn how to play the game
you must play it, not just observe or read about it.
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(HAPTER1

Radio:
The Newest Medium

Radio celebrated its fiftieth year in
1970. Yet, paradoxical as it may seem, radio broadcasting is the newest
of the electronic media on the basis of its programing. Television,
which took over radio’s original format in 1954, forced radio to find
a new, more marketable format. Radio, compelled to reevaluate and
readjust its role and mission, is thus the newest medium—and a
solvent and healthy one. As we enter the final quarter of the twentieth
century, there are more radios than people in the United States. The
recent and projected technological developments, the growth of FM,
the growth of syndication and the resurgence of networking, the con-
tinuing development of new programs and formats, and the attractive-
ness of radio as an advertising medium, all make radio a vital aspect
of modern human experience with an enormous impact on our
thoughts, our perceptions, and our actions.

The Size and Scope
of Radio Broadcasting

Radio’s importance to listeners can be indicated by comparing how
much time they spend using the medium with time spent using other
media. Studies show that the average American spends the following
number of hours per year using each medium:

Watching television—between 1,000 and 1,200 hours per year. (The
figures vary from study to study. The TV set is on in the average
home roughly seven hours a day, but individual viewing is roughly
three hours a day.)
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Listening to rauio—between 900 and 1,000 hours per year. (Radio
listening is more individual than watching television. Television is
more a group behavior.)

Reading newspapers—approximately 300 hours per year.
Reading magazines—approximately 270 hours a year.

Attending movies—10 hours a year. (Less than half of the public
goes at all. A small percentage of the public accounts for a large
share of movie attendance. The audience is mostly dating age. This,
of course, does not count movies on television.)

Attending live sporting events—less than 5 hours a year. (This
includes amateur and professional.)

Attending live concerts—less than 5 hours a year. (This includes
symphonies, rock concerts, barbershop quartets, and school groups.)

A recent RADAR! study of radio listening in the U.S. showed radio’s
weekly reach to include 92 percent of all persons 18 and over, 99 per-
cent of all teenagers, and 94 percent of all people in the 25-49 age
bracket. Radio sets outnumber people by a ratio of 1.7 to 1. The average
American household owns 4.9 radios.

Further, during daytime hours people spend more time with radio
than with any other medium. One major retail food chain found that
80 percent of adult women spend more time daily with radio than with
television. Figure 1.1 shows the pattern of listening. From 6 A.M. to 6
P.M., people listen more than they watch. After 6 p.M., television at-
tracts many more people than radio, of course, and over a week or a
year reaches slightly more people. Also, television viewing is more
concentrated, with fewer stations and programs attracting those larger
audiences. It is no wonder that radio people, when addressing a group
during daytime hours, like to ask the audience for a show of hands
to the question: How many of you have watched television today—
read a newspaper—listened to radio? It is virtually always a vote for
radio.

The following statistics indicate the importance of radio in our
economy.

Over $2.5 billion was spent for radio receivers in 1974. Radio set
sales were up more than 400 percent over sales in 1952. About 99
percent of 1974 automobiles were radio-equipped. The car radio is used
62.4 percent of driving time. Transistor set sales were up 2,042 percent
over 1952. FM set sales have increased to 54 percent of radio sales. The
number of radios sold each year approximates the combined circu-

1 Radio All Dimension Audience Research, a national study done for the four
networks: CBS, NBC, ABC, and Mutual.
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Average Quarter Hour Ratings
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Figure 1.1 Recent all-media studies conducted by The Pulse, Inc., document
that radio listening surpasses television viewing for two-thirds of the broad-
cast day. An illustration of radio’s dominance is shown on the chart above,
based on persons age 12+ from the Three-Stage All-Media Pulse Survey con-
ducted in the New York area.

lation of all morning and evening newspapers. There are more radios
in the United States than there are telephones in the entire world.
Americans spent over $200 million for transistor radio batteries alone
during 1974. Of the 25,000 radio stations in the world, the United States
has approximately one-third. There are roughly five times as many
radios per capita in the United States as there are in Europe, and
sixteen times as many as in Asia or Africa.

The following news story indicates how people can get involved—
too involved—with radio.

Two Southern California teenagers were killed last month in
separate accidents under roughly identical and equally bizarre
circumstances, to wit: While strolling along railroad tracks on
afternoons of perfect visibility they were struck from the front
by diesel locomotives traveling at moderate speeds.
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Despite the fact that neither young person had a history of deaf-
ness, there is strong evidence to indicate that neither had heard
the oncoming trains until the instant before he was hit.

The only possible explanation for their failure to detect the ap-
proach of several tons of churning machinery on an otherwise
quiet afternoon is the fact that both of the teens had transistor
radios plugged in their ears.

Broadcast advertising has consistently demonstrated an annual’
growth faster than that of total advertising expenditures or the econ-
omy of the country. For several years after the television boom, radio
suffered through transitions in program formats and sustained either
real losses or losses in percentage of advertising revenue spent in the
medium. But in recent years radio revenue has increased by a greater
percentage than has television revenue or that of other competing
media. In 1976, radio had its biggest percentage growth-year since
1944 and its greatest dollar growth-year ever.

While radio’s story is positive, it should be seen in perspective,
Statistics for 1976 show approximately $31.2 billion spent for adver-
tising in all media, national and local. Radio gets less than 10 percent
of that total figure, roughly 37 percent of television’s share, and news-
papers get as much as radio and television together. All advertising
accounts for 2.9 percent of the nation’s personal consumption ex-
penditures (PCE), while radio advertising accounts for .21 percent of
PCE—a fairly low amount to support something we use for a thousand
hours a year.

The average annual revenue per station is only $225,000, demon-
strating that individual stations are small businesses. Three out of
every four dollars gained in revenue are from local advertising. Just
over one dollar in five comes from national and regional spots, less
than one radio advertising dollar in twenty comes to the network, and
less than one radio advertising dollar in one hundred winds up as
station revenue from network compensation.

Radio’s cost per listener reached makes it an effective advertising
medium. Reach and frequency analyses show that most advertisers
using other media can improve their advertising efficiency by putting
at least part of their advertising money into radio.

Radio Compared to
Other Media

What makes radio, limited as it is to sound, so popular? How has it
been able to restructure itself in the face of the initially overwhelming
competition from television programing? Why is it that, in an age that
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looks forward to concentrated communications using highly sophisti-
cated techniques such as electronic transmissions for point-to-point
mail service, individual computer drops, and photophones, the broad-
casting of an aural signal alone should be so indispensable and per-
vasive? It is because radio has specialized, serving more specific tastes
in an informal, intimate way. Even if television had not appeared,
radio, forced by competition to do what it can do best, would have
moved in that direction. Even though radio is a prime purveyor of
that most popular communication—music—it is not purely an enter-
tainment service. It has become an extensive personal information
system, bringing pertinent data to the individual which he can use in
his own sphere of activity. Radio information is now and here in time
and place.

The average American wakes up to radio. It is our constant com-
panion while preparing to meet the demands of the day. We plan our
activities around the information we learn from radio. Radio tells us
about our community and the events that will significantly affect our
activities. We learn what is unique about the day and what is available
from the community through radio.

Radio Treats the Listener as if
He Were Blind

Radio demands nothing from the listener during a broadcast except
that he listen. Hence, the listener is free, manually and visually, to do
other things while listening. Radio is the only advertising-supported
medium that gives this freedom. Thus, radio listening is a flexible
activity and may be combined with many other activities.

Radio Broadcasting Is
Bound by Time

Any given message monopolizes listener time for its duration and,
hopefully, also gains listener attention. When the message is finished
it is gone, dead, unless repeated again for numerous recalls and ad-
ditional information. Print is quantitative. If you take out an ad in the
local daily newspaper or a local magazine, you may obtain as many
copies for an historical archive as you wish. But time is ephemeral,
and all you may have of a tangible nature after your broadcast is a
billing record from the station or, better yet, a rating record comment-
ing on the number of listeners your message reached. Print, like tele-
vision, is eye-oriented. Radio is ear-oriented. There is no “middleman”
in print. The reader scans at his own pace, referring back to portions
of the message he finds either extra interesting or difficult to under-
stand. Radio broadcasting does not have this objectivity. Radio em-
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ploys an interpreter who exerts influence on a very subjective basis
into the objectivity of the content of the message.

Radio Is Personal, Subjective,
and Intimate

It is a personality medium. It is intensely human in dealing with the
events and ideas of the day on a person-to-person basis. It works emo-
tionally. Radio never has been a medium for an audience of millions;
rather, it has been, and is, a medium of millions of one-person audi-
ences. Radio broadcasting had been in service for over twenty years
before two men clearly revealed this intimate, highly emotional quality
of the radio communicator. Arthur Godfrey could attest to the thou-
sands of women who have written him concerning their most cherished
dreams, confident that Arthur knew each of them as closely as they
knew him from listening to him each day. Just after World War 11,
Dave Garroway’s “1160 Club” on WMAQ in Chicago set the tone for
later disc jockeys’ lighthearted requests of their listeners. The story of
Garroway’s advice to listeners, that the best way to hear his program
was to sit directly in front of the radio set with the volume turned up
as full as the neighbors could stand (resulting in a strong comment
from the Chicago Police Department), may not be entirely apocryphal.
Sales boomed for products that Garroway and Godfrey talked about
on the air. Godfrey was one of the first radio personalities to endorse
the products he advertised. It is a truism that advertising can bring
you to the product only one time. Nevertheless, the power of strong
radio communicators like Godfrey and Garroway was such that many
a product was apparently purchased a second and third time entirely
because of their endorsement.

Radio Is Mobile

Because of the engineering developments in the miniaturization of
broadcast equipment, radio has become as mobile as its audience.
Sociologists tell us that a dominating characteristic of modern America
is the extreme mobility of the individual in our country. A young
executive with a national corporation may, in the course of his career
with that firm, live in, work in, and become a visible part of half a
dozen major cities throughout the country. He and his family may
find themselves a part of both coasts, living at various times in the
supermegalopolis areas of “San-San, Mil-Cle, and Bos-Wash.” Because
of the cross-pollination of many regions, and because of the immediate
impact of television, all regions of the nation are becoming more alike.
Key West, Florida, has much in common with Seattle, Washington,
with Presque Isle, Maine, and with San Diego, California. Radio is an
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immediate common denominator linking one region of the country to
another and yet focusing on that which is unique and singular in a
particular region. One way for a traveler to feel a part of a new area
is to listen to the radio of that community, for radio must, by its very
nature, reflect as a social mirror the likes and interests of the people
it serves.

People are mobile in terms of their interests and vocations. The
educational community has the almost impossible task of preparing
the individual for changing careers two and one-half times, on the
average, in his lifetime. A career change is not just a change of jobs
within a corporate structure or employment moved to a different
location; it is a total change of responsibilities and duties involving
separate knowledge and separate applications of knowledge. Obviously,
such an involved citizenry must avail itself of the fastest and most
complete information service available. Radio can help to provide this
service.

Personal mobility has brought about technological developments in
radio broadcasting unique to this medium. The relatively low fre-
quency, long wavelength transmission is ideal for reaching remote
areas within the country. Radio is the lifeline for ranchers in remote
agricultural areas. Alaska has depended upon the bush pilot and his
radio communication system to develop the interior regions of the
state.

The development of the car radio makes it possible for the individual
to be in touch with the community while in transit. Development of
transistors to replace the vacuum tube has allowed portable radios to
accompany the individual anywhere. Radios are more numerous at
the beach and on the street than they are in the living room. Sports
fans take their radios with them to the game so they can tune in on the
expert opinion that helps them understand, interpret, and enjoy the
action.

This characteristic mobility has influenced radio in its program selec-
tion. When radio was primarily an entertainment medium listened to
mostly in the living room of the home, programs were developed in
quarter-hour, half-hour, and hour time segments. People were usually
stationary while listening to network programs. If a person began
listening to a radio drama, it was fairly certain that he planned to
listen to the program all the way to its end. The networks could
schedule programs based on the fixed attention of their audiences. A
modern, mobile radio audience can no longer guarantee a fixed-time
availability. It is difficult to become involved in a 30-minute whodunit
mystery while driving to a destination that requires twenty minutes of
driving time. Would the listener sit in the car until the program is over?
More likely, the listener would not become involved in the story in the
first place. Thus, it was necessary that open-ended programs, laced
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together by the personality of a host-communicator, become the stand-
ard fare of radio broadcasting. Music and news are its staple items.
The average length of much of the music is two and one-half minutes.
The news headlines featured every hour are only slightly longer. A
commercial message runs no longer than a minute. Consequently, the
mobile listener may tune out whenever his schedule demands his at-
tention, secure in the knowledge that the news item will be repeated
and that he probably will hear his favorite musical selection again
later in the day. NBC’s “Monitor” was one of the first to innovate the
segment approach to programing for a busy mobile audience—a far
larger audience than even NBC imagined.

Radio in Historical Perspective

There are certain responsibilities required of any medium considered
to be “mass communication.” It is totally impossible to program for a
large and heterogeneous audience without distinct compromises in
program content, style, and approach. The price is often boredom and
contempt from the more sophisticated and intelligent members of
the audience. What is banal and condescending to one portion of the
audience might be intriguing or bewilderingly complex to another
segment of listeners.

The development of motion pictures replaced the large theatrical
road-show extravaganza as the principal vehicle for mass entertain-
ment. Motion pictures were better able to reach audiences of all back-
grounds and ages, and the stage was forced to be more provocative,
more specialized, and less of a mass entertainment. The advent of
radio was less a threat to motion pictures than it was to the newspaper.
Since radio could not involve the visual element, entertainment pro-
graming over radio tended to supplement motion picture fare, as it has
sporting and other events. On the other hand, newspapers and news
magazines believed they would be particularly threatened if radio were
allowed to transmit news. Concerned with what seems now to be a
most naive fear, newspaper publishers believed no one would ever
read about the news again if they were allowed to hear the news first
over radio. Long suppressed by publishers in its effort to transmit
news, radio finally gained news freedom during World War II. The
only loss suffered by the newspapers was the financially draining
“extra” edition, which publishers had wanted to get rid of anyway. In
fact, radio news sparked renewed interest in news, whether reported
on radio, in papers, or in news magazines.

Television had the most devastating influence on both motion pic-
tures and radio. Motion pictures reacted first by attempting to keep



Radio: The Newest Medium 9

their movies and stars off television schedules. Then, motion pictures
began producing the large, terribly expensive and lavish pictures
emphasizing spectacle in wide screen opulence. This ploy succeeded
in destroying the “C” movies, and many of the personnel from “C”
pictures transferred to television. Through the influence of foreign
films and the work of the new wave of cinema directors, the motion
picture soon assumed the same freedom to treat meaningful social
themes with explicit adult frankness that the legitimate theatre had
assumed after motion pictures became the prime mass-entertainment
medium. Today, motion pictures are, for the most part, in financial
health and have little fear of extinction by television programing, al-
though few films are produced for a general mass audience.

For radio the impact of television was even more traumatic. Tele-
vision seemingly could do anything that radio could do, and more.
Television could program with the same immediacy of radio. Tele-
vision was organized and operated by the same large electronic cor-
porations that developed the radio broadcasting industry and utilized
the same operational philosophies and procedures. The fact that tele-
vision could protect network radio from disappearing, because of
mutual ownership, was small solace to the independent radio station
and the network-affiliated station that did not have a television oper-
ation to assist it during this transition period. Radio had either to look
for new audiences to serve or to discover how to serve old audiences
in new ways. Radio chose the latter and rediscovered its potential in
new and firm ways.

Radio first abdicated its position as a mass-entertainment medium
by transferring its emphasis to a personalized entertainment and in-
formation service. It gave up premium listening time in the entertain-
ment slot of 7:00 to 11:00 p.M. (see Figure 1.1). Radio recognized that
the head of the household would be available primarily during early
morning hours and driving time; that women would be a primary
target for daytime listening; and that teenagers represented a large
potential audience through popular music and its stars. Radio ac-
knowledged that television could cover national and world spectacles
far better than it could, but that the price structure of television made
it difficult to cover the local scene quickly and thoroughly. In its in-
stinct for survival, radio recognized that it could do this job better,
quicker, and cheaper, and it was geared to the advertising dollar avail-
able for local advertising. It realized that it was an extremely adaptable
medium, able to change its message within minutes of broadcast time
to suit any circumstance.

So, network programing became of relatively little consequence for
radio compared to the heavy reliance television stations placed upon
network affiliation—except for international and national news. The
Associated Press and United Press International news wires and the
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news bureaus of larger station groups in strategic cities fed informa-
tion to the independent stations, thus allowing them to compete on
equal terms with the network-affiliated stations programing national
and world news. It is noteworthy that the resurgence of radio networks
is based on the development of -specialized networks such as ABC’s
four networks, Associated Press Radio, United Press International
Audio, the Mutual Black Network, and National Public Radio.

Radio’s Formats

A prime characteristic of modern radio station operation is that it
can react to local needs. Radio talks about its own community, re-
flecting the personality of its own people. And, of greatest importance,
radio is free to program to specific audiences. No longer must each
station be all things to all people like its television counterpart. A radio
station may choose a specific kind of audience and concentrate on
filling the needs and interests of that particular audience. For instance,
each urban area has multiple audiences. Certainly, teenagers are inter-
ested in Top-40 and rock stations. Others prefer country music. Classi-
cal and fine arts stations find a measurable audience, as do all-news
and conversation station formats. Nearly everyone tunes in popular
music stations at some time or other during the week. An advertiser
can determine the demographics of the audience he wants to reach
and can find a radio station that programs to that audience at a cost
he can afford. And that is the formula for the success of modern radio
station operations—specialization. It does the job for the small ad-
vertiser in the local marketplace.

Today, it is unlikely that a major city will be dominated by a single
radio station. There is much more likely to be a stand-out radio station
for each major program category. Whenever too many stations using
one kind of format start chewing into each other’s audiences, the
stations suffering the most usually seek to escape their competition by
changing formats. And when any single station shows audience shares
significantly larger than its competitors, one or more stations will try
to duplicate its format and take some of its listeners.

Radio: A Medium of
Personal Expression

Radio is a medium through which personal statements can be made.
It is a medium in which one person can write, produce, engineer (when
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the union will let him), perform, and come up with a finished product
exactly as he wants it, hampered only by his own limitations. Few
opportunities exist for that kind of expression in the other mass media.
Most efforts in other media are done by groups, and groups have to
compromise. People in radio are not free of compromises, but they
have fewer of them to make. That is one reason why working in radio
can be fun and invigorating for many people—if they have the right
situation.

Radio and the
“Wired City”’ Concept

Cable television’s existing services, along with projected innovations,
have suggested to some that cable is the future of communications.

The demands already made upon communications services have al-
most devoured the available radio frequencies. Each communications
service requires its own frequency in the location where it performs its
services. Landmobile radio has overrun the channels available to it.
More and more utilities are demanding radio frequencies to provide
communication links among their services. Fortunately, compared to
television, radio requires relatively little spectrum space; AM radio
needs 10 kilohertz (KHz) per channel, and FM requires 200 KHz per
channel. Compared to television’s requirement of 6 megahertiz (MHz)
per channel over a spread of eighty-one VHF and UHF channels,
radio’s space is small in ratio to the number of stations available
throughout the country able to use these frequencies.

The very nature of radio broadcasting eliminates the use of the
“wired city” concept. Radio is a medium for a mobile audience. Tele-
vision demands a static audience. Cable television using a wired closed-
circuit concept can serve a television audience, but it is doubtful that
a closed-circuit system can adequately serve radio audiences. Mobile
audiences demand a medium that can reach them when they are un-
available to television.

Radio broadcasting has established its place as the newest medium
in the communications spectrum by pinpointing the specific services it
can perform in our society. Tempered by competition and forced to
reconsider its value to a communication-oriented world, radio broad-
casting has readjusted and redefined its contribution. Radio is fired and
glazed and fully prepared to provide services required in the decade
ahead.
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Suggestions for Further Learning

1. Through personal observation, note the ways people with whom you come
in contact use radio. Analyze your listening habits and others’. What ap-
peals to people? When and why do they listen?

2. Make your own study, similar to that made by Pulse (see Figure 1.1). Do
your results match closely with those shown on the chart?



Success Factors

Success in American radio takes
different forms. Success can be measured by audience size and by the
influence exerted in the community. Success can be the admiration of
other professionals or critics who think that the station is doing a
professional job. But that which is the most pervasive and desired
objective of management is financial success. The other kinds of suc-
cess are important, too, but they are intangibles that bring only com-
ments from listeners, party invitations, and “ego-warmth.” While many
in station management would like to be loved and rich, most are just
willing to settle for a balanced budget.

Every kind of station needs to attract listeners to generate support
funds. All station managers secretly wish that everybody would listen
to their stations all the time. Since there are so many competing media
and competing stations, and since you cannot reach everybody with
one kind of programing, the attempt is to attract the largest possible
audience that will generate the largest possible revenue. Stations try
hardest to appeal to those who buy the products of the advertisers—
the mass adult audience between about 20 and 55 years of age. Usually,
it is only when stations are unsuccessful in reaching that audience or
when competition is very strong that stations are willing to settle for
a less marketable segment. They may seek other segments such as the
younger or older, or the rich or the poor, unless in a given area or
under given circumstances one of those audience segments predomi-
nates. Under very competitive situations, the stations will fragment
that middle group of 20-to-55-year-olds, choosing to emphasize male or
female appeals, or aiming for the under-30 age segment, or the over-40s,
or only the more affluent.

Since radio leans heavily on demographics, and since the total num-
ber of listeners is not as important as the total marketable audience,
radio serves the very young and the old less willingly than the young
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and middle-aged married persons who buy so many of the mass-
produced products of potential sponsors. In radio, it is considered
something of a curse to have an audience composed primarily of teen-
agers or old persons, especially the poor old. The young are preferred
over the old because the youth are potential consumers, even though
they are only a minor market segment at the time.

The ingredients that enable a station to attract listeners and spon-
sors are discussed in the following sections.

Music

Music is the staple of modern radio programing. It is an inexpensive
source of programing, and it is also highly desired by the audience.
Almost everyone likes music. To be sure, not everyone likes the same
kind of music, and choosing the music which appeals to the desired
listeners is not an easy matter. The type, amount, quality, setting,
presentation, and competition are all factors for the programer to
consider in the selection of music.

Music is personal and emotional. An individual’s tastes are dependent
upon education, experience, personal qualities, social position, and
ambitions, among other factors. People choose to listen to the music
they hear because of availability, personal taste, and social utility.

The type of music and the way it is programed are particularly im-
portant to the station because the music greatly affects the type and
number of listeners the station will get. A radio station exists for other
people, not strictly as a catharsis for the owner, manager, or pro-
gramer. Therefore, even the esoteric stations have a built-in tendency
away from music that is too selective, since every station is interested
in maximizing its audience. Those stations that have chosen to special-
ize do so because it is a way of maximizing their audience. The country
music station operator specializes because hopefully he will attract
all of the people who like country music. Secretly, the station operator
wishes that everyone liked country music. Unless he is in an area where
country music is preferred by more people than any other type of
music, he probably would switch his format if he could compete with
the stations that were programing the majority music. Stations spe-
cialize not always because they want to but because they have to.

The music preferred by more of the adult consumers than any other
is the melodic popular ballad. There is very little correlation between
record sales generally and the adult American public’s preferences.
Among adults, rock music and country music are disliked more
strongly than other forms. Opera is also largely disliked. The more
esoteric classics and jazz pieces are not widely accepted. Polkas, band
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music and marches, Hawaiian, Dixieland, and other specialized types
have relatively small acceptance. People do not seem to mind subtle
jazz of a commercial nature with slight improvisation of familiar
themes. They do not, as a whole, like wholesale improvisation.

These statements are generally true of the adult public, but there
are local situations and specialized publics where such is not the case.
A sizable minority of our society prefers country music over all other
forms. Teenagers listen to almost nothing but rock music. Opera fans
are among the most vocal devotees to be found for any form of music.
Among the better educated some of the more esoteric forms are
relatively more popular than among the population as a whole. But,
generally speaking, what most people prefer is melodic music slightly
on the bland side, with heavy reliance on ‘“standard tunes,” no clear
preferences for either vocal or instrumental music, and with a slight
preference for male over female singers.

Whether such preferences will continue, or for how long, remains to
be seen. Most adults are not devotees of rock music, but teenagers
have adopted it as their own. Country music is on the increase. On the
one hand, people who are raised on one type of music may not quickly
abandon it. On the other hand, many types of behavior and tastes do
change with age. Children watch cartoon shows on television and read
comic books, but few adults do. Certainly, some of the appeal of teen
music for teenagers is having their own music that adults do not
prefer. The social utility of fitting in with the group and group prefer-
ences is especially strong among the young. It appears that the beat
itself is not the prime reason for adult dislike of the teen music. More
important is that adults interpret the music as having juvenile or
unintelligible lyrics, a lack of melodic quality in many of the voices
and instrumentation, youth-oriented thematic materials, and repetition.

In recent years the general audience attitude to rock music has
softened, and rock has broadened its appeal by borrowing greatly from
other music, becoming more diverse, more sophisticated, and more
adult. Rock is the preferred dance music and the main support of the
record industry. It is much less important to television (especially
prime time), Las Vegas, club and concert entertainment, and most of
America’s top-rated radio stations. (See Music Glossary, page 381.)

News

Some stations in markets with a large number of stations do not
program any news at all, specializing only in music. Such operations
are extreme in their specialization, for there are few people who never
want any news or who want nothing but news. Stations which bro:d-
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cast no news generally are acknowledging that other stations are doing
the news job better than they could.

News is an important element for most successful stations. As a
medium of communication, radio’s most important job is relaying the
news, Few top-rated stations in either audience ratings or advertising
rates do not have a strong news effort. It is in the area of news that
the networks perform their greatest service in radio today. While other
network programing, generally stated, is simply a drug on the market;
the news resources of the networks, with their Washington and over-
seas bureaus and their professional writing and on-air presentations,
can add greatly to many stations’ programing and service.

People do not spend as much time listening to news as they do to
music. Once they learn that the world is still functioning, what the
weather is forecast to be, and whether their favorite ball team won,
they may prefer to listen to music rather than hear the news repeated.
But, more than any other reason, people first turn on the radio in the
morning to get the news. People frequently prefer something more
than headline capsules and five-minute summaries, although the detail
of newspapers usually is not expected or even desired. News efforts
vary considerably, according to the type of station.

Personalities

This is an area where there are divergent points of view, more so
than in other areas. Many stations with top ratings, and especially
those with high advertising rates, use the strong personality approach.
Many others feel it is important that the station, not the on-air in-
dividual, should have the personality.

Those who use the personality approach feel that, in a business
where so much programing can be duplicated by other stations, strong,
identifiable personalities can make the difference. These stations stress
the warm, human sounds of one person talking to another as if face
to face. They also note that many advertisers react favorably to an
identifiable person who can push their products in addition to enter-
taining and informing people over the air.

The drawbacks to the personality approach are several. Personalities
can be very expensive, especially the good ones. Anonymous voices
can be shuffled in and out without much effect, but the loss of a major
personality that a station has been building up for years can be a big
blow to a station which has promoted him and invested in his success.

Strong personalities often find that they are stars and sometimes do
not take direction very well. Also, many disc jockeys cause controversy
for the station with their off-air behavior. If they get to be big names
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on radio, DJs often seek further fulfillment or fortune by going into
television or moving to another market. Strong personalities can be-
gin to feel that they are more important than the stations they work
for. Many earn more money than their immediate superiors or even
more than the station manager. Many managers do not like to deal
with show-business types, preferring the orderly businesslike ways of
more sedate types of businesses.

In spite of the drawbacks, however, most of the top-rated stations
with ad rates at the top of their markets play the personality game
because there is nothing as effective in reaching people as other people.
“Name” stars can make a difference.

Talk Other than News

This factor applies not only to stations which emphasize talk pro-
graming, such as the telephone talk stations, but to all stations. The
ratio of talk to music is an important factor in all music programing.
Too much extraneous talk hampers the music programing. Many peo-
ple will listen to a show because of the personality, because he has
interesting views or is funny or presents interesting people; but they
may protest if he presents too much of such material in what is sup-
posed to be a music show. How much talk, what type it is, how it is
programed, and at what hour are all factors that affect the success
of a station.

Consistency

Consistency applies to both the quality and the type of programing,
To illustrate its importance regarding the type of programing, consider
the following example. Suppose that, in a market of fifty stations, a
station decides to change its format radically. The first likely effect is
that the station will lose most of the listeners it had. It then must try
to get new listeners from the other fifty stations. Many of the listeners
to those other stations are happy with what they have and will not
change. Since most listeners do not “dial around” very much, the
station with the new format will have to do a lot of something just to
attract attention. The attraction of new listeners will most likely be
very slow unless the potential audience is one which is experimenting
with radio and is receptive to change. The group that is least resistant
to change is the young. Most stations would prefer an older audience
with more money to spend, but this audience is more set in its habits
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and listening patterns. Audiences are built very slowly, but they can be
lost almost overnight.

