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Like the reader and the
Poem

Radio and the listener
Create something always
Individual

And

Become unknowingly
One

In the experience
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FOREWORD

One of the world’s preeminent broad-
casters, Rick Sklar refined the contempo-
rary hit music format into its ultimate form
at radio station WABC in New York, which
during his decade as programmer was the
highest rated radio station in America. Mr.
Sklar was a network vice president for twelve
years and has served as an adjunct professor
at St. John's University. He currently heads
his own radio consultancy firm, Sklar Com-
munications. His work at WABC is the sub-
Jject of his book Rocking America—How the
All Hit Radio Stations Took Over.

The radio industry has just undergone a
period of rapid expansion. Since the gov-
ernment decree in the mid-sixties requiring
separate FM programming in larger mar-
kets, the radio station population has dou-
bled to ten thousand outlets. Like most other
specialized businesses, stations need skilled
professionals to enable them to operate
successfully. But because the industry has
grown so fast, it has been unable to provide
the time or the training to produce enough
personnel.

As a result, radio has had to improvise
for its new people. Those who go directly
from the classroom to the commercial
broadcast operations of America find that
academic experience does not fully equip
them for the demands of the bottom-line-
oriented, efficiency-minded operator-own-
ers who think first of profit and later about
the programming. Others starting in very
small markets learn that the old “sink or
swim” adage still holds true as soon as they
move to larger, more demanding situations.
Books like this one that draw upon the ex-
perience of successful professionals work-
ing under intense pressure to produce the

by Rick Sklar

ratings and a profit are one way to help
equip the radio students of today to be the
radio professionals of tomorrow.

Regardless of the area in radio you are
considering for your career, I would advise
you to read every chapter of this book thor-
oughly. I make this suggestion not only be-
cause you are quite likely to change career
directions more than once, after you ac-
tually begin working in radio, but because
of the interdependent nature of the modern
radio station. Each department depends on
the cooperation of the other departments
for the station’s goals to be achieved. For
example, both the programming and the
audiences that the programs have to pro-
duce for the advertiser can be affected if
poor engineering results in a weak signal
or shrunken coverage area. Engineering er-
rors also can result in poor-sounding music
or an awkward equipment configuration in
the studio. A disc jockey who has to con-
centrate too much on making the equip-
ment work cannot perform at his or her
best. Advertising and promotion personnel
also have a big effect on ratings. A mis-
guided or dull advertising campaign with
television promos, billboards, and ads that
are ignored and contests that do not gen-
erate any excitement can weigh heavily on
the program director rather than the ad-
vertising manager. It’s the program director
who has to answer for low shares and the
ratings books.

People entering radio today face com-
petitors who were not dreamed of ten years
ago. Confronted by television and cable,
video games and movies, and computer en-
tertainment software, radio needs to stress
the creativity and imagination that come
into play when only one sense—hearing—
is stimulated and all the information, en-
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tertainment, and sales messages must be for those who can meet them, the personal
delivered by sound alone. The radio indus- and financial rewards will be great.
try faces tougher challenges than ever, but
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PREFACE

This new edition, like the first, is the result
of a mutual desire and effort to provide the
student of radio with the most comprehen-
sive account of the medium possible, from
the insider’s view. It is presented from the
perspective of the radio professional, draw-
ing on the insights and observations of those
who make their daily living by working in
the industry.

What sets this particular text apart from
others written by broadcasters is that not
one or two but literally dozens of radio peo-
ple havé contributed to this effort to dis-
seminate factual and relevant information
about the medium in a way that captures
its reality. These professionals represent the
top echelons of network and group-owned
radio, as well as the rural daytime-only out-
lets spread across the country.

We have sought to create a truly practical,
timely, illustrative (a picture can be worth
a thousand words—stations explain and
reveal themselves through visuals), and ac-
cessible book on commercial radio station
operations; a book that reflects through its
structure and organization the radio sta-
tion’s own. Therefore, the departments and
personnel that comprise a radio station are
our principal focus. We begin by examining
the role of station management and then
move into programming, sales, news, en-
gineering, production, and traffic, as well as
other key areas that serve as the vital in-
gredients of any radio outlet.

Since our strategy was to draw on the
experience of countless broadcast and al-
lied professionals, our debt of gratitude is
significant. It is to these individuals who
contributed most directly to its making that
we also dedicate this book.