The station builds the audience by doing the same thing (with minor
variations) every day so that listening patterns can be established.
Except in small markets where it is easier to keep track of radio
schedules because there are few stations, it is difficult to build an
audience if there are great paradoxes in the daily program schedule.
Varying programs or program parts must be compatible with the
overall sound. Abrupt shifts in appeal or interest generally are not
desirable. Even sports coverage and other special events must be con-
sidered carefully and fit into the overall image.

Consistent quality is also desirable. A station which has high quality
one day and sounds like a poor carbon copy of itself the next day faces
the same problem that the maker of any product faces who has poor
quality control—the station may lose its audience. Radio, in dealing
with emotional and qualitative elements, is more prone to variation
than a computer-operated production line, and no performer is always
at his peak; but consistency is very desirable for maximum success.

Consistency, however, must be balanced by a willingness to change.
In radio, more than in other media, the only constant is change. A
controlled, disciplined change that retains the familiar touch, while
embracing the new, is most likely to succeed. Of course, for an un-
successful station, a whole new image may be desirable. A new image,
however, must be carefully planned and sustained over time to build
an audience and achieve success.

The Ability to Localize

Since radio is a local medium, the ability to localize programing is
crucial, although not entirely tangible. A station must reflect an aware-
ness and concern for its coverage area.

This local concern can be manifested in several ways. An awareness
of the local conditions and a concern for them in what is broadcast on
the air is the most obvious. Legitimate public service, boosting the
local community, participation, and generally showing concern and
pride help to build the desired image. The community should feel that
the station is “one of us.” Many large corporations with successful
stations have gone into new markets exuding confidence that they
would “show the local rubes a thing or two about radio.” The cor-
porations often have lost money because the locals gave them a good
education about the individuality of the community, and because the
locals had a different attitude. The ability to relate to the local market,
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or segments of it, is dependent upon having an attitude of service and
upon understanding local needs and conditions. A station’s concern is
especially shown in the on-air sound of its news coverage, its air per-
sonalities, its public service efforts, and even its commercials. Listeners
also get a “feeling” for a station through its promotions and in the
participation of station personnel in civic affairs.

Promotion

Radio operations employ two kinds of promotion: audience pro-
motion and sales promotion. Audience promotion—basically adver-
tising—includes efforts aimed at listeners through on-air promotion as
well as promotion aimed at nonlisteners through off-air promotion. All
of the advertising techniques that sell soap, politicians, and goodwill
generally will also sell radio. The potential is as large as the budget. An
advertising campaign can use newspapers, television, billboards, sky-
writing, bumper stickers, sweat shirts, and messages in fortune cook-
ies. Getting station exposure among nonlisteners is important, but also
important is to continue to sell regular listeners with high-quality,
carefully selected promotional aids.

Unfortunately, many stations’ promotion campaigns are limited to
contests. Management sometimes tries to buy listeners with contests.
Contests can be helpful, but they can also detract if not run carefully.
Some contests are big-money giveaways. Others use relatively smaller
prizes but make the fun of the contest the focus of the effort, such as a
contest which asks listeners to come up with clever or humorous bits
than can be aired with credit to the listeners.

Promotion also takes the form of slogans, station identifications,
and announcements. Many stations have produced musical signatures
that try to capture the spirit of the station.

It would be easy to underestimate the word-of-mouth exposure that
comes from having a capable and happy staff that is proud of their
jobs and their station. Having employees who show their pride in their
organization and who tell their friends and relatives about their sta-
tion starts a chain reaction that can reach a surprising distance into
the community.

Nothing can make up for a bad product. Advertising can enhance a
great product, and it can help a mediocre product if the competition is
not too strong. But it will kill a bad product that has strong com-
petition.

In addition to audience promotion, sales promotion aimed at the
potential advertiser or advertising agency is necessary. Even though
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people in the advertising business are aware of all the techniques used
to sell products, they still admire a good campaign by a station, and
they can be sold by the same techniques they themselves use.

An important adjunct to sales promotion is the audience-rating busi-
ness. Although ratings are used by programers to aid them in making
decisions, their primary use is by advertisers. Ratings made by com-
panies such as Pulse, Hooper, and Arbitron can be used to sell the
station’s time. Salesmen accentuate strong points in the ratings to sell
potential advertisers. Of course, if the station does not get good rat-
ings, it must rely on other strategies.

Often, surrounding many other things that cannot be measured
quantitatively, a certain “halo effect” exists that only partly can be
explained rationally. Many stations have this quality or syndrome. It
exists when the public’s or advertisers’ opinions are manifested in
ratings, opinions, or images that are greater than the qualitative and
competitive factors would seem to warrant. Some stations so domi-
nate their markets that they are, in effect, above the competition. The
image is built upon favorable word of mouth and based upon superior
quality, but it is partly an irrationality on the part of the public. It is
part truth and part myth, a charisma, a bigger-than-life projection, a
star quality. Clever promotion can be a major contributing factor, and,
in fact, is what much of Hollywood was built on.

Sales Effort

Sales personnel often remind others involved in station efforts that
if it were not for sales none of them would be working. While very
few salesmen can get by without a strong product, all stations need,
at the very least, someone to take sales orders and, usually, someone
to pound the pavements and knock on agency doors. The importance
of the sales effort in a station can be shown by the fact that more
station managers come up through sales than any other branch of the
station organization. Broadcast sales demand considerable creativity
and initiative.

A national sales representative acts as a station’s sales agent in
metropolitan centers where national advertising is bought. Selection
of and coordination with this representative are important to a sta-
tion’s financial success.
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Competition

As in other fields of endeavor, success in radio does not always
demand greatness; it merely requires being the best in the market or
just remaining competitive. Stronger competition requires a stronger
effort to succeed. In radio, competition not only may generate a lot
more hustle, but may dictate the type of station to operate. Many
formats and program schedules are the result of counterprograming
—that is, providing an alternative service or programing strengths
against weaknesses of the competition. Many chain operations (several
stations under one ownership) that use a particular style or format in
most of their stations are forced by a strong competitor to alter their
programing in a given market because the competitor is more success-
ful with the preferred format. How skilled a station is at competitive
strategy greatly affects its success.

Resources

The finances that enable a station to survive periods of general eco-
nomic recession, to withstand pressure from a tough new competitor,
or to move quickly into new areas are obviously the key resources
needed for operation. A good signal that gets into the entire coverage
area is another integral resource, as is a good frequency. A tradition
and a name built up over a period of time among the public and ad-
vertisers, as well as potential employees, is a further resource. News
mobile units, helicopters, fully equipped production studios, good
working conditions, and a favorable location all add to the satisfaction
of both the public and the employees. The impression of being a first-
class station is always good for public relations and sales.

The most successful stations are strong in all of the areas mentioned
in this chapter. Successful stations that are weak in one or more areas
do exist, although there are not many in the large competitive markets;
it happens only where the competition is also weak in one or more
areas.

Budgets

Budgetary needs vary by station type, size, and market. However,
figures compiled by the NAB and FCC give an indication of practices
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in use generally. Program department expense does not fluctuate as
much by station size as it does by type of station. In all-sized markets,
the program department expense averages from 30 to 35 percent of
total station expenses. Some types of stations will run dramatically
higher and others lower. Selling expense ranges from 13 to 25 percent
of total expense. Small stations have a smaller percentage of selling
expense because they have fewer agency and national representative
commissions. FM stations, though mostly small, also have, on the
average, high sales costs—among the highest in the industry (perhaps
because FM has been harder to sell). Engineering costs range from 9
to 16 percent of total expenses; the larger stations have the higher cost
percentages. The reason is that small station announcers work
“combo”—that is, they do their own board work and take transmitter
readings themselves. In large stations, unions require a separation of
duties, with engineers “operating the board” as well as taking meter
readings. Among the least expensive of station operations are the
records, music licensing fees, and outside news services—all vital
programing elements. Most expenses go for station salaries.

Modern radio displays a variety of formats, quality, and effective-
ness. Most radio stations are very small businesses. The variation can
be shown graphically by comparing a large metropolitan station hav-
ing over a hundred employees with a small automated station having
only one full-time person and a few contracted services. It is possible
to operate a radio station with automation gear that is maintained by
an engineering service. A telephone-answering service can employ a
telephone girl with a third-class FCC license who can dial the trans-
mitter to take remote meter readings. The music can be purchased
from a programing service. The lone full-time employee (can we call

General A
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Figure 2.1 Small Station Organization
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Figure 2.2 Large Station Organization

him the manager?) oversees the operation, sells and produces all of
the commercials, and keeps the station operating. Another way to
demonstrate the variation in radio stations is with an organization
chart for a small station and a large one (see Figures 2.1 and 2.2.) In
this book we are not insensitive to the variation between the small and
the large station. But we are more interested in discussing principles
that apply to most stations, regardless of station or market size.

In this chapter we have identified a number of areas to which the
station operator must give attention. In later chapters we will elabo-
rate upon many of these areas.
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The Competitive Environment

Chapter Two

As we have noted, stations do not exist in a vacuum. Their success or
lack of success is dependent upon a number of factors. Some are pro-
graming factors. Some are revenue factors. Some are promotion fac-
tors. Another way of looking at only those factors which have an
impact on listening is shown in Figure 2.3.

Other media
Other stations

Weather
Off-air promotion

Sunrise, sunset

Suggestions for Further Learning

EXTERNAL FACTORS

Playiist length

Quality of music
selection

Quality of news

Quality of on-air
production

Newscast
placement

Signal quality

INTERNAL FACTORS

Commercial load

Announcer
performance

Record rotation

On-air promotion

Announcer
absences

Programing
features

Sports events, concerts, and other happenings

Figure 23 The Competitive Environment
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1. Using the headings of this chapter as a checklist, analyze the radio sta-
tions in your market. Where is each strong and weak? Make a list of
recommendations that might bring each station up to par in each area.
Would it be worth the cost?

2. What appeals do you note on radio stations in your area that are very
local or unique to your area?

3. Relate the success factors mentioned in this chapter to the Station Pro-
files starting on page 246.



What Makes
a Program
Interesting?

The one factor that all successful
radio programs or stations have in common is the ability to engage
and retain the listener’s interest. That is usually accomplished by find-
ing and presenting programing that people are already interested in.
Successful programs normally relate to previous experiences of the
audience. The producer or programer must know whom he is trying
to reach and how he can appeal to the experience and interests of this
target audience. Beyond choosing materials that serve existing inter-
ests, there are a number of elements that can maximize listener
interest.

Continuity

Most people do not like to rethink and explore continually but prefer
to establish a routine. Even in an area with fifty radio stations, most
listeners do all of their listening to no more than three stations. People
build up listening habits. A station’s consistency in quality and style
allows the listener to build up these habits over time. There is security
in the familiar voice, in familiar stations, and in language as people
are accustomed to hearing it. The air personality can become an old
friend. Changes, except at very unsuccessful stations, should be evo-
lutionary rather than revolutionary. A station that finds a successful
formula and sticks to it is almost always more successful than a sta-
tion that changes its style often.
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Variety

Variety may seem in opposition to continuity, but it really is not.
Continuity is important, but so is variety; the two must find a com-
fortable balance, and the point of balance depends on the type of
station. Variety is important for the pace. A well-paced show never
sags or leaves listeners exhausted; it is a balance between too much
tension and too much relaxation. Contrast between the old and the
new, the serious and the comic, and the fast and the slow all help
retain interest. Since the human mind tends to alternate between
focusing and wandering, like the tides that ebb and flow and the heart
that beats and relaxes, listeners adapt better to a program which has
places for relaxing as well as places demanding optimum attention.
There must be ascending and descending curves of tension; purposeful
variety is what constitutes timing. The deliberate regulation of tempo,
pitch, and emotion gives impact, whether in drama, music, or a com-
mercial announcement.

Economy

Most programs need a good editor, for what is left out is equally
important as what is retained. Every element should be purposeful.
Radio is an intimate medium, one which needs understatement if it is
to wear well. Radio must be conditioned to long-term success, not
simply short-term popularity. Radio will be difficult to listen to over
time if its elements are constantly overplayed. Slight understatement
wears best.

Grace

Grace is the elegance of skill possessed by so many of the great
artists and athletes; grace is the form that convinces spectators that,
with a little practice, they too can be superstars—until they try dupli-
cating that skill. This grace cannot result without exceptional skill
and the polish added by careful preparation. Ease of presentation—
grace—makes for easier listening, brings a smoother flow to the pro-
gram, and instills a subtle, positive influence in the listener. Frequently,
the main ingredient contributing to grace is thorough preparation,
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which gives a smoother feel to presentations because of the confidence
that controlling more of the variables gives.

Novelty

Radio has constant need for the new and fresh, for the surprise that
promises escape from the too familiar. But as people do like the
security of their conventions, novelty, like variety, must be balanced
with the familiar.

Human Interest

People are interested in themselves and others like them. Each of
us, to a degree, wants the world to be reflected in our own image. The
little personal, homey traits or comments that may not really amount
to much can still have the effect of making the listeners like an an-
nouncer or a station.

Humor

Humor is a topic for a separate book. Suffice it to say that people
like to laugh. For the most part, people like humor that makes them
feel comfortable and does not threaten them. Although people have
their private jokes in which they say the unsayable, most people do
not like humor of a public nature that is at the expense of others.
They react negatively to that humor which publicly pokes fun at
another’s cherished beliefs, his race, or his religion. People are “turned
off” by what they feel is slapstick, vulgar, corny, or sick.

There is an endless supply of humor. There always will be new jokes
because there always will be new fads, happenings, and experiences
that can be joked about. Much of humor is based on exaggeration
about everyday situations. A reverse angle or surprise ending to a
commonplace event or familiar story can make people laugh. The
incompatible, the absurd, the incongruous, and the unusual circum-
stance all can make people laugh. So much of the humor is dependent
upon the manner of presentation, the personal sensitivity and char-
acteristics of the humorist, and the appropriateness to the occasion.
There are many types and levels of humor. Many different types of
humor work for different kinds of people.
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Involvement and Participation

The success of entertainers who involve the audience in the act is
widespread. Radio is not a two-way medium, except for telephone talk
shows. Radio cannot involve the audience in the way the hypnotist or
folk singer can involve his live audience. Yet, in radio, as in other
media, much of the real show takes place inside the spectator or
listener. One kind of involvement is to stimulate the listener to think
along with the announcer, or sing along with him, or take some action
he advocates. Another kind of participation is community involve-
ment. The people of the community are affected by hearing about the
station’s participation. They are also affected by hearing themselves
speaking on news and other programs, or merely being mentioned.
Audience participation can take many forms. The teenager who uses
the station’s music as a rallying point for social interaction is a kind
of participant, as is the person who enters a contest or follows his
favorite baseball team. The greater the interaction between the station
and the community, the greater the station’s chances for success.

Buildup

Attracting audience attention, establishing interest, and creating
anticipation are all vital factors of “building up” a coming attraction.
Ed Sullivan used the buildup for more than twenty years on his tele-
vision show, announcing a top star several times during the show
before the star finally appeared near the end of the program. When
Larry “The Legend” Johnson hosted an all-night telephone talk pro-
gram on WIND, Chicago, he would place a telephone call to a famous
or an off-beat person, but it frequently would take three hours to get
the call through; meanwhile, the anticipation built up, When he called
“to see if the buzzards really do come back to Hinckley, Ohio,” or to
see “if there really are Pygmies in Peru,” or when he started on Mon-
day to make his phone call to Yugoslavia and it got through on
Thursday, the phone call itself was not nearly as much fun as the
“chase” getting there. The anticipation, “getting there,” is much of
the fun,
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Using Spoken Language

One of the frequent mistakes of inexperienced radio newsmen and
announcers who are quite capable of fluent written language is that
they carry it over into radio where spoken language is demanded. On
radio it is necessary to speak in language that will be understood
readily by the listener. An announcer must not sound like a talking
book. Extremely complicated sentences, phrases, and words are better
left to print where the reader can reread, stop, think, and go on at
his own pace. Exacerbate, contumely, and troglodytic are better left
unsaid.

Personality

Individual performers need to express personality, and stations also
need personality. Since so many stations are basically alike, the per-
sonality of a station makes the unique ingredient that separates it
from the competition. A station and program host alike need to con-
vince the audience that they are “good fellows,” that the audience’s
interests and concerns are theirs as well.

Attitude is most important to radio communication. Since radio is
direct, intimate, personal, and non-group oriented, the kind of com-
munication that is most effective is the direct, face-to-face, informal,
and friendly kind of presentation appropriate to a living room or patio.
Such phrases as “Hello, out there” and “Good evening, everybody” and
the attitude that accompanies such statements are out of place in
modern radio.

A station’s announcers should sound intelligent by always being
well informed about whatever it is they are trying to communicate.
If they can say interesting or entertaining things, and if they are
friendly, warm, informal, relaxed, and natural, they are most apt to be
successful. Announcers should talk fo listeners rather than at them,
sounding more interested in the listeners than in themselves. People
like their air personality to be enthusiastic and cheerful in a way that
does not sound forced. They like a sense of humor, but that does not
mean air personalities constantly have to tell jokes or be funny.

Quintilian’s old pronouncement about a good speaker being a good
man speaking well has merit, because much of what a man is comes
through on the air. Not all good air personalities lead exemplary lives,
but off the air they must be, at least in part, what they seem to be on
the air. Radio management prefers announcers to “be themselves”
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rather than to be actors, because acting and “being a personality”
demand quite different approaches. If an announcer is on the air every
day for five years, his steady listeners get to know him quite well.
Highly important is an attitude of being honest with people, of want-
ing to communicate something—to reach out to other people. Basic
sincerity is a desired characteristic for communicators, even for hu-
morists. Another quality that complements sincerity well is liking
people.

There was a time in American broadcasting when every on-air per-
sonality had to have a deep, well-modulated voice. Many announcers
stuck their fingers in their ears to better hear the music of their own
voices, enunciated like British actors, and functioned as unctuous
mechanical men. Those days are gone. Now, the reverence for the
sound of words and the staged approach has given over to informality.
Today’s audience is more interested in what is said than in hearing a
display of virtuosity, although this is not to say that good voices are
not important. Audiences still prefer soothing, pleasant, soft, deep
voices. Sloppy pronunciation, nasal voices, and inarticulateness are
not liked by audiences. Smoothness and polish are still desired. Un-
derstatement with emphasis on content and what is done with the
voice rather than just the fact of having a good voice are emphasized
today. Polish without ostentation is most effective.

People like good pronunciation, pleasant voices, and appealing
mannerisms. They like to hear people who appear accurately informed,
with clear, understandable deliveries. They like the sense of effortless
skill that comes from professional competence. They like concise,
clean, direct language.

Audiences do not like air personalities who are affected, monotonous,
brassy, irritating, too sweet, or too folksy. They dislike an announcer
with a superior attitude, a conceited snob, or one who is too sarcastic,
hostile, or sharptongued. Audiences do not like a person who appears
to be phony, who is too biased, who has a chip on his shoulder, or who
is immature. They dislike announcers who are uninformed, over-
enthusiastic or overemotional, trying too hard to be funny, or who
resort to off-color or tasteless jokes.

Since the announcer is the voice of the station while he is on the
air—the intermediary between the listener and a good share of the
message—he is one of the station’s most important products. An in-
experienced announcer working for a minimum wage is apt to give
the station a less than professional sound.

An announcer contributes more to a station’s personality than just
his vocal presence on the air. He is usually the team captain of every
program in which he is involved. He is in many cases his own engineer
and operator, and is nearly always the producer in charge. Aside from
a few large stations, the day of the separate radio producer-director is
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gone, with a few exceptions such as some special programs or com-
mercial recording sessions done by an advertising agency. An an-
nouncer takes direction from his station manager, his program di-
rector, and, to a degree, the station’s sales department in handling
commercial matter. But he is generally the person with the million-
dollar station at his fingertips. For this reason, radio may be thought
of as an announcer’s medium. It might be argued that radio and tele-
vision are both salesmen’s media because of the large role of adver-
tising and because most managers come up through sales. The most
important link to the people, however, is the announcer-producer.

Suggestions for Further Learning

1. Analyze three commercials that are heard on radio in your area. Which
do you like best? Least? Which will do the most effective job of selling
the product? Give reasons for each of your decisions.

2. Analyze a program hour. How many different voices are heard in that
hour? What is the source of each? Network? Recording? Live? In your
view, what do the voice changes do for the programing?

3. Choose an air personality you like, another you dislike. State your reasons
in each case. Find someone who has different opinions. See if discussion
brings new insights and appreciation for the other view.
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The Physical and
Operational Plant

The modern radio station has
changed as markedly in its physical operations as it has in its program
content and format from the days of network dominance. The most
important event to affect modern radio program production methods
occurred even before the heavy pressures of television programing
competition—the development of the audio tape recorder and play-
back units. With the tape recorder, radio was freed from studio pro-
duction of programing. Programs can be edited after production in-
stead of being pretimed and fully scripted before production, as they
were when broadcasts were live before a studio audience. As in motion
pictures and television, post-production editing and assembling of the
final broadcast version for radio has become as important as pre-
production planning and the production phase, either on location or
in-studio. Although before tape it was possible, even with some awkard-
ness, to record radio programs via disc and wire recording, it was
virtually impossible to properly edit a radio program and totally im-
possible to record remote program materials with the necessary fidel-
ity. Sound effects that now can be recorded authentically at the source
of the sound were simulated in the studio by mechanical and electrical
means. An entire element of the production team was built around the
sound effects man’s ability to recreate sound.

The tape recorder changed the daily production schedule. Most
program elements now can be prerecorded, developed bit by bit, as-
sembled in the control room (or separate production room), and
offered for broadcast at the scheduled time originating from a tape
playback unit.

The term “actuality” in news is applied because events can be re-
corded as they happen. Content is recorded using many production
techniques to provide a constant flow of information about events as
they occur. The audio tape recorder has been constantly refined so

32
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that today we have miniaturized, simply operated, high-fidelity units
for remote production and highly sophisticated, multi-track, and even
computer-directed units (such as the MCI, the Scully, the Stephens,
and the Ampex ART-100) for studio production.

Studio programing in the sense of the large team production is all
but obsolete. The radio-drama production team that consisted of
director, engineer, sound effects man, announcers, actors, and musi-
cians assembled for one program rarely exists today, except for a
handful of syndicated and network programs. Drama, when performed
for radio, is produced in recording studios capable of handling complex
productions of all sorts.

Radio production is exceedingly personal. One man with a tape
recorder can conceive a program, devise its format, record its content,
and edit it into its final broadcast shape to be aired at a time most
likely to reach the audience intended for that program.

An announcer has become less a continuity agent filling in informa-
tion between programs and more a communicator who controls pro-
gram material from various sources simultaneously and places it into
an entertaining and informative format that makes immediate sense
to the listener. A modern radio station must be constructed and
equipped so as to allow the varying content fed to the station to be
prepared for broadcast with the greatest versatility and immediacy.

Since broadcasting is evolving constantly, and since the student can
be kept up-to-date through manufacturers’ catalogues and brochures,
this chapter will not delve in detail into the operation of equipment
components. Rather, it will deal with the operational rationale in terms
of programing for the broadcast system that has evolved to serve the
contemporary radio audience.

Studio Layout

Whether a station is large or small, FM or AM, with separate an-
nouncer and engineer or a combination operation, basically the same
kinds of equipment are necessary for the smooth, professional oper-
ation of the station. The studio is more of an electronic office than it is
a studio, in the sense of production development. Figure 4.1 is a line
drawing of the sophisticated broadcast facility of station KFI, in Los
Angeles. Photographs of the studio layout (Figures 4.2 through 4.5)
confirm that the modern radio station, incorporating all of the “state-
of-the-art” hardware, must be “human engineered” as well, so that the
broadcast facility may serve the human element. Modern radio sta-
tions with the right formats have married automation and the human
element in a harmonious, relaxed studio atmosphere The result is
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Figure 4.2 Showing the Engineer/Operator in KFI Air Mixer #1. The DJ is
in DJ Studio. The window to the right shows the Conference Studio.

freedom from the drudgery of routine performance that automation
can do better, so that the talented broadcaster may spend his or her
time more profitably to conceive, create, and enjoy the business of
being broadcasters. You will note that the control and production
facilities are usually large enough for one person (seldom more than
two or three) to work in comfortably. The control room must have
microphones of good quality, variable-speed turntables, cartridge tape
units, and one or more reel-to-reel tape recorders. Stations that depend
upon a large amount of talk programing undoubtedly will develop a
news-and-discussion studio where panel-type programs may be pro-
duced. If a station’s policy is to have the announcer read the news,
then no separate news booth is necessary as long as the news area is
easily available to the announcer-engineer so that he may return
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Figure 4.3 Production Mixer #2. Production Studio #2 is at feft, Production
Studio #1 at right.

quickly to the broadcast control area. Some stations still have large
studios. Although a studio may be used rarely for production, it can
be, and often is, the only room in the plant large enough for staff
meetings.

A sophisticated radio station serving a medium or large market well
may have program lines, two-way radio, or telephone communication
with the following sources:

1. Traffic cars and/or helicopters or airplanes

2. Weather bureau

3. Stock brokers and investment business houses
4. Police station headquarters and highway patrol
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Figure 44 From the Engineer/Operator’s chair.

5. Mayor’s office and city hall

6. Recreation areas for beach and ski conditions
7. Sports arenas and stadiums

8. Telephone connection for listener participation

In addition to these sources, a station will have network lines if the
station is affiliated with a network.

Commercials may be produced by advertising agencies or written
and produced in the station. In metropolitan stations, virtually all
spots come through an agency. In smaller stations and smaller mar-
kets, most of the material will be written and produced in the station.

A larger station, utilizing separate announcers and engineers, may
have “intercom” systems that allow an announcer to monitor all
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Figure 4.5 Loman and Barkley’s view of their DJ show at KFI.

studios, talk via two-way radio, monitor network feeds, and talk with
his engineer and other departments that are preparing and updating
program material for him to use in the course of his broadcast
schedule.

The modern studio is an acoustically treated workshop, sound-
insulated from outside noise and vibration. The announcer has high-
quality microphones for optimum voice fidelity.

Control Layout

A program control room may feed the program signal to a master
control, or it may operate as a master control itself. Many large stations
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have decentralized the master control function in the interest of maxi-
mum versatility. Therefore, each control console should be as complete
and versatile as possible. Many radio equipment manufacturers, such
as Gates, Collins, McCurdy, and RCA, make consoles with the capa-
bility required of the modern radio station. A growing number of FM
stations are broadcasting in stereo, and a few even are broadcasting
four-channel quadraphonic stereo. All equipment must be capable of
recording and playing back stereo programs and must be compatible
with the monaural sound of the announcer and with monaural pro-
gram material that is not available in stereo.

The control room is where all of the program elements are put to-
gether for broadcast. In addition to the console, there should be no
less than two variable-speed turntables, two or three cartridge tape
playbacks so that multiple commercial, public service, and promo-
tional announcements or production effects may be played back to
back, and two or three reel-to-reel tape recorders necessary for all
production and on which entire programs can be recorded and played
for broadcast. Programs may be delayed for later broadcast from such
sources as the network feed or special telephonic feeds from the
scenes of events. Or a Washington bureau may provide special ma-
terials to each station within a group ownership. These materials can
be used as a program or be integrated into other programs.

An announcer’s voice is almost the only sound that is broadcast live
from a radio station. Even traffic alerts and news items may be re-
corded in their entirety and checked for appropriateness and quality.
The lines from a traffic car or trafficopter can be “normaled” (fed
directly without special switching) to tape recorders that automati-
cally record information as it is sent down the line or from two-way
radio. Telephone reports also can be recorded automatically if a station
has the necessary equipment.

The heart of the broadcast operation is the control console. It must
accept program materials from multiple sources and must be able to
send the integrated program to multiple feeds. Regardless of the kind
of console used, it must have monitor and cue facilities so that the
operator can preview and hear the output of the console during all
operations. Whether potentiometers (volume controls) have slide or
rotary control, sound levels must be faded smoothly without distortion,
Each console must have the capability of handling multiple micro-
phone and turntable feeds, cartridge playbacks, reel-to-reel tapes, and
remote lines.

Station WBEN, in Buffalo, and the Ward-Beck Systems of Toronto,
in designing new, modern radio facilities, set about to totally support
their broadcast personnel with digital electronics and automation
technology. The console in Master Control incorporates a full random-
access automation system. The board is designed to be operated either
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“combo” by the air talent or with an engineer at the console and talent
in an adjacent studio. (See Figure 4.1 for KFI’s studio arrangement.)
A random-access sequencer, designed by Ward-Beck, is built into this
console. This sequencer will start turntables, cart machines, and reel-
to-reel playbacks while up to fifteen events can be fed into the se-
quencer at all times. Once the sequencer is armed to carry out a series
of specific events, the talent can control all of its activities with three
push buttons. CANCEL dumps whatever is in the sequencer, so that it
can be rearmed with new commands. HOLD places the sequencer into
a mode where it does not see its commands and therefore does not
react to them. And RESTART produces a tone signal which will in-
stantly restart the sequencer and play its next previously stored event.
This system provides a maximum of support and a minimum of techni-
cal responsibility for the air personality. He goes on the air “live,” with
the sequence of events on his show all set up. He starts the sequence
by pushing one button, and while it is running he is free to create his
material for a later sequence. Some may fear such automation, but
any program host who has ever cued up cut 15 on a reel-to-reel tape
will love it.