In addition, we would like to express our

sincere appreciation to the many other in-
dividuals and organizations that assisted us
in so many important ways. These include:
Arbitron Ratings Company, Auditronics Inc.,
Birch Radio Inc., Broadcast Electronics,
Broadcasters Promotion Association, Com-
munications Graphics, Roger Crosley and
Roger Turner of Dean Junior College, Fed-
eral Communications Commission, FMR
Associates, IGM Inc., Jefferson Pilot Data
Systems, Mike Jones of Jones’ Homes, Mar-
ketron Inc., Scott Mason of Mason Photog-
raphy, McZ Limited, Joy Dunlap of the
National Association of Broadcasters, Radio
Advertising Bureau, Radio and Records, Ra-
dio and Television News Directors’ Asso-
ciation, Radio Computer Systems, Radio
Corporation of America, Satellite Music
Network, Society of Broadcast Engineers, Jim
Steele of the National Association of Broad-
casters, Annette Steiner of Dancer Fitzger-
ald Sample, University Press of America, and
Westinghouse Broadcasting.

A special word of appreciation is owed
to Lou Emond for his help in editing the
original draft of this manuscript and for for-
mulating the Chapter Highlights that serve
as study guides at the conclusion of each
chapter.

A further note, since the publication of
the first edition it is safe to assume—in an
industry noted for its nomadic nature—that
a number of contributors have moved on
to positions at other stations. Due to the
sheer volume of contributors it would be
difficult to establish the current where-
abouts of each. Therefore we have let stand
the original addresses and call letters of
contributors, except when new information
has become available; in those cases,
changes have been made.
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1

State of the
Fifth Estate

IN THE AIR—EVERYWHERE

Radio is ubiquitous. It is the most pervasive
medium on earth. There is no patch ofland,
no piece of ocean surface, untouched by
the electromagnetic signals beamed from
the more than twenty-seven thousand ra-
dio stations worldwide. Over a third of these
broadcast outlets transmit in America alone.
Today, over eleven thousand stations in this
country reach 99 percent of all households,
and less than 1 percent have fewer than five
receivers.

Contemporary radio’s unique personal
approach has resulted in a shift of the au-
dience’s application of the medium: from
family or group entertainer before 1950, to
individual companion in the last half of the
century. Although television usurped ra-
dio’s position as the number one entertain-
ment medium four decades ago, radio’s total
reach handily exceeds that of the video me-
dium. More people tune in to radio for its
multifaceted offerings than to any other
medium—print or electronic. Practically
every automobile (95 percent) has a radio.
“There are twice as many car radios in use
(approximately 123 million) as the total cir-
culation (62 million) of all daily newspa-
pers,” contends Kenneth Costa, vice
president of marketing for the Radio Ad-
vertising Bureau (RAB). Seven out of ten
adults are reached weekly by car radio.

The average adult spends three-and-a-half
hours per day listening to radio. According
to a recent Group W (Westinghouse Broad-
casting) report, 84 percent of all adults lis-
ten to radio between fifteen and sixteen
hours each week. A survey conducted by
RADAR (Radio’s All Dimensional Audience
Research) concluded that 95.7 percent of
all persons over twelve years old tuned in
to radio. In the late 1980s, this computes to
around 190 million Americans, and the fig-
ure continues to grow.

The number of radio receivers in use in
America has risen by 50 percent since 1970,
when 321 million sets provided listeners a
wide range of audio services. In recent years,
technological innovations in receiver de-
sign alone has contributed to the ever-in-
creasing popularity of the medium. Bone
phones, ghetto boxes, and walk-alongs,
among others, have boosted receiver sales
over the three billion dollar mark annually,
up 26 percent since 1970. There are twelve
million walk-alongs in use. Radio’s ability
to move with its audience has never been
greater.

Radio appeals to everyone and is avail-
able to all. Its mobility and variety of offer-
ings have made it the most popular medium
in history. To most of us, radio is as much
a part of our day as morning coffee and the
ride to work or school. It is a companion
that keeps us informed about world and
local events, gives us sports scores, provides
us with the latest weather and school clos-
ings, and a host of other information, not
to mention our favorite music, and asks for
nothing in return.

It is difficult to imagine a world without
such an accommodating and amusing co-
hort, one that not only has enriched our
lives by providing us with a nonstop source
of entertainment, but has also kept us
abreast of happenings during times of na-
tional and global crisis. To two hundred
million Americans, radio is an integral part
of daily life.

A HOUSEHOLD UTILITY

Although radio seems to have been around
for centuries, it is a relatively recent inven-
tion. Many people alive today lived in a
world without radio—hard to imagine, yet
true. The world owes a debt of gratitude to
several “wireless” technologists who con-
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2 THE RADIO STATION

FIGURE 1.1
Courtesy RAB.