The control consoles in the production studios are duplicates of the
broadcast console, but also include controls for adding equalization
and reverberation (for an explanation of equalization and reverber-
ation, see pages 97-98 below). KFI and WBEN duplicate the consoles
in each studio in exact detail so that personnel may interchange
facilities without having to readjust their production techniques to fit
the idiosyncrasies of different kinds of equipment requiring different
operational procedures. Line-of-sight, microphone channels, and inter-
coms are maintained between all studios and announcing booths.

The control console must be able to send the program to its desired
destination. Obviously, the signal is sent to the transmitter for broad-
cast. But it also may be fed to telephone lines that send the program
to a distant destination, such as a network origination. The program
may be sent to a recorder from which the program may originate in a
later broadcast. Large-market stations record the signal for later air-
check and for FCC reference on special recorders recording at the
speed of %e inch per second. Using a four-track tape machine, this
recording can provide a record of (1) what is fed to the transmitter,
(2) what gets transmitted, (3) all two-way radio communications, and
(4) continuing time checks that help the station to find the informa-
tion on the other three tracks.
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Remote Facilities

The most important article of remote gear is the portable audio tape
recorder such as those manufactured by Sony, Norelco, Uher, Nagra,
Tandberg, and Wollensak. A reporter ranging far from his station can
record program elements that can be incorporated into a newscast or
edited and re-recorded for a documentary or actuality program.

Station personnel at work within the community may use telephone
lines leased from the telephone company. The lines vary in quality from
Class E and D lines for short-distance voice signals to long-line music
feeds of 50 to 15,000 cycles per second (herz). Costs vary from Class
AAA for continuous use to Class BBB for occasional line utilization.

Citizen band or FM two-way radio is absolutely necessary for trans-
mitting information from news mobile units and trafficopters. In
addition, some sophisticated news departments may even monitor
short-wave international broadcasts for incorporation into news pro-
grams or for reference material for the news writers.

Many stations develop mobile studios to take advantage of the com-
munity interest in air personalities. Such studios often are located in
trailers or minibuses and consist of a remote amplifier, microphones,
and two or more turntables for music. Even when it is feasible to play
the music from the studios, stations often will play music “on remote”
so that listeners at the remote spot can get some idea of what occurs
during the broadcast schedule. Sometimes, tape cartridge machines
are provided in the unit so that commercial messages may originate on
location. A reel-to-reel tape recorder also can be useful. Remote units
that fold like a card table can be bought for easy transportation and
be set up in remote locations. At locations where remotes are scheduled
on a regular basis, a microphone, a one-channel amplifier (preferably
with fixed volume), and a telephone intercom should be installed on
a permanent basis.

Remote lines may have a separate PL (private line) intercom. How-
ever, most stations use a single line for both broadcast and “cue-back”
to conserve expense. The remote key on the control console at the
studio ordinarily has three positions: (1) override—to allow the re-
mote operator or announcer to call in and be heard over the station’s
monitor system; (2) cue and talk—to feed the intercom at the console
to the remote so that cue signals and cue information can be discussed
between operators; and (3) broadcast—to feed the remote line into
the program bus and thus through the console in the manner of
regular broadcasts.

ENG (Electronic News Gathering) is very much a part of the latest
technical capabilities of television broadcasting, allowing the television
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newscaster to broadcast from remote locations instantly and immedi-
ately with lightweight, miniaturized, portable equipment. Radio ENG
has been around for a long while without being recognized for its full
versatility. Such equipment as high-powered wireless microphones,
tone control systems, and mobile repeaters are hardly revolutionary,
but putting these items together to make up a highly versatile remote
system is a recent innovation. The Comrex Corporation has developed
a system which allows reporters and other air talent to broadcast
studio quality sound while remaining completely mobile, transforming
the reporter into “a walking radio station” able to broadcast the re-
mote event with quality sound. The audio cassette unit allows recorded
sound to be mixed on-air with the live signal from the microphone.

RPL’s (Remote Pickup Links) are small, easily portable, personnel
remote transmitters and antennas which can send a remote signal
back to either the studio or to the station transmitter directly. These
RPL’s can be used in a variety of configurations in conjunction with
the normal program route from studio to transmitter via the STL
(studio/transmitter link) and via a TSL (transmitter/studio link)
which enables a signal to travel from the station transmitter back to
the studio. Figures 4.6 and 4.7 show the various set-ups and routes
that an RPL signal can follow.

The remote broadcaster can either pack the RPL with the antenna on
his person or place the antenna at a point where it has line of sight to
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Figure 4.7 Route that an RPL signal can follow.
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the studio or to the transmitter. The latter setup is used when the
transmitter pack is too bulky for the situation or where line of sight
between transmitting and receiving antennas cannot be maintained
for quality sound. Figure 4.8 shows the flow of the remote signal from
the RPL unit to either the studio or the station transmitter in either
direction. The remote signal can go to either the studio or to the sta-
tion transmitter first, depending upon which site offers the better
signal route, and then back to the studio (if to the transmitter first)
for mix with other program elements.

RPL units operate in the VHF frequency range of 152-170 MHz and
in the UHF spectrum of 450-470 MHz. They are relatively lightweight
at 20 to 26 pounds, are approximately 6%” X 15” x 12” in size, and are
modest in price.
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Figure 4.8 Flow of the remote signal from the RPL unit.

Broadcast Sequence

The student needs as much practice handling program elements in
sequence as he can possibly get, working either alone or with an engi-
neer. The following example from a major-market station’s morning
shift may be of value as a guide. This sequence contains records, phone
calls both outgoing and incoming, two-way radio reports, recorded
reports on semiautomated systems (such as a Sigalert* from state
highway patrol headquarters), news filed by a newsman on remote,
a UPI audio report prerecorded on reel-to-reel tape transports, and a
live studio guest. The 40-minute sequence might be arranged as fol-
lows:

1. Engineer plays station-ID cartridge (10 sec.) leading into:
2. Cartridge—standard format introduction of news program

! Sigalert is a term used to indicate an official highway patrol information
bulletin of traffic information, so-named because it was developed by Lloyd
Sigman, one-time station manager of KMPC in Hollywood.
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3. News announcer—separate studio
4. Commercial insert—on cartridge

5.
6

. Traffic report (three remotes in sequence) from two-way radio

News—news announcer

a. Traffic car
b. Trafficopter
c. Sigalert recorded from highway department

7. News—news announcer

8. UPI audio report—recorded reel-to-reel tape

9. News—news announcer

10.
11.
12.
13.
14.
15.
16.
17.
18.
19.

20.
21.
22"

23.
24,
25.
26.
27.
28.
29.
30.
31
32,

Closing news format read by newsman

5-second ID—cartridge

Commercial cartridge

10-second music intro of air personality—from announcing booth
1st record—turntable in control room

Patter by air personality and live commercial

2nd record—control room

Patter by air personality

Commercial—cartridge control room

Air personality makes telephone call (phone in announcing
booth) to a woman whose name was sent in for “sexy voice”
contest—Dbeeper phone

3rd record—control room
Guest live in studio—kidding air personality about the contest

Spot on cartridge with 30-second live insert in middle by an-
nouncer

4th record—from studio

30-second live spot with cartridge tag

30-second commercial—cartridge in control room
5th record—control room turntable
Commercial—read live by air personality

Station promo and ID—cartridge in control room
Patter by air personality, introduces news headlines
News heads—from news studio—60 seconds
60-second commercial—cartridge in control room

60-second feature story on White House—recorded from network
lines by group Washington correspondent—story featuring wife
of government official—recorded only a few minutes before ac-
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tual airing along with two other features to be used in later
news broadcasts

33. Air personality gives weather and intros
34, 6th record—control room
35. Commercial—live by air personality

36. Patter by air personality—gives phone number for those who
wish to phone in to “Radio’s Beloved Answer Man”—studio

37. Incoming phone calls—aired from studio as air personality jokes
and talks with persons phoning in questions—four phone calls
answered in approximately two minutes

38. 7th record
39. Et cetera—et cetera

In this example, the station uses an engineer and an announcer.
Most announcers work “combo,” in which the air personality is his
own engineer. An air personality must work well with his engineer, if
he has one, and, if not, must be doubly talented to combine all of the
elements of his program from different pieces of equipment. The pro-
gram log by and large sets up the order of program elements, yet the
air personality and the engineer have freedom for instant judgments.
They learn to anticipate each other through constant practice, inform-
ing each other by intercom, hand signals, and light and buzzer cues in
both the control room and the studio.

Cartridge Tape Equipment

The modern radio station has come to depend upon the use of
cartridge tape systems more and more. These systems provide a more
convenient method of programing than was previously afforded by
the conventional turntables and reel-to-reel tape equipment. In many
stations, cartridge tape systems have largely replaced turntables and
reel-to-reel machines in the reproduction of spots, themes, station
breaks, intros, and other program material of this nature. The engi-
neering department of the National Association of Broadcasters (NAB)
has developed a booklet concerning cartridge tapes, entitled “Oper-
ation and Maintenance of Cartridge Tape Equipment.” The NAB also
has published other papers regarding broadcast operations of value
to the student of radio.

Cartridge tape units consist of playback-only units or playback and
record units. The playback-only units are less expensive and can be
used any time that a record unit is not needed. The cartridges are
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loaded with a continuous loop of recording tape and vary in length.
At the start of each spot or other recorded segment, a tone is recorded.
This tone is recorded automatically on one of the two tracks when
the “record” button is pushed to start the taping of the material to be
reproduced on the other track. When the tape plays through to the
point where the tone is located, the tone triggers a mechanism that
stops the tape; the tape thus is automatically cued up at the segment'’s
beginning. Using the proper length cartridge is important, because if
only one minute of material is recorded on a five-minute cartridge, it
will take five minutes for the tape to recue itself. Additional tones may
be placed on the tape to trigger automation gear or merely to turn on
a light that signals the end of the spot, offering a visual cue that aids
in tight production.

The cartridge is being improved constantly. Similar progress is being
made with cassette tape recorders. Both manual production and auto-
mation gear are finding new uses for both types of tape.

A four-track cartridge can provide two tracks of erasable audio, one
track of auxiliary tone and data (also erasable), and one track of stop
tone and clocking (not erasable). This permits the erasing and re-
recording of any single event on the cartridge without disturbing any
other event. The auxiliary control tone will cause the cartridge tape
to rewind automatically until it “sees” the clear leader, at which
time it will stop, play forward, and cue to the first stop tone. The ease
of using this kind of equipment will make it very attractive to many
modern radio stations.

Stereophonic Broadcasting

Stereo operation of FM radio was approved by the Federal Communi-
cations Commission in April 1961. Installing a system that broadcasts
high-fidelity stereophonic sound, while preserving compatible recep-
tion of monaural sound as well as means to multiplex SCA signals, has
provided new interest in FM broadcasting.

The stereo system simulates the natural separation of sound caused
by the spacing between people’s ears. People hear two distinct sounds,
enabling them to localize the directions from which the sounds ema-
nate. The stereo transmission provides this same depth perception by
providing separate left and right channels of sound reproduced on left
and right speakers. The center sound appears when both left and right
signals have equal intensity, giving the effect of monaural sound on
two or more speakers. The left and right channels of sound may be
provided by separate phased microphones or by stereo record pickups
and stereo magnetic-tape heads. A stereo signal is made up of the
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combination of sum and difference signals between the left and right
channels:
Sum=L +R
Difference =L — R
The L + R signal would produce a compatible aural program in the
monophonic receiver.

If the proper control of sound levels is difficult for monaural systems,
it is easy to recognize the complexity of stereophonic sound. The
stereo control console provides duplicate channels for feeding two
output lines—the left and the right channels. Each channel is moni-
tored by its own VU meter and has identical frequency response and
phase characteristics. The announcer’s microphone can feed either
channel or can feed both the left and right channels to provide mono-
phonic sound, depending upon the design of the console. If the an-
nouncer is to be heard in stereo, two microphones must be used in
the control room.

To record in stereo, each channel must be served by one or more
microphones placed so that the center axis of each microphone points
along the sides of an equilateral triangle; the placement is correct if
a tone sounded at the test point for either microphone is at least 15
to 20 decibels higher than for the microphone away from the tone
source. A tone sounded from a center test point theoretically equi-
distant from the left and right test points should result in equal ampli-
tude from both microphones. Additional microphones assigned to each
channel specialize in reproducing sound from a certain pickup area for
each channel. Soloists create a problem, since the positioning of micro-
phones for the proper pickup of right and left channels may be so far
removed from the soloist as to cause loss of presence. A solo micro-
phone must be placed carefully to prevent loud center sound that
might cancel out the natural effects of stereo left-right channel separa-
tion. Whenever possible, such as in studio production, the soloist
should be isolated in a sound booth and recorded on a separate track
for later dubbing. Where isolation is impossible, such as during a live
performance, careful blending of the soloist’s microphone must be
controlled by closing the microphone except when the soloist is actu-
ally performing. Recording in stereo requires a great deal of practice.

In the case of stereo voice pickup, microphone placement and move-
ment are all-important. Since the vocal effect depends upon placement
throughout the room as well as movement from one part of the room
to another, it is impossible to open and close microphones and move
people from one channel area to another without considering the prob-
lem of maintaining the proper blend of multiple sound sources. Sound
presence and the relationship of foreground to background sound are
the greatest problems in stereophonic recording and pickup. The illu-
sion of dimension and realism can be provided only if there is an
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opposite channel sound “leaking” into the dominant “lead” channel.

The use of stereo includes experimental sound combinations as well
as simply trying to make sound more real by providing separation
and thereby improving presence. Using stereo for its own qualities,
thus making possible unusual combinations and effects for their own
sake (especially in quad stereo), offers many opportunities for un-
usual listening experiences. Much experimentation has been done in
music recording sessions with the use of 8, 16, 24, or even 32 tracks,
unusual mixes, and natural and electronic effects. For some time, the
recording industry has been recording nearly everything in multiple
tracks that can be mixed interestingly for quad stereo.

Binaural sound is accomplished by using two microphones at the
recording source to copy the sound field that two ears would have
heard. The microphones are placed on both sides of a dummy head
or with a barrier between them, giving the time, phase, and fre-
quency differences similar to in-person listening. At the receiving end,
the only requirement is that the pcerson use headphones rather than
normal speakers. Binaural is a relatively simple two-channel record-
ing system that requires no new equipment or techniques at the broad-
casting station. It can coexist with present or future stereo systems.
It has not been widely used, because of the more widely used stereo
systems.

AM stereo broadcasting is rapidly developing into a viable broad-
casting system. As FM stereo radio stations are providing an increas-
ingly popular program service, many AM stations have found them-
selves at a competitive disadvantage in their communities. AM stereo
may be an ideal way to compete, since AM stereo appears to be
readily adaptable to existing AM installations at a moderate cost. The
AM station operator welcomes AM stereo as a way of keeping and en-
larging the automobile audience, which is essential to AM predomi-
nance over FM broadcasting. Pressure from AM broadcasters for a
stereo system has been more and more evident as FM stereo stations in
many communities have won strong competitive positions with their
two-channel operations.

The AM-FM system of generating a compatible stereo signal is fairly
simple. An ordinary AM receiver will demodulate the AM sidebands
only to produce the L + R, or mono signal. To demodulate the L—R
sidebands, the receiver must contain an FM detector. A “new” car-
rier containing all of the FM sidebands of the L — R, or difference
signal, provides the stereo information. This “new” carrier is amplified
and processed to add the AM sidebands to the carrier so that the out-
put of the transmitter contains two information channels—the AM
containing the L + R or monaural information, and the FM containing
the L — R or stereo information.

The AM-FM system is one example of a compatible stereo system
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that will not make present-day monaural receivers obsolete. It is clear
that the time is right to seriously consider AM stereo as a viable broad-
cast service.

Quadraphonic (4-channel) Broadcasting
(also called quadrasonic)

Recorded sound strives continually to perfectly emulate live sound.
Since people exist in three-dimensional space, perfect sound reproduc-
tion requires that recorded sound also exist in three dimensions—
left-right, front-back, and up-down.
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Figure 4.9 Quadraphonic Reproduction

Quadraphonic broadcasting adds front-back information to the exist-
ing left-right stereophonic signal in one of two ways. Four-channel FM
can be obtained either by a discrete transmission system where four
channels of discrete information are used, or by matrixing the four-
channel information (LF — LB, RF — RB) onto the present two-channel
stereo system. At present, the discrete system is only being tested,
while the matrix system has been used by at least one FM radio station
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in every major market in the country (not always with positive re-
sults).

The National Quadraphonic Radio Committee of the Electronic In-
dustries Association has completed extensive research into the feasi-
bility of a discrete system of four-channel FM broadcasting. The NQRC
concludes that discrete four-channel FM is thoroughly practical with
present FM broadcast technology. In a direct comparison between
the discrete and matrix systems, listeners tested in the NQRC research
project strongly preferred the discrete four-channel reproduction to
the matrixed two-channel reproduction sound. The tests clearly
demonstrated the viability of quadraphonic broadcast services both
from the practical and the quality aspects. Currently, FM broadcasts
are licensed for monophonic and two-channel stereophonic (biphonic)
programs, but, following the NQRC report, at least five corporations,
including RCA, Zenith, and General Electric, have developed four-
channel discrete FM systems.

Quadraphonic broadcasting has the ability to reproduce and broad-
cast sounds occurring at any point in 360°, and to reproduce each
sound from the correct location in playback and broadcast. Thus the
discrete system is the ultimate in three-dimensional sound. While the
matrix reproduction of sound is a significant improvement over the
two-channel stereo sound, the discrete system carries this improve-
ment to a full four-channel sound whose superior quality is immedi-
ately apparent to the listener.

Stereo, quad, and multiplex signals (Subsidiary Communication
Authorization) are possible in FM broadcasting because the channel
bandwidth for FM is 200 KHz, which is a larger range of frequencies
than is needed for even the highest fidelity monophonic sound. All of
the frequencies necessary to broadcast quadraphonic sound using the
discrete system can be accommodated in one FM broadcast channel.
Four discrete audio signals 15,000 Hz wide can be broadcast by using
the existing main channel, the 38 KHz stereophonic subchannel as de-
fined in the present FCC rules, and two additional subcarriers which
carry the amplitude modulation. The four signals are universally
designated as follows:

M=LF+ LB+ RB+ RF
X =LF—-LB —RB+RF
Y=LF+LB—-RB—-RF
U=LF-LB+ RB—-RF

The main channel (M) carries the sum of all four stereo signals. This
assures monophonic capability. The 38 KHz subcarrier of FM stereo
carries two of the signals in phase quadrature. The 19 KHz pilot sub-
carrier is used as a reference for all of the quad signals. By putting the
Y signal (LF + LB — RB — RF) on the 38 KHz subcarrier, two-channel
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stereo compatibility is provided. Stereo receivers will get the L+ R
on the main carrier and the L — R on the subcarrier, as they do now
with two-channel FM. The front-minus-back X signal (LF — LB — RB +
RF) or the criss-cross U signal (LF — LB + RB — RF) is placed on the
38 KHz subcarrier, while the fourth signal (either X or U) can be
placed either on a subcarrier at 76 KHz or at 95 KHz.

In any case, it is apparent that quadraphonic broadcasting is en-
tirely feasible, giving FM broadcast transmission a unique signal un-
duplicated by any other transmission system, including AM stereo. Its.
development has been slow, however, because of a slowness in settling
on one system and developing and marketing it.

SCA (subsidiary
communications
authorization)

FM broadcasting has the ability, as previously mentioned, to broad-
cast several program signals simultaneously. Because the 200 KHz
channel width offers a greater range of frequencies than any one audio
signal needs, several signals or programs may be multiplexed on the
carrier for simultaneous transmission. These multiplexed programs
are referred to as SCA transmissions authorized by the FCC for very
specific purposes and for audiences other than the general radio home
audience. Many FM radio stations have used SCA broadcasting to pro-
vide specialized broadcasting services such as storecasting and back-
ground music services for offices and factories. Such services augment
FM station revenues and can be the difference between profit and loss
for an FM radio station. Companies such as Muzak lease SCA channels
from stations to provide a music background service free of com-
mercials for the waiting rooms of professional offices. SCA broadcasts
are becoming more and more important as various services recognize
how SCA can be used effectively. An entire network of medical in-
formation is being provided to doctors who subscribe to the service
via SCA, since this is information which has little value for the gen-
eral public and, in fact, could be potentially dangerous if not inter-
preted correctly. Public broadcasting stations are using SCA increas-
ingly for public service projects. Several National Public Radio (NPR)
stations are using SCA for a continuing radio reading service for the
print handicapped. In communities that are bilingual, SCA can be
used to translate popular television programs and other fare into the
several native languages. SCA is proving to be an effective social tool
for high-density Latin-American populations along the Mexican border
and throughout the United States.
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SCA broadcasting requires a special receiver which is crystal-tuned
to the main channel of the FM station transmitting the SCA signal.
The SCA is a part of the FM carrier, so it can only transmit when the
FM station is on the air. The SCA generator is a part of the FM trans-
mitter limited to the frequency band from 20 to 75 KHz above center
for a monophonic FM service and a frequency band from 53 to 75
KHz for biphonic FM broadcasts. This translates into two SCA trans-
missions for monophonic FM and one SCA channel for FM stations
broadcasting in stereo.

A company called Fax Net has even started publication of specialized
“newspapers” using SCA. The first systems, in Chicago, Detroit, and
Madison, Wisconsin, use FM subcarriers to transmit encoded electronic
information activating a high-speed “radioprinter.” Subscribers receive
only those services they pay for, but time-sharing and signal multiplex-
ing make it possible for one subscriber to receive different services on
the same printer, paying for each service separately. In the Chicago
area, through facilities of WCLR, retailers have received trade and
general news, while stores of a grocery chain have received spot news,
agriculture department bulletins, and market reports. In the Detroit
area, the Macomb County school board has received an educational
edition of Fax Net’s news service. A banking edition has been trans-
mitted to subscribing financial institutions in the Madison area through
WLVE.

SCA service for specific purposes and for specific audiences is of
growing interest for the radio broadcaster. Therefore, the broadcast-
ing student might well consider the kinds of services a community
might wish to have provided via SCA broadcasting.

Roadside Radio

A special government funded service to assist highway travelers in
getting essential information operates in many areas on the AM fre-
quencies 530 and 1610. The FCC calls this form of radio TIS, or
Travelers’ Information Station. Most broadcasters refer to it as Road-
side Radio. TIS’s are operated noncommercially by local and federal
governmental agencies in the immediate vicinity of air, train, and
bus terminals, public parks and historical sites, interstate highway
interchanges, bridges, and tunnels. They provide information on road
conditions, directions to parking lots, availability of lodging, and simi-
lar information. The stations operate on very low power and cover
a limited area. Travelers are alerted to the service by roadside signs
such as “For Park Information, 530 on Your AM Radio.” Broadcasters
have not been particularly happy about such stations because they fecl
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that such services fragment their audiences that much more, and that
they discriminate against FM.

Automation

Like the cartridge tape recorder that gave the broadcast operator
instant availability and control of the broadcast day without an at-
tendant, operator automation has severely changed the operating pro-
cedures of many modern radio stations.

Automation equipment is expensive and often is of such a sophisti-
cated nature that specially trained people are required to operate
and maintain it. A recognizable need for automation equipment must
be evident before its purchase can be justified. The system must be
capable of doing a better job than presently is being done at the same
or a lower cost.

Automation has become an attractive way of providing music serv-
ices for clients over a multiplex system. It also is attractive to the
24-hour station, which weighs the cost of automation against keeping
an operator on duty during the nighttime hours.

Before deciding on the exact type of automated equipment, a radio
station must analyze carefully its present and future requirements.
These are some of the questions that need to be answered:

1. Is the system to be used for full-time programing or only for
part-time utilization?

2. Is it compatible with any existing equipment that is to be incor-
porated into the total system?

3. Is it possible to add to the system in the future?

4. How much and what kind of maintenance will be required for the
system?

5. Is it versatile enough to handle present needs and possible format
changes in the future?

6. Are proper installation and space requirements satisfied?

7. Will special personnel training be needed?

Basic to all automation systems is the requirement that multiple pro-
gram sources can be fed into a control unit that will select the right
source at the right time. Several general types of systems have been
developed that are being refined and upgraded constantly.
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Reel-to-reel Music

Reel-to-reel simply refers to the traditional tape machine known as a
deck or a transport. One or more tape decks can be mounted in an
equipment rack and controlled by a clock mechanism or simple switch-
ing device so that the decks can be alternated in any pre-set manner.

Reel-to-reel Music and Cartridge
Tape Voice Tracks

Automated systems make full use of the cartridge tape, which al-
ternates with music transports and uses various kinds of cue tones
and switch units. Random selection of cartridges is available in all
current systems.

The carousel multiple cartridge player, to use one example, holds
twenty-four tape cartridges in a revolving drum. The playback head
is stationary. As a cartridge appears in front of the head, it is pulled
mechanically into position for play. When the tape has played, it is
released from the head and the revolving drum advances to the next
head. Another type of multiple-cartridge unit is used by the Interna-
tional Good Music system. In this system, fifty-five cartridges are
placed in order of use in a stacking arrangement and remain stationary
while the head mechanism moves from one to the next.

Switching Methods in Automation

Without reliable switching, modern automation would be impos-
sible. The most basic method is the clock device. A clock trips a
switch that (1) notifies the announcement tape that it is next on the
schedule and (2) notifies the music tape to stop at the end of that
selection. Since the clock itself cannot sense when the musical selee-
tion has ended, some form of electronic sensing must make the pro-
gram-change decisions. A most widely used system is the subaudible
tone. A 25-cycle tone is recorded between musical selections and after
each announcement. These are used to cue each tape machine in
sequence. Silent sensing can also be used, but, unfortunately, the rests
and pauses in some music can cause certain systems, if set too tightly,
to switch in the middle of a song. It is impossible to cue tightly with
this system. A photoelectric cell may be used for switching by means
of transparent windows in the tape. Metal foil strips applied to the
recording tape can be used to trip a switching mechanism.

Although the most widely used method uses cue tones, a sophisti-
cated automation system in a radio station could use all of the switch-
ing methods described here. Subaudible tones provide the bulk of the
switching information between music and voice. The clock trips in
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special program sequences such as network feeds or time checks. The
photoelectric window can cue up announcement tapes, while the metal
strip can be used to reverse the direction of the music tape. The silent
sensing device stands guard over the whole system, ready to take over
if any unit should fail.

Over 500 AM and FM radio stations switched from manual to auto-
mated operations during 1974. Currently it is estimated that over 20
percent of all radio stations in the United States are now automated
in some form and to some degree. If this present growth rate con-
tinues as expected, over one-half of all radio stations licensed in the
country will be automated by 1980. Automation systems and program
syndication (discussed in detail in another chapter of this text) have
grown together, one dependent upon the other. Thus, more sophisti-

Figure 4.10 Traffic control center for WBEN-FM, Buffalo, New York, using
Systems Marketing Corporation’s DP-2 system. This system, using a micro-
processor compuler and a digitally controlled audio switcher and processor,
can program the station for a full week. The twin monitors show current
running program display but permit display of any part of the week's pro-
graming and allow for changes or additions to the memory instructions.
Common with such systems are automalic logging, automatic network
recording and playback, interfacing to other computers, and a master clock
system.
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cated program formats have developed more sophisticated automation
equipment and vice versa, providing greater flexibility in enabling the
broadcaster to achieve greater quality for his broadcast service.
Two of the largest manufacturers of automated broadcast systems
are Schafer Electronics and SMC (Systems Marketing Corporation).
Figures 4.10 and 4.11 show the SMC stereo-mono automation system

Figure 4.11 Control rack for Systems Marketing Corporation’s DP-2 auto-
mation system in use at WBEN-FM, Buffalo, New York. The system has 40
channel switching, 8,000 programable events.
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and the system operated entirely by digital computercasting. Figures
4.12 and 4.13 show the rotary and stacked cart system of organizing the
cartridges in sequence for automated play.

Automated systems come in all types and sizes and in degrees of
complexity that range from simple sequences to ultra-sophisticated
systems with microprocessor control. The latest designs have CRT
(cathode ray tube) readouts and disc memories which will store sev-
eral thousand events at one time. Somehow the broadcaster must
determine what kind of automation system will best fit his particular
broadcast situation before he begins to sort out the manufacturer and
model he desires. Indeed, the state-of-the-art is now at the point where
the broadcaster utilizing syndicated programing, computerized busi-
ness systems (discussed later in this chapter), and automation hard-

Figure 4.12 Systems Marketing Corporation carousel cartridge tape player.
Any cartridge can be randomly selected in combination with manual or
automated systems.
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ware that can run a station for days without human operation, can
operate under total automation conditions with almost no in-house
effort.

The SMC DP-1 automation system consists of nine ITC reel-to-reel
playback decks, four carousels, four single-play cartridge decks, and
two time-announce units with drop-in capability. The DP-1's computer
is digitally loaded with magnetic tape.