Radi@bFacts

Each Day Radio Reaches
Almost 80% Of Americans

Persons 12+ 78.3%
Teens 12-17  85.6%

Ages 18+ 18-24 25-34 35-49 50+

Men 78.8% 86.4% 823% 80.4% 70.6%
Women 76.2 83.5 79.6 77.9 69.9

Adults in households of 1-2 Persons 75.0%
3-4 Persons 79.7

5+ Persons 81.5

Each Week Radio Reaches
96% Of All Americans

Persons 12+ 96.0%
Teens 12-17 99.6%

.

Ages 18+ 18-24 25-34 35-49 50+

Men Q61% 99.5% 985% 97.7% 91.2%
Women 95.1 98.7 98.8 96.6 0.3

1-2 Persons 93.4%
3-4 Persons Q7.3
5+ Persons 98.3

Adults in households of

Radio Reaches 85% Of Americans
At Home Every Week

Persons Men Women Teens

Mon.-Fri. 12+ 18+ 18+ 12-17
. 24Hs. 85%  80%  86%  97%
@ 182%’ 69 61 73 81
(’ 13@,\",/," 54 44 59 69
G ;Em 51 43 51 79
D ,Zﬂi',v' 48 43 44 82
(. 2’1}:’,\;; 33 32 32 45

Consumers Listen To Car Radio

86% of all carcommuters are reached weekly by radio.
97% of all cars used for commuting have radios.
128.9 million car radios were in use in 1986.

98% of fleet and rental cars have radios.

82% of all adults have drivers’ licenses.

95% of all automobiles have radios.

99% of used cars have radios.

82% of all travel is by car.

tributed to the development of the medium.
A friendly debate continues to be waged
today as to just who should rightfully be
honored with the title “father of radio.”
There are numerous candidates who ac-
tually take us as far back as the last century.
For example, there is physicist James Clerk
Maxwell, who theorized the existence of
electromagnetic waves, which later in the
century were used to carry radio signals.
Then there is German scientist Heinrich
Hertz, who validated Maxwell’s theory by
proving that electromagnetic waves do in-
deed exist.

The first choice of many to be called grand
patriarch of radio is Guglielmo Marconi, who
is credited with devising a method of trans-
mitting sound without the help of wires—
thus “wireless telegraphy.” There are a host

of other inventors and innovators who can,
with some justification, be considered for
the title. Lee De Forest, Ambrose Fleming,
Reginald Fessenden, and David Sarnoff are
a few. (A further discussion of radio’s
preeminent technologists can be found in
chapter 10.) However, of the aforemen-
tioned, perhaps the pioneer with the most
substantial claim is Sarnoff. A true visionary,
Sarnoff conceived of the ultimate applica-
tion of Marconi’s device in a now-famous
memorandum. In what became known as
the “radio music box” memo, Sarnoff sug-
gested that radio receivers be mass pro-
duced for public consumption and that
music, news, and information be broadcast
to the households that owned the appli-
ance. At first his proposal was all but
snubbed. Sarnoff's persistence eventually

www americanradiohistorv com


www.americanradiohistory.com

STATE OF THE FIFTH ESTATE 3

FIGURE 1.2

Radio receivers from
the medium’s incep-
tion to the present.
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4 THE RADIO STATION

FIGURE 1.3

Age profile of walk-
along users. Courtesy
RAB.

paid off, and in 1919 sets were available for
general purchase. Within a very few years,
radio’s popularity would exceed even Sar-
noff's estimations.

A TOLL ON RADIO

Though not yet a household word in 1922,
radio was surfacing as a medium to be reck-
oned with. Hundreds of thousands of
Americans were purchasing the crude, bat-
tery-operated crystal sets of the day and
tuning the two frequencies (750 and 833 kc)
set aside by the Department of Commerce
for reception of radio broadcasts. The ma-
jority of stations in the early 1920s were
owned by receiver manufacturers and de-
partment stores that sold the apparatus.
Newspapers and colleges owned nearly as
many. Radio was not yet a commercial en-
terprise. Those stations not owned by par-
ent companies often depended on public
donations and grants. These outlets found
it no small task to continue operating. In-
terestingly, it was not one of these finan-
cially pinched stations that conceived of a
way to generate income, but rather AT&T-
owned WEAF in New York.

The first paid announcement ever broad-
cast lasted ten minutes and was bought by
Hawthorne Court, a Queens-based real es-
tate company. Within a matter of weeks
other businesses also paid modest “tolls”
to air messages over WEAF. Despite AT&T’s
attempts to monopolize the pay for broad-
cast concept, a year later in 1923 many sta-
tions were actively seeking sponsors to
underwrite their expenses as well as to gen-

21.0 Million Walk-along Users Listen
7 84.3% of Walk-alongs include radios.
0 11.71 million walk-along sefs sold with radio.