The Schafer/NTI-770, using a Digital Equipment Corporation PDP-§
computer as the controlling element, provides storage capacity for
19,200 program event instructions (eight full days of programing at
2,400 events per day); 9,999 descriptions of music, public service an-
nouncements (PSA’s), ID’s, and commercials; and up to seven days of
complete program logs showing material actually broadcast as well as
a pre-log based on planned programing. The #770 can sort titles of
music, commercials, and PSA’s in different ways for music and com-
mercial rotation without fear of competitive products being placed

Figure 4.12 (continued)
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Figure 4.13 Cetec Schafer multiple cartridge playback system. This unit
allows three cartridges to be played simultaneously, can be used with
manual or automated systems. Allows random access, can be programed
sequentially.

back to back. The #770 allows three different levels of command
entry. One level is by the program department, another is by the traf-
fic department, and the third is by the engineering department for
technical routines. Each department has its own password which
gives it access to its area of the computer.
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The Harris System #90 is run by a microcomputer, This system has
a standard input capability of 16 sources and a memory of 1,200
events, which is expandable to 32 sources and 3,700 events. Program
entries can be made on either a time or sequence basis. The computer
puts them in the right order regardless of entry order in the carousels.
Random access to the memory makes last-minute changes available.

These systems, among others, have operational features that make
for total radio station automation, such as automatic network join and
automatic voice tracking so that a recorded voice can be sequenced
with music. They also have time-announce built in and provision for
live air-talent to call up any individual item or any sequence he
wishes at any time during the operation.

This latter feature describes the essence of station automation. It
allows the on-air talent to create the program in the most effective
and creative manner of which he is capable, and at the same time af-
fords full program quality and control through the use of the automa-
tion system. Automation frees the creative people of the radio station
from the time-tyranny of routine jobs so that they can improve the
on-air sound of the radio station. Whatever talents the station’s crea-
tive staff have, automation can multiply those talents and make them
effective over a wider range of programing techniques.

In the past, many radio stations, especially those most competitively
oriented in the largest markets, have not been able to succeed with
automation. Even stations playing wall-to-wall music have dropped
their automation systems or modified them to give a less impersonal
quality to their programing. Others go live at key periods of the day
and automate during fringe periods. Some have automation but bring
in live announcers for some breaks to relieve the montony. Still oth-
ers are trying to get a live sound by allowing the new generation of
equipment to give, not an automated canned sound, but freedom from
so many of the burdensome chores of cuing tapes and discs and push-
ing buttons. A lot of good air personalities are not technical geniuses
or even slick board operators and would appreciate the freedom from
technical chores.

Many are looking toward the day when their entire record libraries
can be put on some kind of data retrieval system, even to the point of
storing and playing the music by computer.

Two areas in particular have ramifications of special interest in
broadcast operations. One is the technology just getting its start in
video-disc. Flexible discs the size of phonograph records can store an
enormous amount of information that can be “read” by laser sensors
(without the physical contact required by the phonograph needle).
This has great implications for sound alone, as well as for sound/visual
information. These include improved sound quality, discs that don't
wear out, and enormous savings of space. Another system, a digital
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method of storing a large amount of information, reads the informa-
tion off IBM-size cards by means of scanners which do not physically
touch the “card.” This system, which can presently store a 30-minute
film on a single “card,” has enormous possibilities.

Such sophisticated hardware will not replace voices, or writers, or
creative artists, or managers, or salesmen, but they will certainly
alter the manner in which they work.

Computerized Business
Automation Systems

Several hundred radio and television stations have made the con-
version to computerized automated business operations to take full
advantage of EDP (electronic data processing) in the handling of
sales, traffic, and accounting, as well as for programing and opera-
tions. The trend is to total automation based on an interface between
the business system and automated switching. Recent surveys indi-
cate great satisfaction with business automation by radio station ad-
ministrators and owners. Most stations have experienced increases in
efficiency of inventory utilization to more than justify the expense of
the business automation system start-up costs. However, it is im-
portant to note that any station that is poorly organized or managed
cannot expect that business automation will bring order out of chaos.
The secret of successful business automation is strong and aggressive
leadership at the station.

Several kinds of automation systems have been designed to perform
complex clerical tasks at high speed. There are time-shared on-line
systems, off-line batch systems, in-house minicomputer systems, net-
work distributive systems, and systems that offer a combination of
the above approaches. On-line system designs are based on the use
of a large central computer, owned and operated by the system sup-
plier and linked to their customers by telephone lines. The subscribers
get the computer services on a time-shared basis by paying a monthly
charge. The central-computer design is either on-line, where the sub-
scriber is connected to the central computer at all times by dedicated
telephone lines that are open twenty-four hours a day, or by distribu-
tive processing where a minicomputer is located at the station for
immediate on-call attention to current jobs such as sales availabilities,
daily logs, etc., which are needed quickly at any minute. Larger jobs
requiring more “computer power” than the minicomputer can pro-
vide, but which are needed only periodically, are handled on a “batch”
basis by the central computer, which can come on-line at stated times
during a day or week.
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Various firms offer specialized automation services to broadcasters.
The choice of which one to use will depend as much upon the nature
of the radio station as upon the computer service. Each station has its
own way of operating and conducting its business. The computer auto-
mation service selected will undoubtedly be the one that most nearly
conforms to the operating and management style of that radio or
television station. A number of business automation systems are capa-
ble of serving the business organization of the radio station from opera-
tions to sales.

BCS (Broadcast Computing Service) is a time-shared, off-line broad-
cast automation service provided by the Kaman Sciences Corporation.
BCS has been a leader in interfacing business and technical opera-
tions’ automated systems. The BCS system using an on-site minicom-
puter creates the log (including all card numbers, sources, sponsors,
etc.). It times the entire log exactly and adds other operational infor-
mation needed in sequencing program elements. When the final log
is completed, it is “dumped” into the minicomputer of the automated
switching system, which generates the signals causing the switcher to
perform automatically all of its operations called for by the schedule
at the proper clock times. In 1976, BCS was serving forty television
and ten radio stations.

BIAS (Broadcast Industry Automation System) is an on-line time-
shared automation system furnished by the Data Communications
Corporation. In 1976, it was the biggest in the business, serving 126
television stations and 26 radio stations. The BIAS host computers are
large Burroughs machines at their headquarters connected by 24-hour
dedicated telephone lines to their subscribers. Each subscriber has in-
put and output equipment plus an in-station minicomputer which does
many of the routine jobs on the spot, as well as speeding the flow of
data to and from the central computer. BIAS has been working with
a tie-in between data systems of advertising agencies and station repre-
sentatives serving radio and television stations. Ratings data are
analyzed to match up the requests of advertising agencies for spot
availabilities with the appropriate station audiences in various mar-
kets. In this manner a complete station/representative/agency cycle of
business procedures can be accomplished.

Compu/Net is a division of Arbitron, based in Los Angeles. In 1976,
it serviced thirty-seven radio stations. Compu/Net utilizes an on-line
time-shared system with large host computers at its headquarters. An
added service gives its radio station subscribers an on-line research
capability for analyzing competitors’ schedule proposals and evaluating
its own rate card based on each new market survey.

The Cox Data Services, while a large automation service embracing a
“stand-alone” in-station computer system, has concentrated its services
in television.
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Columbine Systems utilizes a very different approach to automating
its station subscribers. The Columbine system is a “stand-alone,” but
the company does not lease or sell hardware. Thus, Columbine offers
only the software programs, allowing the particular station to make
its own agreements for equipment installation. Columbine, then, de-
signs the station system, specifies or recommends the hardware, helps
the customer install it, trains station personnel, and aids in getting
the system operating at the station level. Columbine even writes new
programs for a station if their (Columbine’s) available computer pro-
grams will not serve the particular and special needs of that sub-
scriber. This system has become quietly popular, and is presently
serving seventy-two radio stations and thirty-six television stations in
the United States and Canada.

Another important, though relatively new company in the field is
PSI (Paperwork Systems, Inc.). In 1976, PSI was serving 170 radio
stations and ten television stations. PSI was the first company to use
the minicomputer as the basis for a small, relatively low-cost, stand-
alone automation system. PSI specializes in handling all billing, ac-
counting, and traffic processes for a radio station. PSI, like Columbine,
is particularly active in developing computer programs that will answer
very specific needs of their clients. '

From our discussion of automation systems, it is evident that radio
stations may use these systems to whatever degree they desire. No-
where is the use of computer systems more evident than in radio plan-
ning and buying. To show the extent of computer radio services in all
areas of station support from technical maintenance to program
services, it may be of value to discuss the use of computerized systems
in the buying and planning phase of radio marketing.

Four major buying programs adopted by advertising agencies, sta-
tion representatives, and networks are as follows: RADSKED was de-
vised by Telmar/McGavren-Guild for their clients to evaluate reach
and frequency data for multi-media schedules and to select out of that
media mix that which best meets the user’s advertising goals. Blair
Radio has developed a program which they call BRAIN (Blair Radio
Audience Information). The basic printout provides market, audience,
and cost data for each area/demographic/daypart specification. For
each ranked radio station, the printout gives number of announce-
ments, gross impressions, net reach in persons, average frequency,
gross rating points, and the station’s total cumulative audience
(“cume”) in the area/demographic/daypart specified. The Katz Agency
has developed a program called PROBE, which can determine a num-
ber of buying goals for their clients. The goals can be: (1) number of
spots per station or per market; (2) gross impressions; (3) gross rat-
ing points; (4) cume rating points; (5) frequency; and (6) dollars per
station or per market to be budgeted for the “buy.” CBS Radio has
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developed RADPLAN to give those advertisers without a previous back-
ground in radio advertising answers to the basic questions of, “What
can radio do for me? What does it cost?” One of radio’s problems, say
marketing and sales people, is that there has been too little dialogue
between radio and many of the potential advertisers who could benefit
from using it. RADPLAN attempts to provide a kind of “instantaneous
demographics” service to connect the computers of rating and research
services to the stations of the CBS Radio network so that these data
are immediately available to them.

In each case, these plans have sought to cope with the vast prolifera-
tion of data now available concerning radio audiences, recognizing
the basic fact that there are just so many data that without computers
it would be virtually impossible to digest and use this information to
extract just what is wanted and needed at any given time. The clear
contribution that these computerized programs make to radio broad-
casting is that it is easier to plan, buy, and analyze radio time as an
advertising tool.

Broadcast Transmission
Systems

It is obvious from the discussions in this chapter that radio and
television broadcasting is undergoing rapid and profound technological
change which affects the entire operating procedure of broadcasting
as we have known it. The transmission systems of each radio station
are no less immune to change. Undoubtedly the future will see radical
changes in the way broadcast programs are delivered to a radio and
television audience.

Point-to-point satellite television and communications networks are
presently in operation. All of the broadcast networks are using, or are
planning to use, satellite transmission as a means of interconnecting
domestic services. The Public Broadcasting Service is actively develop-
ing a nationwide satellite network with downstations located at each
member television station. The National Public Radio network will
use these facilities to interconnect the radio stations using the NPR
service. While these satellite services are not presently considering
direct home reception, such a possibility for the future cannot be dis-
counted. It is more likely that a satellite/cable link will be developed
by which programs will be distributed nationally via satellite trans-
mission delivered to the head-end of a local cable system for house-to-
house interconnect, eliminating entirely the need for over-the-air sta-
tion broadcast transmissions.

The most exciting possibility for a new transmission system cur-
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rently under development is a broadband system using fiber optics.
Such a transmission system can carry a very large number of TV chan-
nels, telephone circuits, and radio frequencies. The Bell Telephone
Laboratories are using a laser beam transmitted over a high-purity
glass fiber no bigger than a human hair which is capable of carrying
4,000 telephone conversations or six television channels. About one
hundred such fibers can be packed into a single cable no larger in
diameter than a pencil. Such a cable would be flexible enough to be
threaded through existing conduits. Because of the enormity of the
task and the cost of “rewiring” the entire nation with fiber optics,
undoubtedly a hybrid system using new technologies and present
coaxial cable will be developed to replace over-the-air broadcasting
where practicable, simply because the broadcast frequencies, especially
those used for UHF television, are badly needed for other electronic
transmission services. Radio is less susceptible than TV to such
changes, but radio is not immune, because changes in consumer be-
havior alone can have great impact.

Many of the concepts and types of equipment discussed in this chap-
ter are not yet in use in most stations, especially in medium and small
markets. A radio station can be a simple business operated by a few
skilled persons. However, in these times the winds of change blow
exceedingly strong, and space-age technology is causing an impact in
communications that is as dramatic as anything in our history.

In all cases, it is wise for the student as well as the broadcasting pro-
fessional to be familiar with the brochures, manuals, and descriptive
articles about the changing systems of broadcast operations.

Suggestions for Further Learning

1. A student cannot learn the special rhythm and timing of the broadcast
operator with a “tight fist” by reading about them. Devise a broadcast
sequence similar to the one described in this chapter. Practice it as if
you are both the announcer and your own engineer, and again with a
separate engineer. The “buddy system” can work here. Many of the ele-
ments can be prerecorded.

2. Visit different radio stations in your market and compare their studio
layouts and control consoles. Note the operational distinctions between
different types of stations, such as Top-40 versus classical music.

3. If there is a recording studio in your area, observe the recording and
editing techniques used in the production of a commercial announcement
or a music number. Produce a radio commercial using all of the pro-
duction elements available to you.

4. Develop an SCA program that might be of interest to your community
and that you might discuss with an FM station in your market.
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Production

Audio production is only partly a
manipulation of hardware to obtain a desired sound or combination
of sounds. It is, first of all, a sharing of ideas and emotions, a sharing
of human experience. In radio this is accomplished only through the
use of sound; but the creative process, the ordering of ideas and emo-
tions, has much in common with film, television, and the printed word.
All demand good writing, with the content shaped to the intended
audience, using the characteristics of the medium and its attendant
tools, methods, and conventions to transmit human experience.

Surprisingly, the production that takes place in the sound medium,
radio, is usually simpler than sound production in the visual media,
television and film. Most elaborate sound production is not done at a
radio station but in a recording studio. Most radio production involves
announcers, recorded music and sound effects, a fairly simple audio
console, single-track recording using reel-to-reel tape recorders, turn-
tables, and cartridge tape machines (in some cases, cassettes).

Beginning students often feel that there are some tricks to learn,
that if they can just learn the magic formulas they can produce good
radio programs or program elements. That is certainly wrong. As in
all creative endeavors, the good work is done by those who understand
their audience, who have something to say, and who can manipulate
_the tools of their medium to communicate. While there are principles,
this communication is not done effectively over the long term by the
use of formulas. Each communication problem requires a logical and
creative solution which makes use of the peculiar circumstances, mes-
sages, and talents of the moment. There are always many right ways
and many wrong ways to communicate something.

The basic equipment needed for sound production includes a con-
sole, also called a board or mixer. The console is used to mix and
control the sound. With a tape recorder it is possible to record one or
many sounds, but it is not possible to effectively mix several sounds
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from several sources with only a recorder. With a microphone it is
possible to pick up one or many sounds, but it is difficult or impossible
to get a large number of sounds from different sources and present
each in the right perspective unless a mixer is used. By combining the
mixer with tape recorders, microphones, and turntables, adding per-
haps some processing and electronic effects, it is possible to collect,
assemble, and produce virtually as much as can be imagined.

A simple audio console may contain a few inputs, or the capability
for handling incoming sound sources, and maybe only a single out-
put, or the capability for passing along mixed sound to some other
place. The inputs may be from microphones, tape recorders, other con-
soles, or remote lines (such as from a network, a stadium, or a concert
hall). The outputs may be to a transmitter, to another console, to a
tape recorder, or to a remote line. The console may be single-channel,
capable of performing only one mix from incoming sound sources at
a single time, or multi-channel, capable of performing simultaneous
submixes or two or more simultaneous mixes.

An elaborate console may contain the capability for equalizing the
sound, filtering out some frequencies, along with other processing. A
multi-channel board may be used with 4-, 8-, 16-, or 24-track tape
machines. Such systems provide the capability of elaborate sound pro-
duction involving full orchestrations with sound processing, sound ef-
fects, and multi-track stereo.

A production facility may be a small board in a small room where
the announcer-producer works combo, or it may be a studio with a
separate control room where the producer never touches any controls
or performs any talent work.

The Radio Production

Radio productions are often called the “theater of the mind” be-
cause the listener’s imagination is stimulated to visualize physical
action through aural sensory perception. A radio story is perceived by
the listener in much the same way the reader perceives the dramatic
action of a novel. The listener translates the aural cues provided by the
radio story and visualizes the persons and actions and environments of
the story in his own very personal terms as he “sees” the story unfold
in his mind’s eye.

Whether the story evolves around two people extolling the virtues of
the latest detergent in a 60-second commercial, or whether it is a radio
adaptation of a novel or short story, the radio producer writes the story
with sound. The producer has three main sources of sound plus the
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ability to change and distort sound elements through electronic effects
to provide new meanings, psychological and real, for the listener.
These elements are: (1) the spoken word (dialogue/narration); (2)
sound effects; (3) music; and (4) electronic effects such as filters,
echoes, sound compression, etc., where the original sound is changed
through the use of signal-processing equipment.

Since the radio story has no physical encumbrances, sound can
transport the listener instantly to wherever the action of the story
occurs. Like the intercutting of film, the producer can present the
story elements in any sequence he desires for dramatic impact so long
as the juxtaposition of sequence is understandable and dramatically
logical to the audience.

Production Elements: The Voice

Dialogue, or the dramatic present, takes the audience in time to the
moment when the action occurs. The agents of the story are not
aware of the audience’s presence. As with a visual story, the audience
“views” the dramatic action of the story through the fourth wall of
the proscenium or the lens by listening in on the dramatic action as
it occurs.

Narration, on the other hand, occurs in real time; the narrators of
the story are very aware of the audience and are consciously speak-
ing directly to each listener. When narration and dialogue are used in
sequence, the effect is an annotation to the dramatic action of the
story as the characters live it—a kind of commentary, annotation, or
explanation of the meaning of the story solely for the purpose of en-
lightening the audience into its subtleties and ramifications.

In plays like Our Town and The Glass Menagerie, a narrator who is
totally conscious of and who speaks directly to the audience further
illuminates the story. The same technique is used in the radio com-
mercial in which the announcer speaks directly to the audience about
the virtues of the product advertised while the dialogue or “story” of
the commercial demonstrates the use of the product.

The constant interchange between real time and the dramatic pres-
ent creates an interesting ambivalence for the radio audience. This
interplay between narration and dialogue makes for a “string-of-pearls”
technique by which the narration providing the exposition of the story
line is the string while the pearl is that vignette of an emotional or
dramatic high point which, when dramatized, transports the listener
back to the moment when the event or action occurs. Thus, in se-
quence, the audience is told what has happened in the listener’s time
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frame and then is thrust back into the time frame when the dramatic
event took place. The listener, then, is effectively there at the point of
the action.

This string-of-pearls technique is particularly effective in documen-
tary actualities in which the real events and the real persons of the
story, recorded at the actual time the event took place, are intercut
with explanatory narration recorded at a later time. This sequencing of
actual voices at the scene of the action and a reporter’s later com-
ments creates an effect within the listener of at once being there wit-
nessing the event and simultaneously having the weight and import of
the event brought into focus by the commentator’s remarks.

Since the radio audience is effectively blind and must respond to the
story through aural stimulation, nuances of sound must, in the case
of the dialogue, give clues to the character and personality traits of the
agents of the story. Tonal quality and changes in rate, pitch, and vol-
ume differentiate one voice from another. The nonverbal communica-
tions so essential to the actor/interpreter/communicator, visually per-
ceived by the television, film, or theater audience as facial expressions,
body movements, and pieces of business further indicating character
and meaning, are denied the radio communicator expect as he or she
is able to use the voice to indicate nonverbal meanings. Consequently,
vocal characteristics such as accents and dialects, vocal aberrations,
coughs, sniffles, clearing the throat, giggles, etc., are used to replace
visual nonverbal reactions. A cold, chilling voice quality can be at
least as frighteningly malevolent as a menacing countenance. The in-
terpreter can create vocal variety by changing the pitch or the tempo at
which he speaks. The effect of the slow-speaking Southerner or the
twangy Texan can be attained partly through sustaining the vowel
sounds. The trained radio announcer or actor can vary pitch through
a range of at least an octave. Pitch and tempo variety create melody.
Vocal quality delineates character, an emotional condition, physical
activity, and a mental attitude. The radio communicator must have
complete control of his voice to project character and advance the
conflicts and dramatic interest of the story. This voice control must be
comparable to the body control the film and television actor must
have to convey nuances of meaning and emotions. It is no easy thing
to imagine how one’s voice sounds when he is physically exhausted, and
then realistically emulating this condition while standing stationary
before a microphone. It should be noted that one does not achieve
this effect purely by a mechanical act of vocal manipulation. It is more
an act of total emotional control. The voice is a part of the whole
which must be controlled, but it is the part relied on for demonstra-
tion in radio.

The radio communicator can utilize spatial relations by positioning
himself at the microphone in relationship to other actors. By physically
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moving into and away from the microphone, one can change vocal
quality as well as volume. The board fade, created by engineering
changes in sound level at the control console, cannot capture varia-
tions in vocal quality caused by the changing reflection pattern of a
moving sound. While the engineer can vary volume, the board fade
cannot capture the subtle tone variations created when the distance
between sound source and listener changes.

The vocal varieties can also be changed by electronic effects. Rever-
beration can be added to the voice to create echo effects or to add
sound presence and substance to the voice. Sound compression equip-
ment can vary the rate of speech only slightly causing a subliminal
impression, or it can vary the rate more sharply causing a noticeable
distortion in rate and pitch. Filters, such as the Urei “Little Dipper,”
can clip off frequencies on both the high and low end to provide vocal
effects like speaking on a telephone or from down a well. Filters and
phase shifter equipment can provide ethereal, impressionistic, and
surrealistic sound effects which can heighten the mood of the story
and intensify the emotions evoked in the listener. Variable filters,
compressors, wah-wah pedals, and Leslie speakers (to add tremolo)
are among other exotic electronic effects which intensify the dramatic
impact upon the listener. Electronic instruments such as the Moog
Synthesizer can be used to provide special sound effects either as music
or as a representational sound.

Recording techniques can be used which utilize multiple tracks to
overdub or sweeten sound where the sound is recorded simultaneously
on separate tracks and then mixed down, so that one drum repeated
many times can sound like an entire drum corps. Another example of
this effect might be to record a violin passage using three violins. This
passage might be recorded on three tracks so that when these tracks
are mixed down we have a total of nine violins playing the particular
passage to obtain the sound required. Many such recording effects can
be obtained using 4-, 8-, 16-, and 24-track equipment. Audio processing
and mixdown techniques will be discussed in greater detail later in
this chapter.

Being an effective communicator on radio requires several things.
Perhaps more than anything else it requires the ability to read aloud.
Good reading involves taking words from the printed page, thinking
them, and speaking them as if they were your own. Unfortunately,
most people read poorly. They are too mechanical, or they give every
word in the sentence equal emphasis, or they pronounce things differ-
ently, like saying “ay” for “a,” and sometimes “thee for “the,” even
when the next word begins with a consonant. Secondly, good radio
communication is usually enhanced by a pleasing voice and clean
enunciation, free from regionalisms, although these are less important
than having something to say and then telling it to the audience. one
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or two persons at a time. Further, just as Hollywood does not require
all actors to be leading men, radio does not require all speakers to be
leading men vocally. There is room for character voices, just as there
are character faces in the movies. It is not always a matter of being
bad or good, but of using the right voice in the right place. Also, radio
uses more communicators than actors. Most radio communication
involves direct communication of the face-to-face kind, which requires
the communicator to be himself (maybe his better self). A minority of
radio work requires the communicator to be somebody else. Being a
personality (yourself) requires feeling comfortable with yourself and
feeling at ease with the audience, at least while on the air. Acting re-
quires the ability to become another person, at least for the moment,
although it is easier to play the part of someone like yourself than to
play someone totally different. Finally, while good communicating in-
volves considerable learned technique, more than anything else it
involves control over our thought processes and thereby our emotions.
It is a process of taking thoughts which may or may not be our own
and speaking them in a seemingly natural manner.

Production Elements:
Sound Effects

Sound effects, often referred to as the sound bed, are another tool
for the program producer to use in communicating with his audience.
Sound effects can serve as a kind of aural scenery implying the visual
action and environment of the story, which we would physically see in
the television or film production, but which we see in our “mind’s eye”
as we listen to the radio program. Sound can cue the physical action
and reinforce the quality of the dramatic action taking place within the
story. Sound can clarify and point the interpretation of a scene within
the story or a particular action of the radio program to affect the
emotional quality of the action portrayed.

Sound effects may be either realistic or impressionistic. A realistic
sound effect evokes the memory of a known, recognized sound from
real life. A man walking up to his car, opening the door, getting in, and
driving away; the sound of a barroom brawl; the roar of a jet engine
as the plane prepares to take off, are all examples of realistic sound.
This kind of sound needs no dialogue to make its meaning clear. The
majority of sound effects used in radio are realistic in order to set the
scene for real action.

An impressionistic sound is subjective and may be unreal in com-
parison to the actual sound which it represents. Thus, the impression-
istic sound suggests what a sound means to a specific person. For
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example, a sound is needed to give meaning to a state of affairs which
cannot be indicated effectively by real sound. Two feathers are stroked
across the strings of a piano while the sustaining pedal is held down.
This can represent to the listener frightful and mysterious emptiness
of outer space, the unreality of a dream sequence, or the ethereal
quality of a spirit world. Impressionistic sound, then, makes us recog-
nize the meaning of a sound as another person hears it, though it
usually needs the addition of dialogue to cue the listener to the en-
vironment of the sound and its precise meaning. Impressionistic
sounds may be used both in realistic situations and in fantasy.

Music is often used impressionistically as a sound effect to represent
an emotional quality. An example might be the use of music to repre-
sent rain or a storm. The beating of a drum may represent the gradu-
ally increasing pulse beat of a nervous person. For fantasy, a slide
whistle might symbolize the appearance or disappearance of a gremlin
or a genie. It might be noted here that all bridge, mood, and transition
music is impressionistic. Besides merely tying separate scenes together,
bridge and transition music also symbolize changes in time, place, and
mood from one scene to the next. Mood music behind a narrator’s
voice heightens the action of the scene. Thus, impressionistic sound
not only delineates the sound of the story’s action, but creates an
attitude toward it.

There are four main purposes and uses for sound effects in radio
productions: (1) to indicate action; (2) to establish locale; (3) to
indicate a passage of time or of action; and (4) to establish and rein-
force character. Both realistic and impressionistic sounds may be used
to accomplish the above purposes.

Action sound tells the audience what is happening at any given mo-
ment, supplementing the spoken word. Echoing in an empty corridor,
the opening and closing of doors, or the firing of a gun are all examples
of action sound. Action sound paints pictures of specific incidents.

The type of sound establishing locale tells the listener where the
action is taking place. The sound of rolling surf to suggest the sea-
shore, the sound of dishes amid the low buzz of conversation to suggest
a restaurant scene, the noise of typewriters to suggest an office scene—
all effectively establish the locale of the story. A pitfall of connecting
sound with scenic background is that the sound may fight the action.
Sound need not tell every minute detail of the setting. Only enough
sound to recall the locale to the listener’s imagination is necessary,
allowing him to enrich the scene in his own unique and personal
manner, depending on the individual experiences the scene recalls.

Sound indicating time or transition can cue dramatic action. The
striking of a clock to indicate the hour is perhaps the most obvious
example of a sound effect that indicates when a particular event is
happening. The ticking of a clock has become a conventional device to
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show the passage of time. The howling of the wind suggests winter-
time. Crickets denote a night scene. Similarly, the click-click of train
wheels can denote a transition from one locale to another.

Sound effects are sometimes used to help establish the who of a pro-
gram. Sound can amplify character. The jingle of a cowboy’s spurs as
he walks not only establishes his character, but also heightens suspense
in a western drama. The telephone in Sorry, Wrong Number becomes
a character in itself through the skillful use of dialing, on-line ring,
busy signal, etc. Other examples of character sound are the clumping
of a peg leg or the tapping of a blind man’s cane. Character in sound
is twofold: (1) sound identifies and amplifies the character, as ex-
plained above; and (2) sound gives meaning to character by how it is
performed—e.g., the slamming of a door by an irate character. The
cold, insistent, and malevolent ringing of the telephone in Sorry,
Wrong Number adds to the horror of the action.

While these categories of action, locale, time, and character are the
four main functions of dramatic sound, they are not mutually exclu-
sive. A particular sound effect may serve more than one function. For
instance, the crowing of a rooster may suggest not only time but also
locale. Footsteps on gravel suggest both the action of a man walking
and something about the place in which he is walking.

The effects of sound and music as used within radio production may
be classified in the following manner: (1) realistic confirmatory effects;
(2) realistic evocative effects; (3) symbolic evocative effects; (4) con-
ventionalized effects; (5) impressionistic effects; and (6) music used
as a sound effect.! Realistic confirmatory effects are those which am-
plify without adding to the narration or dialogue of the program.
Realistic evocative effects are used to create realism and add mood
and atmosphere to the action described or portrayed. Symbolic evoca-
tive effects are used to explain something of an abstract nature; per-
haps to express the confusion in a character’s mind. A conventionalized
effect is similar to the cliché in speech. It immediately connotes a cer-
tain action and serves as the sound equivalent of the theater curtain
in the stage play or the conventional transitional device such as the
fade-out or fade-in in film and television production. This can indicate
a passage of time omitted between two sequences. The impressionistic
effect is unrealistic in nature and can be used to create an attitude in
the mind of the listener. Impressionistic sound works on the subliminal
perceptions of the audience. For example, an artificial echo super-
imposed on the voice, or the use of choral chanting behind the ranting
and raving of the protagonist in the expressionistic drama From Morn

! Lance Sieveking, The Stuff of Radio (London: Casell Co., Ltd., 1934), pp. 65~
66.
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To Midnight, creates an attitude (impression) of the character and his
agony which is personal and subjective for each member of the audi-
ence. Music used as a sound effect substitutes for real sound to pro-
vide an impressionistic quality and meaning to the sound, becoming
a flexible and intensely personal sound that adds a dimension to the
statement of the radio production which a realistic sound could not
provide. Thus, music used as a sound effect can become an emotional
expression of what happens as the result of the sound and the action
that it portrays.

Too many sound effects only serve to confuse the listener. How many
otherwise effective commercials with a strong copy platform have been
ineffectual because sound effects have been poorly used or because so
many sounds have been crowded into a 60-second sequence that the
listener has not known what to concentrate on and the message has
been lost in a welter of sound? Sound should be used only if: (1) it
clarifies what is taking place in the scene or clarifies the meaning of
the spoken message or dialogue; (2) it adds realism or authenticity to
the action described or portrayed in the sequence; (3) it adds dra-
matic and emotional impact to the sequence; or (4) the listener expects
to hear the sound effect in connection with the scene.

But remember, unless there is a definite and recognizable contribu-
tion that the sound effect or sound sequence can make to the program
—Ileave it out!

Many sound effects used in radio are unidentifiable if they are heard
by themselves outside the context of a script. For instance, the rustling
of cellophane is often used for the sound of fire. However, it is also
used for the sound of frying bacon. Heard by itself, without any means
of identification, the rustling of cellophane is unintelligible. The reason
for this, once again, is that radio lacks the visual element. In real life
we can identify the sound of frying bacon because we can actually see
and smell the bacon as it fries. Other sensory perceptions come into
play to help us identify the sound. In radio we have to make up for
this lack of sight by other means.

Fortunately, there are some sound effects that are self-identifying.
These include the opening and closing of doors, footsteps, sirens, howl-
ing wind, crying babies, and horses’ hoofs. But, for the most part, other

_sound effects are largely unidentifiable without further identifying and
representative cues. Thus, some means has to be devised to identify
these sounds so that they will be meaningful. This is done in any of
three ways: (1) Dialogue and narration often give cues as to what a
sound effect is. To indicate the climbing of stairs, a character might
admonish his companion to “Watch out for that third step, it’s loose.”
(2) A self-identifying sound is used to introduce one that might be
misunderstood. For example, a howling wind may introduce the sound
of rain, or horses’ hoofs may accompany and identify the rattle of a
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stagecoach. (3) As a situation develops, one sound will lead logically
to the next. In a street duel, the sound of gunshots leads us to expect
the fall of one or more bodies. The objective, of course, is to make use
of these cues as subtly as possible.

In most real-life situations, the average person is surrounded by a
multitude of sounds. A person crossing a busy street may encounter a
diverse number of sounds: tires on the street, horns honking, bells
clanging, the babble of conversation, pedestrian footsteps, etc. If all of
these sounds were heard in full consciousness, we would soon become
babbling idiots. However, we are mercifully protected from the daily
onslaught of sound because we psychologically block out most noise
to concentrate on those sounds which are important to us. The human
mind has the ability to focus on immediately important sounds while
other sounds are subdued or entirely eliminated from the conscious
mind. Thus, a person crossing a street in the company of a friend
would be concentrating on what his friend is saying, and only the most
prominent traffic noises would be vaguely apparent to him.

The microphone, however, picks up all sounds and does not dis-
tinguish among them psychologically. Consequently, a traffic scene
emulated in a radio production, if it utilizes all of the street sounds
indiscriminately, would produce a confused roar which would make
it difficult for the listener to picture in his mind exactly what is going
on. In radio production we must focus the attention of the audience
on sounds that are important to the story being advanced or to the
message being enhanced. Other sounds must be kept in the back-
ground relative to their importance, or must be eliminated entirely.
Yet, at the same time, while background sounds must not detract from
the focus of attention, they cannot be totally eliminated if they are
necessary to establish locale and action. This is accomplished by using
various sound levels, as discussed later in this chapter.

Production Elements: Music

Music is still another sound source available to the radio producer
in making his point effectively. Music is subjective and evocative in
nature. Music is intensely personal, setting up varying emotional reac-
tions in each listener. Music is particularly able to reinforce mood and
to provide an atmosphere surrounding a scene, be it a physical action,
a character conflict, the environment for a message, or the emotional
content of the dialogue. The emotion of a dramatic scene may be high-
lighted by music underlining the dialogue, thus helping to describe
the dramatic action. Music, like other sound, may be used to amplify
character. It can also be used to identify a character. For example, in
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a radio adaptation of the play Death Takes a Holiday, the agent of
Death can be identified and an attitude can be created about him in the
minds of the audience through, say, a rush of celestial strings sounding
whenever he is present in the scene.

Music is used in a dramatic setting primarily for the purpose of
augmenting the dialogue and/or narration. It may convey emotion,
implying evocatively what the dialogue cannot state. It can express
expository meaning underlying descriptive narrative passages. Like
sound effects, music can set the place or scene; it can suggest and
heighten the mood or atmosphere; and it can suggest and/or heighten
a particular action described in the dialogue of the scene. Music, then,
is a very useful dramatic aid for extending the emotional meaning of
the story or message to effect a positive response in the listener.

The intimate and immediate qualities inherent in the medium of
radio allow the producer to exploit the “theater of the mind.” Because
the action and scenery of the story occur in the mind of each listener,
the location of the action may change in an instant. The “string-of-
pearls” technique, switching between narration which speaks directly
to the listening audience and dialogue which carries the listener back
to the dramatic present, makes for instant transitions between scenes.
Montage effects, whereby action is compressed into a series of one-
line speeches or into a series of sound sequences similar to the cine-
matic montage of dissimilar picture sequences, are used to compress
a large amount of activity into the shortest possible time frame. The
montage allows the audience to flesh out the details occurring during
the passage of time. Music can be used effectively to bridge the parts
of the montage, relating and building each part of the montage dra-
matically in suspense and emotion.

Music, then, is used as a transitional device. In this way it can
“bridge” the action of one scene to the next, making an emotional
statement about each scene—capping the preceding scene and indi-
cating the emotion of the entering scene. Music played in the back-
ground of the dialogue or narration helps convey the emotional impact
of the scene, while bridging or cuing music triggers a new direction in
the dramatic action of the story and expresses an expository meaning.

The musical instrumentation of the background music for a specific
scene can play an important role in the evocative effect of the music.
The gemiitlichkeit of a guitar, the lonesome wail of a harmonica, the
sophisticated chord progressions of a cocktail lounge piano, arpeggios
played on a harp—each kind of music distinctly contributes to the
exact mood and emotion of the scene it is designed to heighten.

Perhaps it is necessary to differentiate between the words “mood”
and “atmosphere” as they are used in connection with sound effects
and music used in radio production. The mood of a piece of music is
the emotionally evocative effect that the music has on an individual.
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The atmosphere of the music suggests an environment or a location in
time and place. For example, music can suggest the locale of the court
of King Louis XIV as well as a primitive homestead cabin in the old
west. Mood music is more subjective and intensely personal than
atmospheric music. Mood music indicates and creates moods of vio-
lence, love, sentiment, joy, hysteria, foreboding, terror, sorrow, bru-
tality, and many more kinds and degrees of emotional reaction. As
with all emotional indicators, discretion must be employed in choosing
mood music so that it does not clash with the dramatic action it is
designed to support.

Sound and Music Plots

Sound and music are elements supportive of the action of the radio
production regardless of the kind of narrative program in which they
are used. The sound and music routine must agree completely with
the producer’s concept of his program. The producer must consider
whether music is to be used or not; what kind of music to use and
what instrumentation if there is a choice, and if it is important to the
mood of the program; how sound and music are to be used within the
program; in what manner and how long they are to be played in con-
text with the emotion or meaning they are supporting.

The producer should consider the following questions when develop-
ing a sound and music plot:

. What is the period and/or the locale?

. What is the dominant mood or theme?

1
2
3. What can sound and music contribute to the production?
4. What type of sound and music is appropriate?

5

. What instrumentation is necessary to evoke the proper mood?

Both music and sound must be consistent with the producer’s intent.

Music and Sound Libraries

Background music can enhance and give added dimension to the
mood and atmosphere of a radio production. Because of its intense
subjectivity, music can respond to the emotional values of the scene.
Music behind a narration or the exposition of a radio commercial can
expand an attitude and give a cue to the listener as to how he or she
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is expected to respond to the message. Music behind a narration can
often reveal more clearly than words the inner thoughts of the narra-
tor—how he feels about the action or situation that he is describing.

Because music is at once so eclectic and so personal, it is difficult at
best to find the perfect music passage for the scene you are producing.
This is why so many radio commercial producers insist on using
original music which is designed, composed, arranged, and performed
to elicit exactly the right values for that precise commercial message
he is producing.

Original music can be used only when budgets are large. Mostly it is
a luxury. For the person wanting a contemporary sound, the only way
is to use currently available recordings. Also, a number of effects and
appropriate musical stingers, bridges, and background pieces can be
lifted quickly from any station’s library. Probably the most widely
used news intro in the country is from an old Percy Faith album,
“Viva.” Classical music, motion picture sound tracks, jazz, and ex-
perimental albums are a rich source. Music can be found which fits an
existing script, or, as is often the case in commercials, the music is
selected first, and then the commercial is written to fit the musical
punctuations. Generally, well-known themes and currently popular
songs should be avoided because the music can distract more than it
can help—but not always. Incidental music from movies is often the
place to find what you need most quickly. Albums by Jerry Goldsmith,
Quincy Jones, Henry Mancini, Chuck Mangione, Lalo Schifrin, Marvin
Hamlisch, Michel Legrand, or Blood, Sweat, and Tears are rich sources.
For graphic examples of how effective readily available classical music
can be, see the films Elvira Madigan and 2001, A Space Odyssey.
Prominent themes from both films were used shortly after they ap-
peared, for literally hundreds of radio and TV commercials.

For the radio producer who wishes to search out music cues from
the vast library of recorded concert music, there is an excellent re-
source book which is unfortunately out of print, but by no means out
of date because virtually all of the music is still available. Recorded
Bridges, Moods, and Interludes was painstakingly compiled and edited
by Henry Katzman and published by Broadcast Music, Incorporated
(New York, 1953). This catalogue, found in most public libraries,
allows the radio producer to locate music from recorded classics.
Later recordings and new album numbers can be substituted for the
listings in Recorded Bridges, Moods, and Interludes, but the titles and
timings remain viable for the most part as listed. This work is a
categorical index of timed segments culled from recorded symphonic
performances. Part I, entitled Moods and Categories, lists in alpha-
betical order the composer of the symphonic passages that call up the
particular mood indicated in each mood category. Part II, entitled
Cue Compilations, lists each symphony, broken down into its cu'n-
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ponent moods. Each symphony is listed alphabetically by composer,
and the list also includes a description of each mood segment, where
it is located within the recording by time, and length in time of each
mood segment within the symphony. Figure 5.1 shows a random
sample of each part of this catalogue of moods.

The selection and collection of sound and music routines that make
up the sound bed of radio production can be both an arduous and a
time-consuming task. The producer can spend countless hours search-
ing music albums and single records for the exact musical interlude or
background passage to fit the desired effect he requires. In the interest
of time and efficiency, the radio producer may use Sound Effects and

PART | MOODS AND CATEGORIES

ORIENTAL (Continued) PAIN
PROKOFIEV—Symphony No. 5—  GLIERE—Symphony No. 3— (:54)

(:31) (:38)

PROKOFIEV—Symphony No. 5—

(1:43) PANIC
RESPIGHI—Feste Romane— (1:28) HINDEMITH—Mathias The
RESPIGHI—The Pines Of Rome— Painter— (:41)

((8) SCHUBERT—Symphony No. 9—
SHOSTAKOVITCH—Symphony No. (1:37) (2:40) (4:48)

() () SCHUBERT—Symphony No. 9—
SHOSTAKOVITCH—Symphony No. (1:30) (5:01)

6—(2:13) (5:34) SHOSTAKOVITCH—Symphony
SHOSTAKOVITCH—Symphony No. No. 1—472 (1:00) (1:30)

G IE e (6) (L) STRAUSS, R—Ein Heldenleben—
SHOSTAKOVITCH—Symphony No. (:22) (:57)

L) (e STRAUSS, R—Ein Heldenleben—
SIBELIUS—En Saga, Etc—DANCE (:45) (1:22)

e I TCHAIKOVSKY—Francesca da
SIBELIUS—Symphony No. 1—(:47) Rimini— (1:10) (2:54) (3:07)

(1:00) TCHAIKOVSKY—Francesca da
SIBELIUS—Symphony No. 1—(:22) Rimini— (1:01) (1:42) (1:56)

(L) TCHAIKOVSKY—Symphony No. 4
STRAVINSKY—Suite From —(1:11) (1:18)

Petrouchka— (:37) TCHAIKOVSKY—Symphony No. 4
STRAVINSKY—Petrouchka Suite—  —(1:08) (1:09)

(:25)

OUTDOOR
KHACHATURIAN—Masquerade

Suite— (2:25)
KHACHATURIAN—Masquerade

—1166 (2:32)

Figure 5.1 Information found in Recorded Bridges, Moods, and Interludes.
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Mood Music Libraries. These libraries provide music catalogued in
terms of the emotion each selection evokes and sound effects of various
types and lengths recorded from various perspectives.

Such organizations as Major, Standard, Speed Q, Elektra, CBS, E-Z
Cue, DeWolfe, and Galaxie, to name only a few sound and music
libraries, provide albums and tapes which may be purchased and/or
leased for commercial radio production. Often these music cues are
recorded in stereo, and all of them are properly indexed for an easy
search for the appropriate cue to fit the exact kind, type, and length
of sound and/or music need. Figures 5.1 to 5.3 show excerpts from the
catalogues of the Major Records Mood Music Library, distributed by
Thomas J. Valentino, New York; the DeWolfe Recorded Music Cata-
logue, distributed by Corelli-Jacobs Film Music, Inc.,, New York; and
the Galaxie Music Library Catalogue, distributed by Galaxie Music
Services, Los Angeles.

Since the choice of music to fill the sound bed as the producer

GALAXIE MUSIC SERVICES, INC.

9100 Sunset Boulevard
Los Angeles, California 90069
Phones 274-4198 — 274-6586

LIBRARY CATEGORIES

A NEUTRAL, MELODIC, DRAMATIC OPENERS— Pae
MAIN TITLES 1
B NEUTRAL, MELODIC DRAMATIC PLAYOFFS,
CURTAINS, END TITLES 9
C  DRAMATIC BRIDGES, STINGERS 17
D COMEDY & JAZZ OPENERS AND CLOSERS 21
E NEUTRAL & COMEDY BRIDGES & STINGERS 25
V  OUTER SPACE 94
W SPOT COMMERCIALS 95

Figure 5.2 A catalogue sample from one sound library.
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“hears” it is totally subjective, producers may prefer to develop their
own music compendiums. The mood of the music elicits an emotionally
evocative effect upon each particular listener; therefore mood is quite
impossible to categorize except in very broad terms or in the very
personal terms of the person developing a compendium of music. It
is much easier, and safer, to develop a catalogue of atmospheric music
which suggests the location of the music in time and place.
Atmospheric music can be broken down into seven categories:

1. Period......... the age and dates of the civilization or society the
music seems to suggest.

2. Locale.......... the setting (imaginative scenery) evoked by the
music.

3. Ethnic......... the racial qualities of the music.

4. Social.......... the class mores suggested by the music.

5. Supernatural... the unreal, or supra-real, connotation of the
music.

6. Psychological...inner reality (here atmospheric music is closely
allied to mood music).

7. Remarks....... other elements and comments which do not fit in
the above categories.

T.V. SPECIALS I. Slaney 244 —_— various
20 light dramatic bridges and links—full orchestra

UNCHARTED VOYAGE P. Arvay 491 DW/LP 2823 4.34
Light dramatic impression with decorative woodwind and hard runs
UNDERCURRENT No. 1 1. Slaney 152 DW 2687 1.18
Suspense sequences—tension

UNDERCURRENT No. 2 I. Slaney 152 DW 2687 1.10
Suspense sequences—tension

URANIUM 236 P. Arvay 366 DW 2898 2.54
Modernistic industrial movement—title

VENDETTA J. Trombey 594 DW/LP 2969 1.56
Semi-dramatic incidental

VICE CLASH No. 1 1. Slaney 289 DW 2689 1.49
VICE CLASH No. 2 I. Slaney 289 DW 2690 1.16
VICE CLASH No. 3 1. Slaney 289 DW 2690 1.13
Three semi-dramatic incidentals

VICE PROBE 1. Slaney 150 DW 2599 1.55
Mysterioso

VILLE SANS VIE P. Sciortino 680 DW/LP 3030 2.30

Devastation—bass and flute

Figure 53 Sample page from DeWolfe Ltd., Music Publishers Catalogue.
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An example of how the producer may use the above categories to
analyze a musical selection for its atmospheric evocative effect might
be as follows:

The Planets, Op. #32. . .Gustav Holst
Mars: The Bringer of War.

1. Period......... eleventh century on.

2. Locale......... preparation for war (not a battle scene it-
self).

3. Ethnic......... not Oriental.

4. Social.......... either civilian or military people doing physi-
cal work.

5. Supernatural. ..

6. Psychological. . .unrelenting.

7. Remarks....... none.

Or Ravel’s Bolero, if it is not too recognizable, calling attention to the
music itself rather than to the intent for which it is used in the pro-
duction, might break down like this:

1. Period......... twentieth century.
2. Locale.......... cabaret, tense dance sequence, Spain, Morocco,
Mediterranean coast.
. Ethnic......... Spanish, Arabian, Moorish.
. Social.......... fiery working class.
. Supernatural. ..

Psychological. . . heavy tension, danger.

~N o W

Remarks....... music implies relentless motion.

The imaginative, inventive radio producer can use such a compendium
for many diverse effects.

Before we examine a scene from a radio production for its sound
and music potential, and before we visualize the scene for its sound
perspectives in relationship to the action, it might be of value to under-
stand the terminology used in the sound plot from which the produc-
tion team can work:

FADEIN............... as a sound cue, the term refers to perspec-
tive; any sound that appears to approach
the audience from a distance.
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FADEUP............... usually refers to a volume increase, bridge
music, etc.; perspective is not involved.

CROSSFADE (X-fade)...where one sound fades up simultaneously
with the fade-out of the previous sound.

SEGUE................. extremely fast crossfade where one sound
replaces another without any appreciable
loss of volume—the new sound seems to
grow out of the original sound.

ESTAB(lish)............ to hold a sound at a full or prominent level
(volume) until that particular sound regis-
ters in the listener’s consciousness. (This
usually takes from five to ten seconds.)

SNEAK INOR OUT..... to bring in or take out music and sound so
gradually that the listener is unaware of
what is happening until the moment when
the sound is important to the scene.

FADE TOBG........... to bring down the level of the music or
sound under the dialogue and to hold at a
background level. (The term, BEHIND, is
sometimes used instead of BACKGROUND.)

UNDER & HOLD........ same as FADE to BG.

UPto CAP&OUT....... sound and music quickly swell to full vol-
ume, hold to establish, then fade out
abruptly. To CAP a scene means that the
sound gives a sense of finality and climax
to that scene. -

STAB.................. an abrupt powerful musical chord used to
climax or accentuate an intense dramatic
situation.

STING................. same as above, except that the chord is

higher pitched and more shrill.

In order to develop a sound and music plot, the action of the scene
or the situation must be visualized in terms of sound perspective and
relationship to the agents of the story. The radio audience must form
in their mind’s eye a picture of the scene as it might be if it were
actually taking place.

Scene Visualization

The following scene presents several problems in scene visualization
and sound perspective. It is an elaborate production of the kind done
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by the CBS Mystery Theater, more apt to be done in a recording studio
than in a modern radio station. While most current production in-
volves shorter forms, simpler production techniques involving assem-
bly of prerecorded elements, and much smaller budgets, this scene
demonstrates how voice, music, and effects combine to produce the
desired effect on the listener. How will the physical action of the scene
be carried out and the relationships of the various characters be de-
veloped clearly for the listener? Our analysis of the problems is as

follows:

SOUND:

JIM:

HANK:
JIM:

HANK:

JIM:

HANK:

JACK:

JIM:

HANK:

JACK:
SOUND:

HANK:
JACK:
MUSIC:

CITY STREET NOISES—BUSY INTERSECTION—
PEOPLE WAITING TO CROSS

I wish that signal would change. We're not going to
make that appointment if we don’t hurry.

Keep your hat on, it’s changing now. Let’s go.

(PAUSE) What did Mrs. Burton have to say when she
phoned?

All she said was to meet her in the lobby of the Savoy
Hotel in fifteen minutes. She sounded kind of fright-
ened. Said she had important information for us, then
hung up.

We never figured on getting anything out of her. Won-
der how come she’s decided to blab now?

My guess is she saw that story in the papers about
the recovery of the Windsor diamonds by the cops,
and this frightens her. Probably thinks the Syndi-
cate’s on her tail now, and figures she can bargain for
protection from us if she tells all. At least we'll find
out pretty quick.

(OFF MIKE) Get a move on, you guys. I'm all set to
go.

There’s Jack with the car. C'mon. By the way, think
she knows anything about Tony and that missing ten
grand?

Don’t know. Frankly, I hope she’s still alive when we
get there. H'lo Jack.

’'Bout time you got here. Where to?

CAR DOOR OPENS AND CLOSES. CAR PULLS
AWAY FROM CURB.

Savoy Hotel. Know where that is?
Couldn’t miss it.
SEGUE TO TRANSITION MUSIC.
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The producer must visualize the physical action taking place in the
scene before he can set up the sound perspective in the studio. In bare
form, the scene visualization amounts to this:

Two men in a crowd of people are waiting to cross the street
at a busy intersection. Traffic changes—they cross. Upon reach-
ing the other side, the men quicken their pace as their friend
calls from the car. Traffic again changes direction. They reach
the car, get in, and drive away.

The microphone remains with the two men all through the scene.
Since the listening audience is always at the point of the microphone,
the listener in effect crosses the street with these men, gets into the
car, and drives away. The scene then dissolves (segues) into the tran-
sitional music which sets the mood or atmosphere for the next scene.

As producer, we want to focus our attention on the conversation
between the two men crossing the street. To do this, we must create
the illusion that the audience is moving along with the two men
throughout the scene. Since the microphone emphasizes those sounds
which are closest to it, the microphone must be at the point of at-
tention: the conversation between the two men.

If we were to diagram the action of the scene in the manner a
cinematographer would lay out the scene for the sequence of camera
shots photographing the action, it might look like this:

N

Traffic

¢

Policeman
(optional)

mic

Figure 5.4 Diagram of a Scene
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Note that the imaginary microphone is included in the diagram to
show the perspective and sound balance during the action of the scene.
The sound of a policeman’s whistle to indicate the traffic change (just
before and after the men cross the intersection) would make an excel-
lent device to aurally orient the listener to the physical action, but it
is not absolutely necessary to the scene.

Studio Setup

To capture the sound perspectives and balance in the studio to
emulate the cinematographer’s camera sequence plot, the two char-
acters of the scene will remain “on mike’” while they seem to cross the
street by varying background sounds. Thus, all other sounds than
dialogue will appear to be “off mike” and lower in volume relative to
their importance to the action of the scene. While a distance perspec-
tive can be achieved partially by lowering the volume of the sound, it
is important to record the sound effect from the spatial perspective in
which it will be used, in order to obtain perfect verisimilitude.

Figure 5.5 is a diagram of the studio setup, showing mike placements
in relation to the actors and sound effects.

Figure 5.5 Diagram of the Studio Setup
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The Production Script

The next step is to develop a production script of the scene so that
the production personnel, be they a full crew or one person, can bring
all of the sound elements of dialogue, sound effects, and music into the
proper artistic blend through variations of volume, timing, and sound
perspective. It is the responsibility of the producer/director to develop
the production script, which is the “blueprint” of the program, in the
manner in which the production will ultimately be achieved.

The production script of the scene we have been working with
might look like this:

Scene Production Script (00:01:30)

-liow
»w..53 SOUND: CITY SIREET, BUSY
- INTERSECTION, TRAFFIC

(CART A) ~ry AND INARTICULATE VOICES
by UP TO ESTAB., FADE UNDER
:,a AND HOLD
Y
- JIM: I wish that signal would
(‘5 change; we're not going
4 to make that appointment
:,, if we don't hurry.
- R -.‘_;.
Cue #2 Live 3;': ‘,7SJUND. POLICE WHISTLE OFF MIKE
(off mikeJ%:
3’ HANK: Keep your hat on, it's
k-3 P changing now. Let's go.
———eiy o -
Cue #3 Live ~%a '";" 2% SOUND: FOOTSTEPS WALKING ON MIKE
(on mlke)"“" _'\».
a 7 JIM: (PAUSE) What did Mrs. Burton
2 > have to say when she phoned?
<
<. <, HANK: All she said was to meet
under dialogue no-;j :Ei her in the Savoy Plaza in
K24 fifteen minutes. She sounded
=~ Q kind of frightened. Said
5 ~;> she had important information
< ‘j for us, then hung up.
l‘ -
Yy S JIM: We never figured on getting
é? o anything out of her. Wonder
> . how come she's decided to
<( blab now?

HANK: My guess is she saw that

story in the papers about

the recovery of the Windsor
diamonds by the cops, and

this frightens her. Probably
thinks the syndicate's on

her tail now and figures

she can bargain for protection

WA

ASAAL N
AN

i
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Explanatory notes:

A. Sound and music cues are numbered in the order they will
appear in the scene. The action or dialogue cuing the sound is
underlined to indicate the cue description. Cuts and fades of
sounds lasting more than a brief period are indicated by the
end of the relative-volume line noted immediately to the left

of the dialogue.

Cue #4 Live =

(off mike) ~ ».-

(CART B)

o e .h,
e
-f.S‘T %

~ qa

SUUND:

Live or -«
.
%
(CART i)é S
R, J\SOUND
QST =
gﬁ
add filter for interior‘, HANK
sound %
JACK
(CART D) Ei
fade under .. SGUND:

dialogue .=

-

<. HANK:
<
=, JACK:
W o e
Cue # -:J‘t‘ SOUND:
« ’- oo
SYfTe __}\‘_--u SMUSIC:
Lol
‘<

~

POLICE WHISTLE OFF MIKE

from us if she tells all.
At least we'll find out
pretty quick.

(OFF MIKE) Get a move on,
you puys. I'm all set to

Bo.
FOOTSTEPS UICKEN TO RUN

There's Jack with the car.
C'mon. By the way, think
she knows about Tony and
that missing ten grand?

TRAFFIC BG X~-FADES WITH
IDLING ENGINE. FOUOTSTEPS
CONTINUE ON MIKE.

Don't know. Frankly, I hope
she's still alive when we
get there.

CAR DOOR OPENS. GET INTO
CAR. CAR DOOR CLOSES.
TRAFrIC OUT.

H'lo Jack.

'Bout time you got here.
Where to?

GEAR CHANGE AS CAR PULLS
AWAY FROM CURB. ESTAB AND
HOLD UNDER.

Savoy Plaza Hotel. Know
where it is?

Couldn't miss it.
SWELL ENGINE RUNNING
SEGUE BRIDGE MUSIC.

ESTAB. FADE UNDER
DIALOGUE NEW SCENE.
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B. The cue description indicates the type of sound or music and
the control technique to be used.

C. The circle (knob potentiometers) or slider (linear potenti-
ometers) for each cue indicates:

1. Volume settings for each cue relative to program level:

a) 12 o’clock setting is voice level
b) 8 o’clock setting is low volume
¢) 5 o’clock setting is maximum volume before distortion

2. Sound source is indicated by TAPE or MIKE if sound is
live. Recorded cues are usually dubbed to cartridge for
ease of cuing, and where multisounds need sequencing into
a complex sound routine each sound is assigned a lettered
(A,B,C,) cartridge player unit. Live sounds are assigned a
microphone (numbered) and are spatially placed at the
microphone by the notation ON or OFF MIKE.