1984-86.
-43.0%
Age Profile of Adults 18-34
Walk-Along Owners
| 33.5%
| Teens 12-17
23.5%
Adults 35+

erate profits. Thus, the age of commercial
radio was launched. It is impossible to
imagine what American broadcasting would
be like today had it remained a purely non-
commercial medium as it has in many
countries.

BIRTH OF THE NETWORKS

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

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

Less than two years after NBC was in op-
eration, the Columbia Broadcasting System
(initially Columbia Phonograph Broadcast-
ing System) began its network service with
sixteen stations. William S. Paley, who had
served as advertising manager of his fami-
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ly’s cigar company {Congress Cigar), formed
the network in 1928 and would remain its
chief executive into the 1980s.

A third network emerged in 1934. The
Mutual Broadcasting System went into
business with affiliates in only four cities—
New York, Chicago, Detroit, and Cincinnati.
Unlike NBC and CBS, Mutuat did not own
any stations. Its primary function was that
of program supplier. In 1941, Mutual led its
competitors with 160 affiliates.

Although NBC initially benefited from the
government’s fear of a potential monopoly
of communication services by AT&T, it also
was forced to divest itself of a part of its
holdings because of similar apprehensions.
When the Federal Communications Com-
mission (FCC) implemented more stringent
chain broadcasting rules in the early 1940s,
which prohibited one organization from
operating two separate and distinct net-
works, RCA sold its Blue network, retaining
the more lucrative Red network.

The FCC authorized the sale of the Blue
network to Edward J. Noble in 1943. Noble,
who had amassed a fortune as owner of the
Lifesaver Candy Company, established the
American Broadcasting Company (ABC) in
1945. In the years to come, ABC would even-

STATE OF THE FIFTH ESTATE 5

tually become the largest and most suc-
cessful of all the radio networks.

By the end of World War II, the networks
accounted for 90 percent of the radio au-
dience and were the greatest source of in-
dividual station revenue.

CONFLICT IN THE AIR

The five years that followed radio’s incep-
tion saw phenomenal growth. Millions of

www americanradiohistorv com

FIGURE 1.4

David Sarnoff, the
man who put radio
into the home. Cour-
tesy RCA.

FIGURE 1.5

Radio fans circa 1921.
Courtesy Westing-
house Electric.
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6 THE RADIO STATION

FIGURE 1.6

Radio trade paper in
1923 serving a growing
industry. Courtesy
Westinghouse Electric.
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receivers adorned living rooms throughout
the country, and over seven hundred sta-
tions were transmitting signals. A lack of
sufficient regulations and an inadequate
broadcast band contributed to a situation
that bordered on catastrophic for the fledg-
ling medium. Radio reception suffered
greatly as the result of too many stations
broadcasting, almost at will, on the same
frequencies. Interference was widespread.
Frustration increased among both the lis-
tening public and the broadcasters, who
feared the strangulation of their industry.
Concerned about the situation, partici-
pants of the National Radio Conference in
1925 appealed to the secretary of commerce
to impose limitations on station operating
hours and power. The bedlam continued,
since the head of the Commerce Depart-
ment lacked the necessary power to imple-
ment effective changes. However, in 1926,
President Coolidge urged Congress to ad-
dress the issue. This resulted in the Radio
Act of 1927 and the formation of the Federal
Radio Commission (FRC). The five-member
commission was given authority to issue
station licenses, allocate frequency bands
to various services, assign frequencies to in-

dividual stations, and dictate station power
and hours of operation.

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

RADIO PROSPERS DURING THE
DEPRESSION

The most popular radio show in history,
“Amos 'n’ Andy,” made its debut on NBC
in 1929, the same year that the stock market
took its traumatic plunge. The show at-
tempted to lessen the despair brought on
by the ensuing Depression by addressing it
with lighthearted humor. As the Depres-
sion deepened, the stars of “Amos 'n’ Andy,”
Freeman Gosden and Charles Correll,
sought to assist in the president’s recovery
plan by helping to restore confidence in the
nation’s banking system through a series of
recurring references and skits. When the
“Amos 'n’ Andy” show aired, most of the
country stopped what it was doing and
tuned in. Theater owners complained that
on the evening the show was broadcast
ticket sales were down dramatically.

As businesses failed, radio flourished. The
abundance of escapist fare that the me-
dium offered, along with the important fact
that it was provided free to the listener, en-
hanced radio’s hold on the public.