3. If the post-production will use multitrack mixdown tech-
niques, each sound will be assigned a track number by the
recording engineer,

D. The relative volume line immediately to the left of the dia-
logue indicates the length of the sound cue and/or the music
passage, showing exactly where the cue begins and ends. The
volume of the sound is indicated by the width of the line.

An experienced sound production crew (director, sound technician,
recording engineer, and talent) can read this script and visualize in
their minds exactly how the scene will “play” as a finished product.

Production Analysis

A sound routine of traffic noises on a busy intersection is needed to
establish the locale of the scene. A number of companies provide re-
corded sound effects which are available to rent or purchase. If the
effect must be unique to the scene it describes, the producer can
record the sound effect on location under the conditions required by
the action of the story.

The traffic sounds in this scene are held at a lower volume level than
the actor’s voices so as not to detract from the conversation, yet are
loud enough to set the aural scenery for the listener.

We must next determine what action sounds are necessary. Do we
decide to use footsteps for the men crossing the street? Are they
necessary to the physical action of the scene? Would footsteps nor-
mally be lost in the din of other traffic sounds so that retaining them
in the sound plot might distort the reality of the scene for the listener?
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Or might it be that there is simply too much sound happening at once
for the listener to assimilate it all?

If we do use the footsteps, these are action sounds. It is quite diffi-
cult to prerecord and simulate action sounds in a mixdown with
various kinds of audio processing. Sound effects which the actor or
narrator needs to time himself on, or which serve as cues for dialogue,
need to be performed in the studio. These effects can be recorded and
mixed with the dialogue at the time of recording, or they can be re-
corded simultaneously on separate tracks for a more careful mixdown
later.

Action sound also implies a quality. A door slammed in anger, run-
ning steps after a skirmish, and many other situations requiring that
the dialogue and the sound interact to obtain precise timing and
quality, suggest the need for the sound man and the actors to work
together in studio real time. Having the sound effects operation right
in the studio at some distance from the actors and the cast microphone
not only allows the actors to hear the sound effects for direct timing,
but also to improve the naturalness and punch of the sound as it is
recorded. The combination of main pickup with a microphone at the
sound truck plus a low leakage of sound effects into the cast micro-
phone some distance away creates an enhanced naturalness far su-
perior to that of prerecorded sounds.

Action sound effects are more effective and believable when the
action is really performed. When a character says, “Put those groceries
on the kitchen table,” the sound of a heavily loaded paper bag on a
formica table top picked up by the studio microphone is totally con-
vincing. When the sound man is measuring the stealthy footsteps of
the rapist on a deserted street late at night, the terror of the victim
becomes even more eloquent.

In our scene, how are we going to denote the change of traffic direc-
tion? Since it is not unusual for a policeman to be controlling traffic at
a busy intersection, the use of the police whistle gives us a “cutaway”
from which to reverse the flow of traffic by controlling the volume of
the recorded sound.

Another visualization problem concerns the handling of the car. Are
the characters approaching a parked car, requiring the routine of
entering, starting, and driving away, or is it an idling car, suggesting
that a colleague has been waiting for them? In this case, the dialogue
suggests the latter. Does the audience get into the car with them? Once
again, the dialogue directs this action. When the car door closes, the
background sounds recede into a muffled background or are eliminated
altogether, and the microphone stays within the car as it drives off.

A final production question concerning our scene is how to cap the
scene into the bridge music leading to the next scene. It might be done
like this: Following the last word of dialogue, bring up the sound of
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the revving motor as the car pulls away from the curb (recorded from
the perspective of inside the car). As the car pulls away, X-fade the
transition music into the car sounds and swell this to program level
until fading it under the dialogue or narration of the new scene.

Note: This kind of detailed attention to scene visualization is
especially critical in stereo production. The effect of di-
rection reversal becomes very apparent when using the
pan pot to move the sound from left to right and from
right to left. Very few commercials are recorded in
stereo because the bulk of radio advertising is broadcast
on monaural AM radio stations. However, as FM broad-
casting continues to expand at a very rapid pace, and as
more and more stations are broadcasting in stereo
sound, it is reasonable to expect that a larger percentage
of commercial production will be recorded in stereo.
Therefore, it is important to be cognizant of stereo pro-
duction techniques.

Production Techniques

An important consideration in the production of sound is how far
away a particular sound effect is supposed to be from the listener. An
explosion that is supposed to be taking place a half-mile from the
listener should not sound as if it were right on top of the microphone.
Similarly, if an actor on mike shoots a gun, the shot must not sound
as if it were two blocks away. Sound effects must always be kept in
proper perspective.

Proper perspective can be obtained in three ways: (1) by controlling
volume or loudness; (2) by placing sound effects close to or far away
from the mike; and (3) by frequency control, i.e., the muffling of
sounds through the clipping of high frequencies using audio processing
equipment. Each method has its advantages and each has its limita-
tions. Footsteps can be made to sound close or far away by raising or
lowering the volume of the footsteps. The recorded sound of a car may
be made to appear as if it were approaching the microphone, passing
it, and fading off into the distance through proper volume control.
The volume is started low, then gradually increased to full level as the
car passes by, and finally slowly reduced until the car fades into the
distance.

This effect can be obtained in stereo production using the pan pot
control to move the sound. However, in other cases the position of the
microphones in regard to the sound effect must be considered (the
audience is always with the microphone). A car engine will sound
quite a bit different from the inside of the car than it does from the
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outside. This means that care must be exercised in either picking re-
corded sound effects or recording them especially for the sequence
desired. An explosion that is recorded from a distarice of a half-mile
will always sound distant, no matter how high the playback volume.
Similarly, many manual sound effects that are worked in the studio
by the sound man must be positioned in relation to the microphone
depending upon how far away they are supposed to be.

To “fade” a sound means simply to raise or lower the volume level
of one or more program elements (e.g., with the sound effect of a
passing car, the sound must be faded up to full program level, then
slowly faded down until it is completely gone). Technically, fades are
accomplished either by talent as they move into or away from the
microphone, or by the engineer at the audio control console.

There are three ways of fading sound: fade up-fade down, cross-
fade, and segue. The fade up-fade down simply means to bring up the
volume level, hold it briefly, then bring it down again and under or out
behind the dialogue. The passing car, mentioned above, is one example
of this. Its use here is to establish perspective. Another use for this
fade is to set the scene. Refer to the beginning of our script where the
two men are crossing the street. The first thing we hear is the traffic
and crowd noises at full volume level (i.e., at normal listening level).
This is sustained for five or ten seconds to establish it, then faded
under to allow us to hear the dialogue. The diagram below illustrates
this.
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Figure 5.6 Fade up-Fade down

The above fade in reverse, fade down-fade up, is useful to indicate
a transition in time and/or place. As an illustration of this, instead of
ending the scene we are analyzing with transition music, we could fade
out the car completely, allow three to five seconds of dead air, then
fade in the car as it comes to a stop outside the hotel and start a new
scene. This is a simple but effective transition device. See Figure 5.7.

The fade down-fade up is also useful as a means of editing unneces-
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Figure 5.7 Fade down-Fade up

sary or inconsequential dialogue. In a sequence in which a political
speech occurs, it might be impractical and unnecessary to present the
whole speech. Instead, you could fade down after the first few remarks
by the orator, pause, and fade up as the speaker finishes his diatribe.
Thus, you have cut out unnecessary dialogue and at the same time a
time transition has been accomplished. This is particularly important
in the production of radio commercials where you are working within
strict time limits in which to tell the story of the product.
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The cross-fade is like the fade down—fade up, but without the dead
air space between. While one element (sound, voice, etc.) fades in,
another element seems to grow out of the first, giving a fluid sense of
continuity between the sound elements.

The segue is similar to a cross-fade except that the overall level is
not dropped appreciably during the change. Segues are used when you
want to create the illusion of identity between several sound elements
in a drama. A classic use of the segue occurred in radio drama, in
Sorry Wrong Number, when a murdered woman’s scream was covered
by the screech of an elevated train. Pitch and volume remained the
same, as only the quality of the sound was changed.

We might bridge our scene into another scene that might possibly
follow, opening with the conversation of the three men (including
the driver of the car) just after they have entered the hotel lobby. We
cross-fade between the bridge music and the conversation because we
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have a natural break. The car trip is over and a new scene is beginning
in different surroundings. Our complete transition would then be as
follows: Segue from the car engine to the bridge music, then cross-fade
from the bridge music to the conversation in the hotel lobby. Figure
5.9 illustrates a segue. The significant difference between a X-fade and
a segue is the length of time that both sounds are simultaneously
audible. The X-fade and segue in radio production accomplish the same
effect as the dissolve and matched dissolve in television and film pro-

duction.
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Figure 5.9 Segue

In our analysis of this scene, we have moved from a visualization of
how the scene might physically occur to a consideration of how this
sound routine can be accomplished in its final form recorded in the
studio and edited by a multitrack mixdown in post-production to pro-
duce the sound story with complete verisimilitude.

Transitions

Transitions are extremely important in radio production, since the
audience is instantly transported from one place to another, one
thought or emotion to another. Consequently, the techniques used to
make transitions must be precise and clear, since otherwise the audi-
ence will become easily confused as they attempt to follow the action
of the story and the sequence of events in their minds. Particular care
must be taken in regard to transitions within radio commercials. All
but the simplest and most straightforward of narrative commercials
are replete with transitions between the story, its several locales, and
the time lapse between the actors trying the product and voicing satis-
faction with it. There are as many other reasons to bridge between
one sequence and another as you can creatively devise.

The means available to the radio producer to make transitions are:
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(1) music; (2) sound effects; (3) silence; (4) voice (narrator or an-
nouncer); or (5) any combination of the above.

Music is the most often used transitional device because of its highly
evocative and subjective effect upon the listener. It is particularly use-
ful in making transitions from one mood to another. Sound effects,
since they are the scenery of the radio production, are an excellent
device for changing locale. A transition from a busy airport to the
cabin of an airborne plane can easily be accomplished with the bridg-
ing sound of the plane’s take-off. Since sound also depicts the physical
action of the scene, sound can be used, as in the scene analyzed above,
to transport our characters from a busy street corner to a hotel lobby
which is the setting for the following scene. The appropriate music
can emotionally bridge one scene into the next, foreshadowing the
confrontation that is about to occur.

The use of silence as a transitional device can be very effective. It
is probably most useful when a time lapse is used to signify the passage
of time, indicating to the listener that what has occurred during the
lapse is not very important; just more of the same from which the
listener is spared. Silence at the end of a sequence can pack a strong
feeling of finality. The listener instinctively knows that a following
sequence will have no relationship to the action or thought just con-
cluded.

The spoken word is used when the above nonverbal transitions will
not suffice. Perhaps a bridge between two scenes is too complicated for
the audience to follow without a verbal explanation. Radio commer-
cials are especially produced to make absolutely sure that the listener
can easily follow the rapid interchange between the dramatic action
of the scene and the commercial message addressed directly to the
listener. It is the message that evokes the necessary action to induce
the purchase of the product.

Audio Processing Techniques

Sophisticated audio processing equipment is available, and modern
recording techniques have been developed for the radio producer to
use to the limits of his creativity. The shaping and altering of program
sound elements by clipping frequencies, adding reverberation, speeding
up and slowing sound rate, and over-dubbing and sweetening sound
through various mixdown techniques—all these allow the radio pro-
ducer to obtain effects which further influence the listener intellectu-
ally and emotionally about the sound sequence perceived.

A number of excellent textbooks describe the use of sound produc-
tion equipment. The latest editions of The Technique of the Sound
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Studio, by Alec Nisbett, and Modern Recording Techniques, by Robert
Runstein, published by the H. W. Sams Company for the Recording
Institute of America, Inc., are two absolutely necessary technical
references. Though both texts are written from an engineering focus,
they are suprisingly clear reading for the non-engineer. In any case, a
thorough knowledge of recording techniques makes for the greatest
skill in radio production.

A filter set such as the Urei “Little Dipper” is an effective tool for
creating innovative special sound effects. It contains: (1) a low cutoff
filter, tunable from 20 Hz to 200 Hz; (2) band pass filters tunable from
20 Hz to 20 kHz; and (3) a high cutoff filter, tunable from 2 kHz to 20
kHz. What in fact happens to the sound is that the filter passes all of
the signal on one side of the frequency on which it is set and cuts out
more and more of the signal on the other side of the point on which
it is set.

Filters can be used for impressionistic dramatic effect. Filters can
distort and clip sound to simulate telephone conversations, public
address systems, intercoms, and other social uses of communication
which we identify by how the sound is characterized as well as by the
message carried.

The frequency range of most telephone systems is approximately
3,000 Hz with a lower limit cutoff at around 300 Hz. A variable filter
such as the Little Dipper can be set to pass frequencies between top
and bottom cutoffs providing the subjective effect satisfying to the
radio audience.

Equalization is a means of restoring level frequency responses to
achieve a pleasing balance, such as the proper subjective balance of
treble and bass tone control to provide a sound response selection.

Notch filters can be used to produce phasing of “flanging” effects
similar to the effect produced when two tape machines play the same
material at slightly different speeds. Combinations of high cutoff, low
cutoff, band-pass, and notch filters with variable frequency can be
used, limited only by the producer’s or engineer’s imagination.

Thus, the filter can be used to: (1) eliminate coherent noise from
the program material; (2) eliminate semicoherent or incoherent noise
such as hum from fluorescent fixtures and air conditioning when re-
cording on location; (3) eliminate microphone ringing and feedback;
(4) create special effects such as have been described above; (5) en-
hance frequencies within a sound; and (6) create harmonic distortion.

When the producer “shapes” a sound by equalization, he is able to
match sounds which have been recorded under varying conditions.
This technique is useful in matching sound when dubbing film. While
voices recorded under different conditions cannot be entirely matched,
differences in quality and intelligibility can be made less noticeable
and obtrusive. Thus, by equalizing the sound, the producer/engineer
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has control over the harmonic balance or timbre of the sound by
altering the frequency response of an amplifier so that certain fre-
quencies are more or less pronounced than others.

Reverberation, or “echo,” is important in shaping the program signal
for artistic effect. There are three main types of devices which can
provide artificial reverberation: (1) echo plates; (2) spring reverber-
ation units; and (3) acoustic echo chambers. Reverberation colors
sound by increasing the distance the sounds must travel before they
are heard by the listener. Shaping sound by “echo” recalls for the
listener situations from life where the presence of the sound dictates
the location and the activity of the persons involved at the time the
sound occurs. The ricochet of a bullet can describe the circumstances
of its firing. Sound reverberation can describe where the person is,
locating the sound source spatially in relation to the listener. Speaking
in an empty room will sound far different from speaking in that same
room fully appointed with furniture, carpets, and drapes. The sound
of a person speaking from a closet or from down a well can be emu-
lated and recreated by the amount of reverberation added to the
sound. The absence of reverberation also can indicate the environment
surrounding the sound. The reverberation plate such as the EMT 140
TS is a rectangular steel sheet % inch thick, approximately 3 feet
high by 6 feet wide, enclosed in a frame 8 feet by 4 feet by 1 foot
thick. Reverberation is created by inducing wave motion in the plate.
While the reverberation effect of a plate is two-dimensional, unlike the
more realistic three-dimensional acoustic chamber, the difference per-
ceived by the listener is quite negligible. The reverberation plate can
control the amount of reverberation, mechanically varying the rever-
beration time to obtain the echo effect required in the sound sequence.
The decay time of the EMT 140 TS is variable from one to four seconds.
The decay time is changed mechanically by moving a plate which is
covered with an acoustic absorbing material closer to the steel plate
to shorten decay time and farther away from the steel plate to lengthen
it.

The BX 20E is an example of a spring reverberation unit. This unit
is approximately 1% feet by 1% feet by 4 feet in size, weighing around
100 pounds. While this type of reverberation unit is small in size and
relatively inexpensive, the sound is often tinny, giving an unnatural
quality to the echo. This type of unit works better with voice than it
does with music in adding “presence” to the sound.

The acoustic echo chamber consists of a room with highly reflective
surfaces in which a speaker and a microphone are placed. The sound,
broadcast from the speaker, is bounced from the multisurfaces of the
room and is picked up by a microphone at the other end of the room.
Movable partitions can be set up in the chamber to vary the decay time
of the reverberation. Acoustic echo chambers have the most pleasing
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and realistic quality of echo sounds, emulating the three-dimensional
effect of natural echo.

Artificial reverberation is an integral part of the balance and control
of the sound signal. When each sound source has a separately con-
trolled echo feed, differential amounts of echo can be added and mixed
during mixdown, depending upon the amount of resonance and/or
presence required for the effect. The use of echo is a matter for the
radio producer to decide in his interpretation of the scene he is por-
traying in drama, or the music he is interpreting in the recording of a
composition. The main problem with using echo in dramatic scenes
is one of perspective: moving closer to the microphone produces more
feed to the echo chamber. In some cases it may be necessary to use a
separate microphone for the echo feed in order to obtain proper sound
separation between the several sound sources.

In the scene we have been developing for production, we could en-
hance room presence by suspending a second bi-directional micro-
phone above the dialogue microphone. This stronger echo presence
would help to create perspective in the crowd scenes, separating
dialogue from the background sounds. The amount of echo is auto-
matically reduced as the actors move in on the dialogue microphone.

Recently developed audio processing equipment such as the Kepex
and the Omnipressor are flexible and have multiple uses. These devices
can be used for limiting and compressing in a straightforward manner
as well as for eliminating undesirable acoustics and other sound leak-
age. A good production sense can enhance the radio production im-
measurably.

Microphone Placement

There are two basic philosophies of recording a complex sound
sequence. One is the old-fashioned method of using as few micro-
phones or line inputs as possible, recording the elements of sound and
music in conjunction with the narration or dialogue in real time. That
is, sound effects are cued and timed not only to the dialogue of the
scene, but to the nuances of the actor’s interpretation of the scene, and
are recorded with the dialogue. Most producers prefer this method for
in-studio production, where all of the elements can be tightly con-
trolled. The other method is the modern technique of close-miking,
where each actor has a separate microphone feed. Each microphone,
in addition to the line inputs for sound effects and music, is recorded
on a separate track so that the entire production can be ‘“assembled”
in a post-production mixdown. While theoretically with close-miking
there is better control of the quality of the sound of each input, for
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dramatic work where voices must interact this isolated sound prevents
the nuances of intercommunication and that extra “something” that
actors get from keying on each other. The old-fashioned method sup-
ports their characterization and portrayal of the scene.

Many producers prefer to simultaneously record as many elements of
the production as is technically feasible, even though they might record
each element on a separate, synchronized track as well as record an
overall scene master track. The producer can come close to “having
his cake and eating it,” since he has the overall track for timing and
interpretation nuances and each individual track for post-production
mix-down, so that he can obtain optimum sound quality.

The CBS Radio Mystery Theatre uses one cast microphone where
possible. A Neumann U67 microphone with a figure-eight pattern is
used as the cast microphone. The actors work within the two lobes
of the figure eight. Another omnidirectional microphone hangs directly
above the cast microphone in order to add room presence around the
actors. Because of its placement, this microphone is able to pick up
a much higher proportion of reflected sound. It can be mixed with the
cast microphone in varying amounts to add more or less room pres-
ence surrounding the voices. Another microphone, placed next to the
cast microphone at 90 degrees to it and with filter/reverberation added,
can be used for “ghost voices.” Placed in this manner, this microphone
will have a minimum leakage of the ghost voice into the main cast
microphone. Whatever number of sound sources are used, the CBS
Radio Mystery Theatre production technique is to mix all microphones
before the program goes on tape. Where feasible, sound effects and
music beds are also mixed into the program before taping, so that a
minimum of post-production is necessary. Many commercial pro-
ducers operate under this philosophy where practicable to save post-
production time. Others record individual elements separately to save
on studio time.

Final editing and assembling consists of piecing together a number
of segments of tape which represent various starts and stops of the
production which were necessary to retake sections of the production
where some error occurred or something was technically imperfect.

Stereo Production Technique

An increasing amount of radio production is recorded in stereo as
more and more FM stations are broadcasting a stereo signal. In many
ways reproduction of the scene visualization is easier in stereo pro-
duction because the pan pot, by varying the amount of signal between
the two stereo volume controls and the addition of artificial reverbera-
tion, can create an imaginary room about the scene. The pan pot can
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seem to move the sound source from left-to-right and right-to-left in
stereo, and by using a joy-stick device the sound source can be moved
in a full circle in quad-channel reproduction.

Current state-of-the-art stereo production must take into account
the monaural listener by panning at least twenty percent of the isolated
channel toward the opposite channel. If the left channel is receiving the
signal, one should bleed approximately twenty percent of the volume
into the right channel, in essence moving the sound source more to the
center between the two stereo channels, creating a monaural sound
without much detriment to the stereo effect. By using this technique,
the stereo production can be broadcast satisfactorily on non-stereo FM
stations.

There are two ways to set up stereo miking in the studio to obtain
the cast microphone arrangement and the close-miking technique for
dramatic production already described. One method places micro-
phones in the studio so that each microphone represents an area;
that is, microphone outputs fed into the left and right stereo chan-
nels are determined by the pan pots. A production which uses a nar-
rator or an announcer who must speak directly to the audience needs
to place him in a mono position with the output of his microphone
fed to both channels equally so that he seems to be speaking straight
on to the listening audience. The stereo effect is achieved at the mixer
by rotating the pan pot, which is in effect a variable channel posi-
tioner, placing the voice in relation to the listener from left to right
and positions in between.

Close-miking places the burden of stereo perspective and the illu-
sion of physical movement entirely upon the mixer, while the actor/
narrator almost never changes his or her position relative to the
microphone (see Figure 5.10). Right and left is determined from the
perspective of the mixer at the recording console (see Figure 5.11).
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Figure 5.10 Voices on individual microphones controlled by volume and
panoramic potentiometers.
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Figure 5.11 Simplified Schematic of Pan Pot

Another method of microphone placement for the stereo produc-
tion follows the theory that as few microphones as possible are used,
positioning the actors on and off microphone to achieve spatial relation-
ships. Two cast microphones placed together in the center of the
studio angled in toward each other so that the lobes overlap each
other (see Figure 5.12) allow the producer to position the actors and
narrator in the studio in relation to each other and at the same time
in relation to the stereo channels. By means of the pan pots, the
voices can be moved along the left/right axis. The pan pot moves each
microphone perspective from far right to center (mono) and far left
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Figure 5.12 Talent placed in microphone patterns for stereo pickup.
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to center (mono). When the pan pots of each microphone input are
used together, the effect is of flopping the voices from left to right
and right to left so that each sound seems to switch sides of the room
in relation to the listening audience. The narrator can work directly
on both microphones so that he is picked up equally on both lobes of
the microphone pattern, creating a balance between both microphones
so that he is heard in mono. If sound isolation is needed between the
actors and the narrator, the narrator can be placed on his own micro-
phone separated from the other voices and sound effects by a sound-
baffled partition.

An excellent discussion concerning miking techniques for each in-
strument in a musical recording appears in the chapter on micro-
phones, in Runstein’s Modern Recording Techniques.

Post-Production Mixdown

The artistry of the radio producer becomes evident in the post-
production, or mixdown, stage of the radio production. The produc-
tion may be a one-person affair where all of the skills of writing, an-
nouncing, and engineering, as well as the production elements of
sound and music are performed by the producer, or it may be a full-
scale, high-budget show utilizing the full resources of a.production
studio with a full crew of technical specialists. In any case, the pro-
ducer is the final authority, and all of his creativity, discrimination,
and technical skills are called into play.

Post-production editing and mixdown are terms used interchange-
ably, although technically they are not the same thing. Editing is un-
dertaken to shape the program, tightening it for its greatest listener
interest. Editing cuts out fluffs and mistakes and properly times both
the ultimate length of the program and the internal pace of the pro-
duction. The mixdown is the process of taking the various elements
of the production which have been recorded on separate recording
tracks and re-recording them in proper sequence and balance onto a
master tape.

This may be a relatively simple process if the producer includes the
many elements of the production combined for proper balance during
production, recording the output on a single tape. The process be-
comes relatively more difficult and time-consuming when the dialogue
has been recorded separately on one track, music on a second track,
with sound effects recorded on several bits of tape which must be first
edited into the proper order in which they are to be inserted into the
production.

A good recording and mixdown control console and a four-channel
recorder are necessary for a quality final production tape. There are
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a number of very good four-channel mixers and recorders, such as
the Neve line of consoles, Quantum’s QM-8A, Teac’s TASCAM, portable
mixers such as the Allen & Heath Quasi series, and the Tapco 6000R
series. There are many good four-channel recorders available within
a reasonable price range, such as the Revox A700, the Audiotronics/
Stellavox, the Grandson, Nagra S, MCI-JH110, and the new Ampex
ATR-100. The ATR-100 can serve as a production recorder as well as
a playback for radio station automation systems handling 14-inch reels
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for six hours of playing time at 3% ips (inches per second tape speed).
The ATR-100 is a very new recorder incorporating radical advances
in tape handling and electronic design. In addition to playback ips, it
can be set for 15 or 30 ips for ease and precision of tape editing.

Let us assume for mixdown purposes that we have recorded our
scene on four separate tape tracks. Track #1 contains all of the dia-
logue and such live sound as the actors need to time and cue on.
Tracks #2 and #3 contain the various sound effect routines in order
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Figure 5.14 Post-production Records (Log Sheet)
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Figure 5.15 Post-production Records (Voice Production)

that they may be finally mixed for precise timing. Track #4 contains
the cue and bridge music as well as additional sound placed on this
track for ease of mixing. The four-track tape has been properly syn-
chronized to follow the mixdown legend. If each element is recorded on
a separate tape necessitating four playback units, each machine must
be securely interlocked for precise entry onto the master dub.

In our production, each track has been edited into its fin'.d form.
Actors’ mistakes have either been edited out or re-recorded. The
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signal quality has been enhanced and boosted where necessary to
provide clarity and presence. The timing of the sound routines in
relation to the dialogue has been set. Each production element is
ready for the final mixdown.

The production script of our scene (pp. 88-89) needs to be trans-
lated into a mixdown legend for the producer/engineer to follow in
dubbing the tracks or tapes onto a master tape. Figure 5.19 is an ex-
ample of a legend showing how our scene might be mixed in accor-
dance with the production script. If we use a computer such as the
Compumix or any other automated mixdown system to command the
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Figure 5.16 A front view of the Quantum Radio Labs QM-8A audio console,
a versatile but compact mixer.
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Figure 5.17 A front view of the QM-8A audio console.

final mix, the precise time of entry of each cue must be noted in the
legend. In our case, since our production is a drama, we may wish to
use cue times as a guideline depending upon the “feel” and rhythm of
the scene itself to cue the exact mix. Nevertheless, all of the informa-
tion in precise order for the mixdown is available on the mixdown
legend.

Many producers, recognizing the reality of the circumstances under

-
-
-

Figure 5.18 Technical Audio Products Corporation's 4400 reverberation
system.
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which most listeners will hear the program or the commercial, pre-
fer to make the final mixdown using cheap car radio speakers from
which to hear how the production will ultimately sound, rather than
using the high-fidelity monitors usually found in the recording studio.

Conclusion

Radio is a mobile medium consisting of very few long form pro-
grams such as dramas and documentaries, although some will always
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be a part of the medium. The staple of production is the one minute
commercial or message packaged using the same techniques as the
commercial. Many of these short program features are gems of radio
production, using imagination and cleverness as well as the discipline
necessary for packaging messages in bundles no shorter than 58 sec-
onds or longer than 60 seconds.

It is ironic that the most elaborate uses of sound usually occur in
the recording studio and in film and TV productions. Nevertheless,
radio’s basic need is people capable of quality sound production.

Suggestions for Further Learning

1. Produce a one minute story in sound using no dialogue and only inci-
dental music. Use either library sound effects or ones you record yourself.

2. Produce a one minute spot using a piece of existing music. Write a script
that fits the musical phrasing and works as well as if original music had
been written for the script. Edit the music as needed.

3. Produce a short dramatic scene using (1) close miking and recording of
elements separately, and (2) the same scene using a technique similar to
the one described for the CBS Mystery Theater. Which one plays better
for you?
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Radio programing is an imprecise
art. It is not surprising that many differences of opinion exist regard-
ing the best and most effective ways of programing. This chapter pre-
sents some of the significant dichotomies of thought and practice.

What the Public Wants/
What's Good Radio

One basic philosophy of running a station is that you must find out
what the public wants and give it to them. Another says that you
provide what management thinks is good radio (or what management
is capable of doing well) and you let the material seek its audience—in
other words, all programing will eventually find its audience. The
former idea has in its favor the effectiveness of serving existing wants,
of dealing with “proven” practices, and of being responsive to the
public. This approach is similar to that of a politician who tries to find
out where the people are going because he is their leader. But how does
station management know what the people want? Which people—the
whole audience or some section of it? A station must either have
extremely sensitive decision-makers or very good and frequent re-
search. Even then it may not always accurately read the available
clues. Also, because it is difficult to know what an audience will like
among the new and untried program ideas, there is a tendency to stick
with proven programs and to allow others to set the trends. Stations
that operate in this way tend to play “follow the leader.” It is pos-
sible to get strategically boxed in by others who take the initiative.

The second idea, “to thine own self be true,” tends to make leaders
rather than followers, for it is often the fresh and unique rather than
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the familiar that arouses interest. Many listeners are impressed by
the integrity of this approach. On the negative side, it is possible to be
a leader without followers. Station management may have unrealistic
goals. If management is very different from the public they must
serve, if they are overly esoteric or abrasive, they may end up talking
to themselves. They may fail, for lack of an audience, to sell the
advertiser’s product, which pays the bills and allows more programing.

Formats/Programs

The term format as used in radio has two meanings. First, it is the
type of programing done by a station, such as Top-40 or all-news. It
also refers to the routine, or the list of specific ingredients, found in a
program hour. This includes specific phrases to be spoken, program
content, and the order and manner of placement. The format in the
latter sense includes specific comments to be used to open and close
a newscast, certain catch phrases or slogans to be used with station
identifications, and other ingredients.

Most radio stations today deal in formats, in the sense that they pro-
duce patterns of continuous programs. That is, most stations have one
continuous program. It may be a deejay program or even a magazine
program, but it has only a middle, no beginning or end. Radio stations
don’t like to give listeners a place to tune out. One such likely place
is the end of a program. If programs don’t end, one tune-out factor is
eliminated. If people know that whenever they tune in a particular
station it will have a certain kind of program, one source of confusion
is eliminated. This is a way of making it easier to listen to a station.
However, individual programs have their advantages. They may sell
more easily than a segment of a format, and they may give uniqueness
to a station. Not all program matter lends itself to lengthy presenta-
tions or fits within a formatted program day.

Free Form/Format

Here, the other meaning of format is used. The opposing views
are: do you allow each program segment to be organized and produced
as its own unique segment, or do you provide a guideline which all
programs must follow, with prescriptions regarding sequencing of
key elements? Free form is more creative. Formatting is more con-
trolled and safe. Free form is generally more fun and challenging, a
vote of confidence in the person producing the program. Formatting is
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more routine, a way of minimizing mistakes. Free form requires better
talent, or at least a different kind of talent. In a free form environ-
ment the individual producer is more important, in the format the
super programer is the more important. The format method is used
in small stations and small markets and in those situations where
management has something specific in mind and desires great con-
sistency. Also, the payola problems that some stations have faced
have caused some managements to want to centralize control.

The Committee/The Great Man

A technique of decision-making and prediction-making called the
Delphi Method involves getting consensus from a group of experts.
It has been found to be an effective way of minimizing risk and
maximizing accuracy in uncertain situations. Its basic assumption is
that “n heads are better than one.”

On the other hand, many businesses believe in the strong leader
who scientifically and intuitively guides his organization. Great art
usually depends upon the vision of the single artist. Even group ac-
tivities like filmmaking depend upon the vision of a single person.
The auteur theory is widely held, seemingly a view that genius resides
in individuals and not committees.

On the newspaper sports pages where the individual sports writers
make their predictions about football games, the consensus nearly
always ranks higher than an individual’s predictions. Yet there is a
widely held belief in that old line about a zebra (or camel) being an
animal put together by a committee. The collectivization of things is
sneered at by the rugged individualists. In short, both views have their
adherents, and hard data do not support one or the other position
in all instances. Certainly, creative employees are happier in those
situations where they can participate in decision-making, opposed to
being handed out orders already decided upon.

Attract Listeners/
Not Drive Them Away

The one approach holds that you must do things to get attention.
You must command audience attention. The other accents the non-
irritant approach. You need not be great, but you must not provide
reasons to tune out: keep irritant factors to a minimum, play safe.
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Generation/Life Cycle

The generation theory holds that each generation is unique, with
its own lifestyle and its own music tastes. The lifecycle theory ac-
cents the changing tastes and values of individuals as they go through
life. This is applied to music especially. Some say that if one grows
up liking one form of music, he will like it when he is adult. Others
point out that the driving habits of teenage boys differ considerably
from those of their fathers. A lot of behavior is transitional. The life-
cycle theory holds that if you want to reach youth you play youth
music, but to reach adults you play a different kind of music; that
adults from two generations are more alike than adults and youth
from the same generation.

Automated/Live

In the future this may be a less important question than in the past,
since new-generation automation may allow us-all to be cake eaters.
We can have the flexibility of live broadcasting and the freedom from
fighting hardware in the sequencing and playing of recorded and live
elements, if we can afford it.

Automation historically has given the advantages of control of for-
mat (often linked with syndication packages), elimination of mechani-
cal errors (although when the automation gear breaks down the er-
rors can be horrendous), and perhaps cost savings. Disadvantages
have included a canned sound and a general lack of flexibility. Not all
formats lend themselves to automation. Automation can certainly
eliminate headaches for the manager who does not have good human
relations skills. It has allowed small markets to have large market
sounds through syndication. In the past it also has usually meant a
kind of sterile approach that turns off many listeners. If this latter con-
tinues to be true in the future, it may indicate a lack of imagination
and effective use of automation capability on the part of management.

Automation can trade personnel problems for engineering prob-
lems, for as operation of sophisticated gear becomes easier the knowl-
edge and general engineering competence required becomes greater.
Stations in smaller markets may have as much difficulty getting and
keeping the engineering help as they have had getting the star an-
nouncer or newsman. It is true that servicing and maintenance service
are possible on a contract basis. Such services usually are done on a
regional basis, with headquarters in larger cities; therefore larger



Programs 115

stations in metropolitan areas find it easier to get immediate help
than the smaller stations in outlying areas.

Automation can be costly, especially the most sophisticated types.
It can be used primarily for control and smooth operation, with in-
creased costs not of major concern (as long as these costs are not
exorbitant). It can be used to replace unskilled people and compensate
for lack of big-league quality personnel. It can also be used, and
probably this is most often the case, to cut costs. Used properly, it
can do this. The tax structure in the United States has encouraged this.
Forty thousand dollars in automation costs and $40,000 in employee
salaries are not equal. Employees also require social security, work-
man’s compensation, sick pay, holiday pay, etc. Automation gear does
wear out, but its costs can be depreciated and it doesn’t get a job in a
larger market. The tax savings can mean the difference between profit
and loss for many operations.

Profits or Service

Some kinds of services are not profitable. Some enterprises which
seem to provide no useful function to society are profitable. Useful
public service and profitability can, however, be positively linked in
radio as much as in any other kind of enterprise. The terms are in no
way mutually exclusive. Some of the very best radio stations, which
provide the most useful services to their community, are among the
most profitable.

Society exists only through its communications. Radio is one of the
most efficient and far-reaching of our communications tools. It can
very much be a positive force in society.

Long-Term/Short-Term Success

Some formats lend themselves to longevity. Others are flashes in the
pan. Some build audiences slowly and retain them for a long time,
while others build audiences rapidly but perhaps do not hold them.
Some operators want repeat listeners and repeat advertisers. Others
try for the new and fresh, milking it for what it is worth and soon
passing along to a new fad. Popular culture is very fad-oriented, but
attention to basics of communication and human understanding can
build audience loyalty, sometimes in combination with the current
fads. Generally, honesty in business dealings and integrity in pro-
graming are ingredients every bit as important as brilliance.
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Counterprogram/Do What
You Do Best

Counterprograming consists of finding the gap, the unmet need, or
the weak spot, and acting accordingly. If a station can fill an unmet
need, it very likely can be successful. If it can do something well that
a competitor is doing poorly, it can likely be successful. Counter-
programing is a valid idea which has some limits, however. It just
may not be possible to accommodate available resources or talent to
the counterprograming task. Not all comedians can be tragedians.

All-time great basketball coach Johnny Wooden used to say that it
didn’t matter too much what the competition did if his team did well
what they were capable of doing. He did much less scouting of the
competition than many other coaches do, preferring to concentrate on
preparing his own team to do what they were capable of doing well.
Many station managements use this approach, preferring to be pace-
setters by using essentially an offensive strategy and forcing others
to use a defensive strategy.

In this and other dichotomies above, it is not always a matter of
either one or the other containing all the truth. Often it is a matter of
emphasis. Just as our language is incapable of describing all of our
thoughts and feelings, our theories are most often ways of describ-
ing for purposes of aiding understanding, of approximating reality
rather than totally capturing it. Most stations combine counterpro-
graming techniques with their own particular strengths. Any station
that totally ignores the competition either is not competing effectively
or it has much richer resources than anyone else in the market. Any
station that only counterprograms is allowing everyone else in the
market to decide what kind of station theirs is to be. They will get
yo-yoed right out of the profit column.

AM/FM

Many people still feel that there are inherent differences between
AM and FM with regard to programing philosophy and requirements.
The fact is that both are radio and both have the same basic appeals
and requirements. The only difference is a technical one—FM carries
a higher-quality signal, one which does not carry as far as AM’s. FM'’s
signal does not go behind mountains or to places out of the line of
sight from the transmitter. Car radios have always been mostly AM
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because AM picks up better in cars and the equipment manufacturers
have overpriced their FM car receivers. Because FM’s signal is higher-
quality, it is more pleasing for music reproduction. Other than signal
quality, FM and AM are not different. Programing that is successful
on AM will work on FM.

In the past, FM stations tended to serve as background-music out-
lets. Historically, FM has programed more fine arts stations, less talk,
less news, and fewer commercials than AM. A larger share of FM
listening is done in living rooms, where people have expensive stereo
speaker systems. Less FM listening is done in cars. FM listening tends
to be proportionately higher during the afternoon and evening hours,
while AM listening is proportionately stronger during drive times.

These listening patterns occur primarily for two reasons. One is the
set location. Another is the programing. AM has emphasized news, in-
formation, and popular music, which attract the large drive-time audi-
ences. FM has tended to provide background music or music which
requires more concentration than people give while driving. The trend
is changing, however, as FM provides more personalities, more popu-
lar music, and more information, and AM picks up some of the suc-
cessful formats pioneered by FM.

The most important consideration is programing. That FM has his-
torically been a money-losing medium is due at least as much to its
programing as its set penetration. Many FM stations have been low-
budget, low-quality program operations. People do not listen to poor-
quality programs even if they are technically superior. The smaller
number of commercials on FM hasn’t all been because of good plan-
ning. They weren’t generally planned to be nonprofit organizations.

For twenty years, people have been predicting FM’s rise. They've
been saying that AM would become all talk and FM would take over
the music programing. AM is dying, FM is the future, was the saying.
And for twenty years, FM’s success was in the future. But one of the
most dramatic success stories of the 1970s has been FM. Between
1970 and 1976, FM’s audience share in major cities doubled. In New
York, FM’s 1970 share was 23.4 percent: By 1976 it was 39.7 percent.
Chicago FM shares in 1970 were 13.3 percent; in 1976, 35.1. Boston went
from 19 to 39 percent, Dallas/Fort Worth from 20.5 to 48.5, and Wash-
ington from 27.5 to 46.2. That growth continues.

FM still has some catching up to do, although in recent years FM
revenues have been growing by 25 percent per year. Still, in the mid-
"70s, total FM expenses exceed revenues nationally. Advertising rates
have lagged behind AM'’s, as have employee salaries. The 1975 figures
for one of the twenty largest markets showed that FM’s penetration
was at 90 percent, that there were twice as many FM as AM stations,
and that FM listening constituted roughly 40 percent of the total
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listening. That market’s FM stations, however, got only 17 percent of
total ad revenue. As a group they lost money. In the future they will
fare better, but it has been slow coming.

Because of format changes, set penetration increases, the increased
number of professionals in FM, and recent audience acceptance, FM
should achieve parity soon. FM revenues should increase at 20 percent
per year for the next several years.

Local or Syndicated

Some broadcasters say that if a broadcaster needs the help of a con-
sultant or syndicator he should not be in the business. Others are very
happy to bring in outside help. Radio is very much a local medium.
But networking and syndicating have always been a method of giving
greater exposure to the few at the top of the talent pyramid. Also, by
pooling resources a number of stations can present material that no
single station could afford. In fact, no local station really originates all
of its programing material. Phonograph records are nationally dis-
tributed, as is the news from wire services. Most ideas are borrowed,
not originated. The question becomes: to what degree are available
services utilized? Radio is a local and specialized medium. It may be
possible for a television station to plug into a network and be as-
sured of success regardless of the local effort; such is much less likely
for radio. But a local radio effort does not necessarily preclude syn-
dication or network aids. Networking and syndication will be dis-
cussed in great detail later in this chapter.

Smalil Market/Large Market

Certain variations are found between the small and large markets.
Some of the same variations occur between the haves and the have-
nots in the same markets. Generally, the larger the market the more
specialized the station becomes, but there are exceptions to that. Some
of the stations that offer the most diverse services are large-market,
full-service stations, affluent and usually clear-channel, that can afford
the high costs of their diverse services and broadcast them to a
regional audience.

In a large market, competition is more diverse, usually more skilled,
and more specialized. A small market requires more diversity in pro-
graming and perhaps a broader range of programing abilities, since
fewer competitors may fill the total community’s needs. A small
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market requires greater breadth of understanding, tolerance, and
communication with the diverse people of the community; although,
certainly, a small market has less diversity, fewer groups to deal with,
and fewer places to go to keep aware of events than does a large
market. A small market requires more legwork and original reporting
to obtain news, since wire services and newspapers are less apt to do
some of the small-town station’s work for it. At the same time, there
is less news.

It should be remembered throughout this book that some of the
most advanced technologies and practices filter down to the small
stations in small markets very slowly. There are probably more have-
nots than haves. Eighty-eight percent of all stations have revenues of
under $500,000 per year. More than 50 percent of radio stations are in
cities of 50,000 persons or less. Thirty-six percent of stations are in
towns of fewer than 15,000 people. While many major-market radio
stations have more than 100 employees, it is common to have fewer
than ten. Radio stations are small by business standards. Some large
corporations have more employees than the entire radio industry.

Types of Stations

Today’s radio stations can be categorized into several types. The
following categorization is not for purposes of prescribing, but rather
describing existing practices. Great diversity exists. The categories
are not hard and fast. Stations may combine elements of more than
one of the types listed below. Such pigeonholing and labeling always
does some injustice. Still, it is useful in revealing the major types of
stations found on the air and their essential practices.

Adult Popular Music Stations

These stations are frequently called “easy listening” stations, ‘“mid-
dle of the road” (MOR), “adult contemporary,” or even “all over
the road.” More stations of this type exist in America today than of
any other category. Eight of the ten highest-rated stations (by audience
share) in the top fifty markets were adult pop stations or variety sta-
tions whose daytime programing was of the adult pop variety, ac-
cording to 1976 Arbitron figures. This is a trend which has held for
twenty years, although specialization has recently caused this to be
less true in the very largest cities. In most markets in the country,
the station with the highest ad rate uses this approach. Because this

type of station is potentially so profitable, competition is especially
tough.
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The reason for the high advertising rates and the great number of
stations is that this type of station has been successful in attracting
large audiences, but particularly audiences in the adult and young
adult sector that so many advertisers want to reach. Because of this
audience composition, a station with lower ratings than a competitor
may still be able to get more advertising revenue if the composition
of the audience is more in line with the advertiser’s goals.

Adult pop stations have frequently been less specialized than many
competitors. They usually combine air personalities, strong news,
other information, and frequently sports coverage.

Personalities are important to virtually all adult pop stations. These
personalities may have much more freedom to produce their shows
and operate a relatively free-form program than some other formats.
They are expected to be personable, human, frequently humorous. They
offer the listener warmth, intelligence, and involvement, and the ad-
vertiser a personal approach to air selling. The personality will fre-
quently spend more time preparing the program than airing it. The
best personalities are in great demand for freelance commercial work,
public appearances, or television programs, in addition to their radio
programs. Such appearances can enhance their visibility as well as
stimulating their professional development and bank accounts.

Most successful stations of this type have strong news departments
and mature, personable news voices. The news may be network but
is more often independent. The news is usually given on the hour for
five, seven, or even ten minutes, sometimes with half-hour headlines.
It is usually exactly on the hour or half-hour, rather than at some
unusual time such as 17 minutes after the hour. It is placed there so
that it can be easily found rather than easily avoided. During morning
and afternoon drive times, news blocks are frequently longer than the
usual five to ten minutes. News specials are not unusual.

The music emphasis is on currently popular artists and selections.
While current fads are acknowledged and followed, there is at the same
time a heavy reliance on standard performers and selections. Albums
and singles are both used. Hard rock is usually avoided. Selections
are usually upbeat, with more vocals than instrumentals and con-
siderable reliance on Broadway and Hollywood music, although both
are becoming scarcer. These stations try to select music with a broad
appeal, maintaining a balance between old and new. Many stations
have floundered because they have had difficulty sorting out the right
music to reach their intended audience. These stations are the ones
with the greatest dilemma, because they want to retain a broad-based
adult audience balanced between young and old. The specialized music
stations have split many of their audiences, and the changes in music
record industry practices have left many of the programers bewildered.

Sports coverage is often extensive, including play-by-play coverage of



Programs 121

major events and teams. This generally helps their ratings among
males and limits the female audience. Also, the ratings go up during
sports seasons and drop when the season ends, because there is usu-
ally a drastic format change. By the time a deejay show’s audience is
built up, the baseball season begins again.

Station examples include KDKA in Pittsburgh, KSFO in San Fran-
cisco (see profile 11 in the Station Profile section of this book), WGN
in Chicago, WNEW in New York, WSB in Atlanta, and KOMO in Seat-
tle. Most have been on the AM band, especially high-power stations
with established operations. Until recently, this type of operation was
considered too costly for FM.

Conservative Music Stations

These stations are also called “middle of the road” by some people.
Others call them “‘beautiful music” or “good music,” “familiar music,”
or even ‘““wall-to-wall music” stations. This book uses the label “con-
servative music” because this type of station, while frequently playing
many of the same selections as adult pop stations, is usually much
less quick to accept the new, relies more heavily on lush instrumental
versions of songs, and plays a higher ratio of older music than do
adult pop stations. In addition, the conservative stations play more full
orchestrations and slow pieces, and they often cluster the music, play-
ing three or more selections without interruption and without an-
nouncing the names of the selections. They seldom employ identifiable
air personalities, preferring anonymous voices, although a few of the
most successful stations do have limited personality approaches. These
stations lend themselves especially well to automation. Music is em-
phasized over all other aspects of programing, with talk at a minimum.
Some have no news at all, while others have large news departments
with hourly news and extensive morning and afternoon drive-time
news blocks.

Commercials as well as music are clustered. Commercials are often
limited in number to give maximum time to music and minimum time
to talk. Commercials rarely are given the personality approach that
some of the other types of stations offer. Many conservative music
stations are on FM. A great number are programed using syndicated
music services. Some of the largest growth in audience in the past
ten years has occurred in this radio segment. There is a conservative
station in the top five stations, total audience, in virtually every major
market. Even though this type of station does well, music can be a
problem because the record companies do not record enough of their
kind of music. Some syndicators have resorted to recording some of
their own.

Examples include WRFM in New York (see profile 2), KBIG and
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KJOI in Los Angeles, WJIB in Boston, WLOO in Chicago, and KABL
in San Francisco.

Approximately half of all radio stations airing music play conserva-
tive or adult pop music. Eighty percent of conservative music stations
are on FM.

Top-40 Stations

These are so-named because they use a very restricted play list for
the music, airing only the top 30 or 40 (in some cases as few as 20)
bestselling records and repeating them throughout the day. A few
(perhaps five) projected hits and some oldies (seldom older than
five years) may be included, but the bulk of programing is from the
tightly controlled play list. These stations, like some other types, work
on the assumption of the changing audience. Most people listen to
radio for short periods of time, variously estimated from twenty to
forty minutes. Top-40 stations assume that the records which are sell-
ing the most copies are those which are most desired by the radio
audience. By continually playing only the bestselling records, they
provide a listener the opportunity of hearing his favorite selections any
time he tunes in the station. It is an assumption that works, for Top-40
stations have been successful in every large market and many smaller
ones.

The Top-40 format is credited to Todd Storz, who was in a club with
a juke box late one night. Although the juke box contained numerous
selections, only a few were played, over and over. And Storz noted that,
late in the evening, when few were left in the club and the juke box
was quiet, a waitress put some money in the machine. Rather than
play a selection nobody had played all evening, she selected one of
the heavily played numbers. It made Storz wonder if the programing
strategy at his radio station was correct. They had been playing a
great variety of music, making sure that songs were not repeated often.
He tried the limited play list and it worked. His ratings went up. To-
day, an axiom for many programers is, when the ratings go down,
shorten the play list.

Top-40 stations are usually characterized by a fast, even frantic pace,
youthful-sounding disc jockeys, headline news in short rapid bursts
and frequently at odd times so as not to disturb the audience flow,
much on-air promotion, and singing station identifications. These trap-
pings need not necessarily go with a restricted play list, but they have
become part of the usual Top-40 package.

Since the music is selected primarily on record sales, and the people
who buy records are the young, such stations have great youth ap-
peal. The trappings that go with the music are usually youth-oriented,
too. It is not unusual, even in a large market, for a Top-40 station to
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reach 75 percent or more of all teenagers every week. These stations
also do well with young adults and with housewives who have teen-
age children. For advertisers who want to sell youth appeal products,
these stations are a must buy, but many of the advertisers want to
reach heads of households and are less interested in kids or adults
who think like kids. While teenagers spend considerable sums of money,
it is comparatively small, and the average teenager’s discretionary in-
come is spent in good part on snack foods, records, and entertainment.
Youth listening behavior is much more homogeneous than adult be-
havior, with most young people listening to a small cluster of stations.
For that reason, it is easy for an advertiser to reach this audience with
a concentrated advertising campaign. Radio is a particularly effec-
tive medium to use in this instance.

Top-40 stations tend to be relatively stronger in the afternoon and
evening ratings than they are in the morning. As much as 50 percent
of many stations’ revenue is made in the morning drive-time period,
but the figure is lower for most Top-40 outlets. Top-40 stations’ sum-
mertime ratings are usually higher than their winter ratings when
school is in session. They generally do better among females than
males. Their audience seems to be drawn to television less than audi-
ences for some other types of stations, so evening ratings tend to be
proportionately higher.

Overall ratings tend to be better than adult ratings, so ad rates may
be lower than for other stations with equal numbers of listeners. Lis-
teners tend to listen for shorter periods of time than listeners to
some other types of stations. Listeners to conservative music stations
will tend to listen for longer periods of time. Listeners to all-news
stations tend to behave more like Top-40 listeners, staying tuned for
shorter periods at a time. So allnews and Top-40 stations generally
need more total listeners to achieve the same quarter-hour rating as
a conservative station. In ratings terms, they have a higher ratio of
“cumes” to “shares.”

In spite of the fact that less than 15 percent of record volume is in
singles, Top-40 stations still rely heavily on singles, with some in-
dividual cuts from albums. Multiple cuts from an album are seldom
played. Further, many of these stations will play any type of music
if it sells enough copies. Though much of the music that is played is
rock, that is not because the stations have consciously tried to become
rock stations. They play whatever gets enough public acceptance to
make the sales charts. Most will play the Mormon Tabernacle Choir
followed by the Singing Nun followed by The Rolling Stones if all three
records are big sellers. Some are more restrictive as to type of music
played.

A large number of Top-40 stations exist. Some of the most success-
ful stations of any type in the country, with total audiences among the
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very largest, are WABC in New York and WLS in Chicago. A number
of others, however, have been hurt significantly by the emerging FM
rock stations with their more laid-back and doctrinaire approach.
Some Top-40 operations have dropped the high-energy effort, added
more mature program hosts, included more news and information,
and tried to broaden their adult appeal. While Top-40 has traditionally
been found on the AM band, a number of recent successes have oc-
curred on the FM band. Though it is quite common for Top-40 stations
to have the largest total audience, it is less common for them to have
the largest adult audience or the highest ad rate. Top-40 is probably
overrepresented in the American radio spectrum for two reasons.
First, it is likely that an unsuccessful station can attract a large audi-
ence more rapidly by changing to a Top-40 format than by using any
other format. Young people are more experimental, less locked in,
and less loyal than more mature audiences. A new Top-40 station can
pick up an audience practically overnight. It just does not happen with
other formats, except in unusual circumstances. Second is the widely
held assumption, not necessarily a valid one, that whatever music sells
is what the public wants. Therefore, a great many stations try to pre-
sent the most “popular” music. The phonograph record industry,
from whom radio stations get most of their programing product, tries
very hard to reinforce this belief. On the other hand, a large number
of broadcast operators with respectable ratings have not been able to
sustain Top-40 operations, because they have not been able to sustain
adequate advertiser support.

Top-40 stations are sometimes labeled contemporary stations. They
are that. But so are jazz stations, adult pop stations, country stations,
rock stations, and others. There are also many kinds of contemporary
music not played on popular music radio. Successful stations, in addi-
tion to those mentioned, include KILT in Houston (see profile 3), sta-
tions programed by Bill Drake, and the Storz stations.

Conversation Stations

The conversation format started with night-owl programs which took
telephone calls from listeners and allowed them to talk on the air. A
number of programs brought guests to answer questions from the
audiences. Other programs allowed listeners merely to visit with other
members of the audience, with the audience itself choosing the sub-
ject and providing the content. Programers soon began to fill their
schedules with twenty-four hours of talk from the listening audience.
It was a cheap source of material, assured audience involvement, and
eliminated those tough music decisions. Much of the talk is nothing
but trivia, but some is issue-oriented. Guests are still frequent on some
programs.
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Telephone talk was the fad of 1967. A large number of unsuccessful
stations adopted the format. A number of them prospered. Others re-
mained unsuccessful. A good share of them have since dropped talk
programing for newer fads. Many stations which do not base an entire
format around telephone talk still use it occasionally.

The format has two built-in problems. One is the difficulty in sustain-
ing audience interest over a long period of time. You can talk about
euthanasia, fluoridation of water, and abortion only so many times.
The other is that the format tends to attract older listeners than any
other format. The greatest segment of listeners is often in the over-
fifty group. The programing appeals also to those in the less educated
and lower socioeconomic groups more than the affluent and educated.
Successful stations of this type usually combine the talk with strong
news departments. Many are network affiliates.

Program hosts must be articulate, knowledgeable, and able to con-
verse personably. It helps if they are compassionate. Hosts with these
abilities are often expensive.

Example of successful telephone talk stations are KABC in Los
Angeles (see station profile 1), KMOX in St. Louis, and WMCA in New
York. Other stations program extensive conversation without using
telephones, such as WOR, New York.

All-News Stations

Until recently, the all-news stations were limited to the very largest
markets, where the potential audience and advertising rates and
amount of news could sustain the large staff and facilities needed for
this type of operation. The most successful all-news operations have
been network owned, or owned by a large group, such as Westing-
house. NBC’s News and Information Network (now defunct) and ex-
panded services from Associated Press and UPI made it possible for
medium and even small market stations to follow this format. It has
been most successful in the larger, more fragmented markets, however.

The all-news approach, like the Top-40 stations and others, works
on the assumption of the changing audience. A listener knows that
whenever he wants news he can tune to his all-news station and get
the headlines immediately. Consequently, rather than providing more
in-depth reporting than stations with occasional news programs, an
all-news station spends most of its time repeating the important head-
line stories of the moment. Repetition is needed to attract the listener
who will rely on the station as an instant news source, but that same
repetition also may cause the listener to switch stations or turn the
station off after he has heard the summary.

This type of station has high overhead. In a large metropolitan area,
the difference in programing costs between stations with all news and
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those with conservative music can easily be a million dollars a year.
The frequent cost-squeezes that occur in all-news operations make
the choice between quality and quantity of news personnel a difficult
one.

Because of its necessarily large staff, the station has a ready capa-
bility for serving the community in times of disaster or when a particu-
larly big news story arouses high interest. These stations’ audiences in-
crease in times of disaster, turmoil, and strife.

In addition to news repeated at intervals, an all-news station may
provide specialized kinds of information: traffic information, weather,
stock market reports, sports, entertainment news, and features.

Since the primary reason that most people first turn on their radios
each day is to get the news, and since people are accustomed to turn-
ing to radio first for information, this format fulfills a need in areas
where the station can generate enough revenue to cover the costs.

Examples are WINS (see profile 4) and WCBS in New York, WBBM
in Chicago, and KCBS in San Francisco. Less than two percent of
stations are all-news, but because of their success in major markets
their importance is greater than mere numbers would indicate.

Rock Radio

The elements of successful rock radio are both new and very old.
Today’s rock radio did not exist until the social changes of the 1960s,
at least ten years after rock music came on the music scene. It was
a mutation: a marriage of progressive rock, Top-40, adult-pop, and un-
successful FM stations floundering to find something marketable to
remain on the air. The 1950s rock music was widely played by popular
music radio stations, but stations wanting to appeal to adults began
to avoid it, except for some of the more commercial pieces. Top-40
became heavily rock, with repetition, high energy, contests, and gim-
micks. Progressive rock then came on the scene, first as an extreme
reaction to a lot of things, among them Top-40, and later mellowing to
become more broadbased but still in many ways elitist radio for the
hippest audience and with the newest and most experimental sounds.
Many of the early progressive stations and individuals backed off into a
middle ground, incorporating a number of successful elements into a
new kind of radio, called by many MOR, meaning in this case “middle
of the rock,” or AOR—album oriented rock. The WABC’s and WLS’s
remained successful with their tight play lists, 45 RPM records, and
high energy. They were not about to change.

A great number of young people liked much of the music played
by progressive stations, and they liked the low-key approach, the em-
phasis on the music, the limited commercials, the high-quality FM
sound, the awareness of youthful ideas and standards, and the real peo-
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ple of their own age and persuasion talking to them. They grew up on
rock but had outgrown much of that music and were contemptuous of
the new hits not made by them but by their younger siblings now
occupying life space they had passed by. A new kind of radio evolved,
not new in any bold or earthshaking manner but only in refinement of
existing elements, to serve an audience that could be split off from
existing stations. And rock music had changed. Instrumentation
changed. Lyrics became more poetic. A greater variety of themes were
used. Musicians of stature crossed over to make money in rock music.
The term rock became more broadly defined and the word became
applied to a variety of music in order to sell it to the record-buying
public. In short order, rock became an all-purpose word almost
synonymous with popular music.

The young generation has been variously described, but most social
observers have called present-day youth the brightest and most
knowledgeable generation in history. They certainly have more—if not
better—education. At the same time adolescence for a large share of
our young has been extended several years. In the 1930s, Americans
became adult at a young age. In mid-teens many were forced to quit
school, get a job, and support the family. These people considered
themselves adults. The behavior of those in their late teens more
closely resembled the behavior of their elders than is the case today.
Today’s young are more knowledgeable about the world, but they
seem less likely to accept the roles and responsibilities our society
has considered characteristic of adult behavior. More of them are
continuing their education, but in some ways the new college is the
old high school. There appears to be less acceptance of the work ethic,
or at least later acceptance of it. Partly this is because of extended
periods of training required by many professions. There is less eager-
ness to accept permanent marriage commitments than with other
generations in this century. Fewer people are having children. Fewer
are buying homes. Fewer call themselves adult. They are in a post-
adolescent pre-adult transition period, unwilling and unable to remain
children while wary of the responsibilities and behavior they see in the
adult world.

Much of this group’s radio-listening behavior centers around rock
radio, which is, in a sense, a summation of their lifestyle. Rock radio’s
audience is a college audience primarily, along with large numbers of
people of the same age and of those who have similar identifications.
In marketing terms, this audience is important, but their consumer-
spendable income per capita is still less than many other audiences’.
This audience is characterized by high unemployment, low home
ownership, high mobility, and high education. The audience is less
likely to vote than an older audience, doesn’t seem to be interested in
radio news as much as its music, is among the largest consumers of
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snack foods and beer and wine, sees a lot of films, and buys a lot of
records and personal appearance products. These people feel as in-
tensely about their music as the younger teenagers do, and their music
tastes are much more congruent than among their 35-year-old counter-
parts. Stations that appeal most successfully to this audience in recent
years have been the new generation of rock stations.

Rock stations generally use play lists, but longer ones than Top-40
stations. Music is almost exclusively album, with multiple cuts per
album. Heavy emphasis is on current bestsellers, a good indicator
since this audience is the one that makes the albums hits. Much of
the music is still dance music, and music themes are heavy with boy-
girl relationships. Music is usually played in groups or sets, with the
announcers low-key personality types. The announcers are told to be
real people, but to play the music and shut up. Most of the talk is
about the music itself. Commercial content is always limited below
the NAB code limit, and commercials are grouped so the music can
be played uninterrupted. Few of these stations have long newscasts,
although some do a highly professional and creditable job. None have
large news staffs, however, and many do only obligatory rip-and-read
news. Many try to do an alternative news, either subscribing to an
Earth News service or something similar, or by extensive editing and
rewriting. Such stations are flourishing in most college towns and
virtually all major cities.

While the first progressive stations encountered much advertiser
resistance, rock stations are now much more accepted. Partly it is be-
cause advertiser attitudes have changed, but also the stations them-
selves are now generally run in a more businesslike way, and their
broadening audiences have become most attractive to a range of
advertisers from Levi’s to automobile manufacturers to personal care
products, to go along with the heaviest early supporters: the record
companies, concert promoters, stereo shops, and waterbed companies.
Commercials produced by agencies are not always easy to integrate
with the format.

On-air staff changes are frequent. Audience loyalty is less dependent
upon the familiar than upon constant refreshment. While a progres-
sive station may be free-form, rock stations usually have more restric-
tive music policies, often with all or nearly all music decision-making
made by a program director or music director. The staff is usually the
same age or nearly the same age as the audience. Many stations do
special programs such as occasional live concerts and many pick up
programs like the King Biscuit Flower Hour or other syndicated pro-
grams.

While no major-market stations of this type have yet become number
one in ad rate or in largest total weekly audience, where the competi-
tive mix has been right a number have broken into the upper ranks
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of Arbitron and Pulse ratings and have especially hurt the Top-40 and
adult pop stations. Their growth in number and in advertiser ac-
ceptance has been dramatic. These stations have been riding the
demographic and cultural waves during the 1970s. The baby boom of
the 1950s has resulted in a large percentage of the population being
in the 18-to-24 group, a percentage that will not be this large again
in the foreseeable future. In ten years this audience will be 28 to 34.
Their listening habits will have changed. Stations that appeal to them
will have to decide whether they want to keep the same people or the
same age group.

Rock and progressive rock stations usually appeal to more males
than females. Progressive rock stations have often had male to female
ratios of ten to twelve to one. The playing of more familiar pieces and
more “mellow” selections seems to have increased the female audi-
ence. Some of the most effective rock stations have been the ABC-
owned FM stations, which originally were more progressive, tried a
network version called “Love Radio,” and evolved into the more com-
mercially effective version that has been so successful in Los Angeles,
New York, and elsewhere. The CBS-owned FM stations have had some
success with their automated “soft rock” approach.

Country Music Stations

This is frequently called “country and western,” but pcople west of
the Rocky Mountains might disagree, for the roots are really in the
Southeastern states, going west only as far as Texas and Oklahoma.
Its capital is Nashville.

Although approaches to country music vary, the music remains the
primary identifying factor and the focus of programing efforts. Some
country stations use a Top-40 approach, playing only the bestselling
country records and limiting the disc jockey to brief introductions,
time checks, station breaks, promos, and commercials. Others use a
more personality-oriented approach, with heavy news and public
service commitments. Some are network affiliates. All play a similar
brand of music, but some accent traditional country music and others
prefer a modern country or ‘“‘town and country” approach.

Country music is not new on the American popular music scene, al-
though its acceptance has become relatively more widespread at the
same time that America has computerized and urbanized itself. Dur-
ing World War II, a widespread poll of American GIs revealed their
favorite musical performer to be Roy Acuff. Even the cross-fertilization
between city and country so discussed in country music circles in
recent years is not as new as might be supposed. Bing Crosby and
Perry Como were recording country songs in the 1940s, and Eddie
Arnold (nicknamed the Tennessee Plowboy) was recording with a full
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orchestra conducted by Hugo Winterhalter in the early '50s. Further,
one of the first big hit rock-and-roll songs was “Rock Around the
Clock” by Bill Haley and the Comets, a group that had shortly before
worn ten-gallon hats and called itself Bill Haley and the Buckaroos.
Elvis Presley, Buddy Holly, Jerry Lee Lewis, and a great many others
who became known as rock stars were essentially country music per-
formers. Certainly in the '60s and '70s the borrowing of ideas and
styles among rock, country, and general popular music was wide-
spread.

Where once all country stations were extremely folksy, with every
deejay seemingly named Tex or Dude, today’s station is very often
very “uptown.” Virtually every metropolitan area is served by country
stations, with several among the best advertising buys in their mar-
kets. These stations are relatively stronger in the South than in the
North, and they are stronger in the area from Texas eastward than
in the West, but country stations rate highly in Chicago and Seattle,
and one is in the top ten even in New York. Although in most parts of
the country they appeal to a minority audience, that minority is large
enough to support a station in the typical medium to large market.

Audiences tend to be slightly below the general public in education
and socioeconomic indicators, but country stations have a good disper-
sion among age groups. Although most adult pop stations have few
teenagers, Top-40 stations tend to be low in adults, and telephone-talk
stations do not usually appeal to younger groups, country stations tend
to gain a cross section of all ages. There are no generation gap prob-
lems with their audience, at least from a marketing standpoint.

Since the mid-1960s, country stations have increased in number
more than any other. Examples include KLAC in Los Angeles, WMAQ
in Chicago, KRAK in Sacramento, WBAP in Dallas/Forth Worth, and
WHN in New York.

Progressive Music Stations

Progressive music stations can be subcategorized into two types:
progressive rock and jazz. Some stations play elements of both. Al-
though the music and approach can be similar, they can also be very
different, and, while some elements of the two are not very compatible,
there are enough similarities to consider them as one basic type of
station.

Both jazz and rock stations play music aimed at minority tastes—
music that is generally more complex, experimental, and esoteric than
other forms of music. Much of the music is improvised. Both progres-
sive jazz and rock stations deal with music that has roots in the
blues and may range from very earthy and elemental to intellectual
and sophisticated. Both lean toward music which demands relatively
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more effort on the part of the listener and more acceptance of the
avant garde in music. They naturally, then, appeal to a smaller po-
tential audience than most other types of stations.

Both use a low-key approach. Announcers usually speak informally,
softly, and intimately. Both avoid the hard sell and have limited
commercials, not always by choice. They are more often found on FM
than AM, and audiences and advertising rates tend to be low.

Most emphasize the music, to the exclusion of other program ele-
ments, and have little or no news. Music selections are frequently
much longer than the two to two and a half minutes preferred by
Top-40 and adult pop stations. The formats are usually free-form or
very loosely structured.

There are few jazz stations. To a great degree, the progressive or
“underground” rock station is serving the role the jazz station used
to serve. Jazz is not moribund, however, for it has always been ap-
preciated by a small, select segment of the public. Some of what once
would have been called jazz has more recently been in the repertoire
of the rock musician, and the two have had considerable interaction.
There is at the same time some incompatibility between jazz and
some of the country-dominated rock elements. In recent years, progres-
sive rock has been a more marketable product than jazz.

Progressive music stations include KBCA-FM in Los Angeles (jazz),
WBCN in Boston, and the Metromedia FM stations (see station profile
13). About half of all progressive rock stations are college stations.

Classical Music Stations

Classical stations concentrate mostly on music, although some in-
clude other fine arts programing. Most do little news, but a few have
distinguished news programing. Classical stations, on the whole, feel
that the characteristic that sets them apart is their music and their
approach to it, not their news, and that they should put their money
and manpower into what makes them unique rather than into com-
petition with others who specialize in news. Also, their audiences tend
to be highly print-oriented in their news habits.

Music may range from “switched-on Bach” to baroque, from mad-
rigals to opera, from light concert to experimental music. Many sta-
tions broadcast concerts live, often from the Metropolitan Opera in
New York as well as local chamber groups, symphonies, and the
major metropolian orchestra concerts. Tape delay broadcasts of these
events are frequent.

Some classical stations play from a broad spectrum of “serious”
music, even including lush string arrangements of pops concert selec-
tions and sound tracks from Broadway and Hollywood shows. Some
use a serious, no nonsense approach, relying heavily on musical
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scholarship and emphasizing music not frequently heard. Others use
a Top-40 approach to classical music, playing only the best known and
most popular pieces. These stations will play Tschaikovsky’s Piano
Concert No. 1, Beethoven’s Fifth Symphony, and the better known
works of Mozart and Brahms with great frequency.

Announcers are usually mature, frequently distinguished-sounding,
and sometimes multilingual. Some stations approach the music with
reverence, often giving the impression that the announcers wear
tuxedos to work. Others are less formal but usually restrained and.
soft sell.

Commercials are usually few in number—sometimes by design, some-
times not. Ad rates are often higher than numbers would warrant, be-
cause the audiences tend to be in higher income and education levels.
Classical stations are found almost exclusively in the largest mar-
kets, where their audiences and sponsors are generally affluent.

Classical is not an entirely satisfactory name for this type of station,
but this book will use it rather than such other descriptive terms as
“serious,” “concert,” or “fine arts.”

Stations include WQXR in New York, WFMT in Chicago (see profile
12), and KFAC in Los Angeles. More than one hundred stations exist
nationwide.

Ethnic Stations

Numerous stations around the country direct themselves to a minor-
ity segment of the community, such as the Spanish-language stations in
California, Texas, Florida, and New York City, the black stations found
in many areas of the country, and the polka stations in the upper Mid-
west. Some specialize in a particular type of music, while others
achieve their specialization by airing news, information, and concerns
of the intended audience. They hire air personalities who know and
understand and have the sound of the audience. There are stations in
the United States which broadcast extensively in the following lan-
guages: French, Greek, Filipino, Eskimo, Hawaiian, Italian, Japanese,
and Polish. Several stations carry more than one language. Others do
not broadcast in foreign languages but cater to the concerns of a
particular ethnic group.

The ethnic approach can succeed where there is a feeling of com-
munity within the intended audience, and where other stations do not
serve that community’s needs or concerns. Sometimes ethnic stations
find it easy to meet such needs. At other times and in other situations
it is very difficult, because listeners are basically alike. There are
universal patterns and appeals among all human beings. The basics
of radio music, news, information, and weather reports are nationally
acceptable in this country. On the other hand, one of radio’s basic
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appeals is its ability to be local. Appealing to an ethnic group is much
the same kind of thing as appealing to any local audience. It is im-
portant to understand their aspirations and to show concern for them
and what they are interested in. The attitude should be like the news-
paper in Oneonta, Alabama, with the masthead “The Only Newspaper
in the World That Gives a Damn About Oneonta, Alabama.” That kind
of attitude can appeal to an audience.

The nation has become increasingly urban, and communications
technologies have made instant communications possible, so people
ought to be more homogeneous. But just as radio has fragmented and
specialized in recent years, our society seems to have become less
homogeneous. Mass, general appeal magazines have declined, and the
specialized publications have prospered. The increased media competi-
tion has consolidated newspaper readership to a few superpapers in
major cities, with a lot of specialized local and regional papers. Most
of the audience do not go to films at all; only an occasional film is
really a general audience, mass appeal vehicle. Only television remains
a truly mass medium, and it is feeling the inroads of cable and
specialized independent stations. New York and Los Angeles both
have Spanish-language television stations, and Los Angeles also has a
Japanese-language station. Nearly everyone likes music, but if you
were to go to consecutive Elton John, Tony Bennett, Johnny Cash,
Leonard Bernstein, and Chuck Mangione concerts you would not see
very many of the same people in the audience. All of these examples
are indicative of the differences, at least superficial ones, that have an
impact on society and make it possible for ethnic and other specialized
radio stations to successfully attract an audience large enough to sus-
tain operations.

Stations with decided ethnic appeals can be among the highest
rated stations in their markets. Some of our largest cities have black
population majorities that well-run stations should appeal to. Studies
show that radio gets a very high priority among black media, al-
though FM has lagged behind AM. Twenty-five black stations in the top
one hundred markets were among the top five best-rated stations per
market, according to 1975 Arbitron figures. One network serves black
stations, the Mutual Black Network.

There has been a sharp rise in immigration to this country from all
areas of Latin America, and from Cuba, Mexico, and Puerto Rico in
particular. Since 1970, the Spanish-speaking population has expanded
at an average of 400,000 a year. More than five percent of the U.S.
population is Latin. The posture of the Latin media is that you can’t
effectively reach the big city market without advertising in Spanish-
language media. A number of ethnic radio stations have success stories,
especially in Miami, El Paso, and Los Angeles.

To place all ethnic stations in one category may not correctly indi-
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cate the diversity among these media. Even all-black or all-Spanish
stations show great diversity. All-black stations may be oriented to-
ward gospel music, or rhythm and blues, or very nearly jazz or Top-40,
or an amalgam of types. A Spanish-speaking station trying to appeal
to a Cuban audience in Florida will vary greatly from one trying to
reach Puerto Ricans in New York or Mexicans in California or Texas.

Examples of the ethnic station include WBLS and WLIB in New
York, WVON in Chicago (see profile 5), KWKW in Los Angeles, and
KAMA in El Paso.

Variety Stations

Variety stations exist mostly in small markets where station manage-
ment feels a need to appeal to a broad range of the public and in
large markets where a station has been able to retain many of the
characteristics of the format used by network affiliates prior to tele-
vision. Many stations use limited variety, such as sports play-by-play,
or specialized programs at night, or farm programs in the early
morning. Only a few make wide swings in the program spectrum. The
variety station in the sense of the old network affiliate which changed
programs every quarter hour or half hour no longer exists.

Many variety stations are educational stations, run by governments
or institutions for service and not for profit.

The elements used in variety stations are the same elements men-
tioned in the previous station types, plus some additional kinds of
programing. A few quiz programs still exist, as well as dramas, docu-
mentaries, “story hours” featuring dramatizations or selections read
from books, swap-and-shop programs, entertainment and book re-
views, calendars of events, recipes and household hints, poetry, and
others. A variety station would include these as programs rather than
elements of other programs.

WIJR in Detroit, the noncommercial Pacifica stations (see profile 10),
and such university-owned stations as WHA in Madison and WKAR in
East Lansing (see profile 7) could be considered variety stations.

Educational Stations

This category includes both the “public” stations and instructional
stations. As in other categories, differences subdivide this category.
Some are noncommercial, nonprofit stations run by independent
groups and foundations whose aim is to provide an alternate pro-
graming service to what is found on the commercial side. Others are
controlled by school systems and universities, and function as an ex-
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tension of the educational institution, usually as a source for cultural
enrichment. Still others are for instructional purposes, playing radio
programs which can be used with other audio-visual aids to augment
a curriculum. Some serve as a training ground for potential broad-
casters, although if that is the primary goal of the station a strong
case can be made for using a closed circuit carrier-current station and
freeing the radio channel for a primarily communication purpose.
Other stations combine functions, such as providing instructional pro-
grams during school hours and cultural programs at other times, giving
operational and program experience to students who serve in various
staff positions. Some of the educational stations, especially those in
isolated college towns which have little outside radio service, are quite
commercial in their approach even though they do not sell time. (A few
commercial stations are licensed to educational institutions, and a
number of carrier-current stations operate commercially in much the
same way as over-the-air stations. Some of the carrier-current stations
are also carried on cable television circuits.)

Most, but not all, educational stations have very small budgets and
small audience shares. They perform some of the most creative and
provocative programs on the air, but also some of the stuffiest, most
boring, and most unprofessional ones. As a group, educational sta-
tions have had the most success in presenting serious music, while the
least successful aspect has been their failure to extend the knowledge
available in our educational institutions to the public. Stations are
funded in a variety of ways, depending upon their licenses: university,
school district, community organization, etc. They are frequently as-
sisted by listener donations, corporation and foundation contributions,
local and state government educational institutions, and Corporation
for Public Broadcasting grants.

Federal aid to public broadcasting and National Public Radio have
done a great deal to upgrade facilities and programing. The network
service has not only added a great deal of fresh programing but has
set a standard for local stations to follow and has filled some of the
broadcast day so that station staffs could spend more effort filling
less time, and consequently doing better programs. Ratings remain
comparatively low. (Most ratings are taken only for commercial sta-
tions, this being one reason noncommercial stations do not show up.)

Noncommercial stations, like others, need to be concerned with at-
tracting audiences because they need the support of satisfied listeners.
If nobody is listening, a station has no reason to be on the air. Educa-
tional stations are frequently more interested in a large cumulative
audience than in large quarter-hour shares.

Many educational stations are also variety stations. They are given
separate mention because of their different funding and posture.



136 Chapter Six

Religious Stations

These are stations run by religious groups to spread their versions
of the gospel, and also stations run by private operators who sell
time to religious organizations as a means of earning revenue. Religious
stations are less concerned with ratings and revenue than they are
with using the airwaves as a means of spreading their messages. Many
prefer a soft-sell approach, using standard programing fare with
religious messages where commercials would be in another station.
These stations feel that it is necessary to attract an audience before
you can sell an idea. Others use the fire-and-brimstone approach. Some
stations use programs prepared and paid for by various religious
groups. The religious bodies use the programs as missionary tools.
Ratings are generally not very important, because religious groups do
not figure souls on a cost-per-thousand basis.

Other radio stations are owned by religious bodies which use the
stations as financial investments and operate them as typical com-
mercial stations.

International Broadcasting

Most Americans would be surprised to learn that the most famous
disc jockey in the world is not Wolfman Jack or William B, Williams
or Gary Owens. It is more likely Willis Conover. Willis Conover plays
jazz and American popular music on the Voice of America and is
famous almost everywhere in the world but America itself.

AM and FM listening predominate in the United States. However,
most of the people of the world think in terms of the short-wave re-
ceiver each person aspires to own. World listening by Americans has
been more of a hobbyist activity than it is in other countries. Inter-
national short-wave radio has a lot of interesting listening in multiple
languages. The most active countries in international broadcasting are
the Soviet Union, the United Arab Republic, Red China, Great Britain,
and the United States. Listening to the Wimbledon tennis results on
a sports bulletin from the BBC, Japanese lessons from NHK, a blooper
on Italy’s RAI, Pacific Sunrise from Australia, or rock music from
Canada can be fascinating listening.

Radio is an obvious but very effective propaganda weapon. The
broadcasts range from programs of cultural content aimed at bridging
social differences to blatant political programs aimed at fomenting
political insurrection. It is interesting to merely compare the inter-
pretation of an international event. Almost all international radio is
government operated and controlled and serves as a valuable listening
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post for world opinion. Exceptions to government control are a few
religious stations.

While it is not at all illegal for an American citizen to listen to the
Voice of America, no attempt is made to woo the American listener to
the VOA, since the purpose of the service is to explain the American
position concerning world events and to make the “American way of
life” familiar to all of the people of the world. Obviously, the VOA
must reflect U.S. state policy and position, and since this policy is
dictated by the party in office, if the VOA programs were readily made
available to U.S. citizens over regular domestic channels, programs
could be construed as coercive in terms of political power.

When Edward R. Murrow was head of the U.S. Information Agency,
the parent body of the VOA, he said that if the VOA was to be believa-
ble it must be credible, and to be credible it must be truthful. One of
the most effective propaganda tools available to the VOA is its ability
to tell the citizens of another country some information their own
government has withheld from them and have them later find out for
certain that the account was truthful. Many of the Iron Curtain coun-
tries do not get free news services, so they rely heavily on the VOA and
the British Broadcasting Corporation. Certainly, both are in the
propaganda business every bit as much as other nations are. But their
tactics are different.

Radio Free Europe, Radio Liberty, and to a lesser extent Radio Free
Asia are supported by government funds as well as from private
sources with the specific mission of reaching the people of the Com-
munist bloc nations. RFE and RL were previously funded by the gov-
ernment covertly through the CIA, with the impression that all funds
were private. That was changed to up-front government funding for
these broadcasting systems which are more propagandistic in tone
than the VOA, which is only interested in exporting the American
position, an open presentation of the news, and an explanation of
American life to the foreign radio listener.

The VOA broadcasts in 37 languages as well as English over a net-
work of 113 transmitters, of which 41 are located in the continental
United States, for a total of nearly 800 hours a week. These are short-
and medium-wave stations ranging in power from 35 kw to 1,000 kw.

Radio Free Europe and Radio Liberty have administrative offices
in Washington, D.C., and Munich, West Germany. Both stations are
responsible to the Board for International Broadcasting, which was
established by Congress in 1973 to evaluate and make financial grants
to them and to assure that such funds are applied consistently with
U.S. foreign policy. Broadcasts to Eastern Europe are in all of the
Balkan languages. Broadcasts to the Soviet Union are in nineteen
languages. How many Americans realize that all of the following
languages are spoken in the Soviet Union?: Russian, Ukrainian,
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Belorussian, Armenian, Azerbaijani, Georgian, Lithuanian, Estonian,
Latvian, Tartar-Bashkit, Kazak, Kirghiz, Tadjik, Turkmen, Uzbek,
Adygei, Avat, Chechen-Ingush, and Ossetic.

An excellent summary of short-wave broadcasting efforts can be
found in the Broadcasting Yearbook. How to Listen to the World and
the annual Radio TV Handbook are important guides to the person
interested in listening to the various worldwide services. It may take
the inexperienced person some time before finding the great diversity
available,

Unlike the U.S., which operates radio broadcasting from a com-
mercial base allowing listener preference to dictate the kind and type
of programing, most nations are directly or indirectly involved in the
programing fare of their domestic service. Some countries like China
and the Soviet Union totally command the airwaves for internal
propagandistic purposes. No information or entertainment is heard
except that which is acceptable to the government. Radio is supported
entirely by government funds.

Many countries develop special agencies answerable to government
policy to fund and operate radio and television service. License fees
of varying amounts for radio, black and white television, and color
TV are charged for each receiver. The British Broadcasting Corpora-
tion, operating through the British Post Office, is funded in this man-
ner. The countries of Europe in particular have considered radio and
television as a societal force whose main functions are to provide
information and cultural content for their listeners. The premise of
radio as an audience delivery system for the advertiser has not been
a popular concept. However, commercial broadcasting is a growing
means of financially supporting foreign broadcast services. In part,
this has been because of the successful pirate stations off the coast
that were able to attract large audiences and sell advertising. Also, in-
Creased cost pressures on governments are probably a factor. Many
countries now have both commercial and noncommercial services. One
might be considered a public service and the other a service in the
public interest.

Additional Program Materials

In discussing station types we have dealt with the main programing
materials of different types of stations. Other program materials in-
clude such important basics as time, temperature, and features men-
tioned in Chapter 2. News-related segments are common, either straight
news special reports or features such as “First Line Report,” “Dimen-
sion,” “Spectrum,” or “Empbhasis,” or interviews with prominent peo-



Programs 139

ple. Personality segments feature philosophers, poets, and entre-
preneurs. Modern programing also includes dramas, historic vignettes,
household hints, consumer information, farm news, special sports
features and programs, and teen features. Many program materials
can be successfully integrated into a program schedule. Some may
become successful formats in the future. Recently, a number of sta-
tions have noted response to older records and have decided to play
nothing but old records, in some cases only oldies of the rock era, in
other cases mostly hits of the '40s. Two of the more interesting efforts
at programing include Gordon McLendon’s unsuccessful attempt on
KADS in Los Angeles to use only classified advertising as program fare,
and Dan McKinnon’s attempt to operate an all-gospel music station in
San Diego.

A salesman is apt to want to clutter up a station format with things
he can sell, including specialized program segments of five minutes,
fifteen minutes, or longer. Usually he wants to drop them in at 7:30
in the morning. Mostly what is available for advertisers is spot
availabilities (in which only the time for the commercial is purchased
and there is no program sponsorship involved), and the thousands of
spot availabilities open at any time look remarkably alike. The ad-
vertiser’s commercials had better be awfully good if they are to stand
out. On the other hand, if an advertiser can attach his name to a
special segment, it may be easier for the salesman to get his contract.
Frequently the result is something that will make the advertiser’s
commercial stand out but will also hurt the station’s audience flow.
It has been said that if you want to sell advertising to goldfish dealers,
get them to sponsor a program about goldfish. Gimmicks are easier
to sell than the standard spot package. Salesmen have come in with
some strange packages. In trying to please the customer, they have
also initiated many good ideas that self-satisfied program directors
would not have considered. However, management must be careful
that advertising does not get the station to make unwise programing
decisions with easily sold program segments that bring short-term
gains but hurt chances for long-term success. Many easily sold seg-
ments are audience killers. All a radio station has to sell is the audience
attracted by careful programing. Specialized segments must be right
for the total sound and consistent with overall goals. Some stations
do compromise their formats in fringe times, such as late at night or
early Sunday morning, either because the programs are easy to sell
or because they offer a unique service.
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The Information Capsule

Because of the need to retain consistency and maintain audience
flow, radio has made great use of the information capsule. The audi-
ence is relatively ready to accept commercials of various types as
long as they are not too numerous or obnoxious. The same sort of
thing has been done with all sorts of other information. Where once it
was felt that a program was the way to cover such information, today -
the information is most often packaged much like the commercials. In
that way religious messages, political opinions, beauty hints, histori-
cal vignettes, health messages, and virtually every other kind of in-
formation and opinion can be presented. Most music selections are
short. Most news is presented in capsule form. The networks have
become services that provide capsules of information. Many docu-
mentaries are divided into “vertical documentaries”: pieces that are
spread out over a day or a week, usually with considerable repetition.
The final effect is to have all of the information presented in bits and
pieces, to be put together by the listener. Radio has, in short, taken the
“scatter plan” used for presenting commercial messages and made it
the basis for all program material. This technique makes sense. People
usually do not listen to radio for long periods of time; they do not
begin listening to catch the start of a program and stay with it until
conclusion. Since radio is available whenever listeners want it, they
can tune in and out at their convenience. During a week’s time, they
are exposed to a great deal of radio, even though they may get it in
short bursts. People are conditioned to hearing short interruptions and,
even though they may not prefer to hear them, will continue to listen
if the surrounding program elements are to their liking. As long as
there is not too much clutter, even unpopular messages can be pre-
sented.

Listening Tendencies

While there are variations among markets, st