Not one to overlook an opportunity to
give his program for economic recupera-
tion a further boost, President Franklin D.
Roosevelt launched a series of broadcasts
on March 12, 1933, which became known
as the “fireside chats.” Although the pres-
ident had never received formal broadcast
training, he was completely at home in front
of the microphone. The audience perceived
a man of sincerity, intelligence, and deter-
mination. His sensitive and astute use of the
medium went a long way toward helping
in the effort to restore the economy.
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In the same year that Roosevelt took to
the airwaves to reach the American people,
he set the wheels in motion to create an
independent government agency whose
sole function would be to regulate all elec-
tronic forms of communication, including
both broadcast and wire. To that end, the
Communications Act of 1934 resulted in the
establishment of the Federal Communica-
tions Commission.

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

RADIO DURING WORLD WAR 11

Before either FM or television had a chance
to get off the ground, the FCC saw fit to
impose a wartime freeze on the construc-
tion of new broadcast outlets. All materials
and manpower were directed at defeating
the enemy. Meanwhile, existing AM sta-
tions prospered and enjoyed increased
stature. Americans turned to their receivers
for the latest information on the war’s prog-
ress. Radio took the concerned listener to
the battle fronts with dramatic and timely
reports from war correspondents, such as
Edward R. Murrow and Eric Severied, in
Europe and the South Pacific. The imme-
diacy of the news and the gripping reality
of the sounds of battle brought the war into
stateside homes. This was the war that
touched all Americans. Nearly everyone had
a relative or knew someone involved in the
effort to preserve the American way of life.

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

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

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

TELEVISION APPEARS

The freeze that prevented the full devel-
opment and marketing of television was
lifted within months of the war’s end. Few
radio broadcasters anticipated the di-
lemma that awaited them. In 1946 it was
business as usual for the medium, which
enjoyed new-found prestige as the conse-
quence of its valuable service during the
war. Two years later, however, television was
the new celebrity on the block, and radio
was about to experience a significant de-
cline in its popularity.

While still an infant in 1950, television
succeeded in gaining the distinction of being
the number one entertainment medium.
Not only did radio’s audience begin to mi-
grate to the TV screen, but many of the me-
dium’s entertainers and sponsors jumped
ship as well. Profits began to decline, and
the radio networks lost their prominence.

In 1952, as television’s popularity contin-
ued to eclipse radio’s, three thousand
stations of the faltering medium were au-
thorized to operate. Several media observ-
ers of the day predicted that television’s
effect would be too devastating for the older
medium to overcome. Many radio station
owners around the country sold their fa-
cilities. Some reinvested their money in
television, while others left the field of
broadcasting entirely.
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Today many of these
pre—World War II Bak-
elite plastic table
model receivers,
which originally cost
under twenty dollars,
sell for over one thou-
sand dollars as collec-
tor’s items.


www.americanradiohistory.com

8

THE RADIO STATION

A NEW DIRECTION

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

By 1955, radio revenues reached an un-
impressive 90 million dollars, and it was
apparent to all that the medium had to de-
vise another way to attract a more formi-
dable following. Prerecorded music became
a mainstay for many stations that had
dropped their network affiliations in the face
of decreased program schedules. Gradu-
ally, music became the primary product of
radio stations and the disc jockey (deejay,
jock), their new star.

RADIO ROCKS AND ROARS

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

In 1955, Bill Haley’s recording of “Rock
Around the Clock” struck paydirt and sold
over a million copies, thus ushering in a
new era in contemporary music. The fol-
lowing year Elvis Presley tunes dominated
the hit charts. Dozens of stations around
the country began to focus their playlists
on the newest music innovation. The Top
40 radio format, which was conceived about
the time rock made its debut, began to top
the ratings charts. In its original form Top
40 appealed to a much larger cross section

of the listening public because of the di-
versity of its offerings. At first artists such
as Perry Como, Les Paul and Mary Ford,
and Doris Day were more common than the
rockers. Then the growing penchant of
young listeners for the doo-wop sound fig-
ured greatly in the narrowing of the Top 40
playlist to mostly rock 'n’ roll records. Be-
fore long the Top 40 station was synony-
mous with rock and teens.

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

FM’S ASCENT

Rock eventually triggered the wider accep-
tance of FM, whose creator, Edwin H. Arm-
strong, set out to produce a static-free
alternative to the AM band. In 1938 he ac-
complished his objective, and two years later
the FCC authorized FM broadcasting. How-
ever, World War II thwarted the implemen-
tation of Armstrong’s innovation. It was not
until 1946 that FM stations were under con-
struction. Yet FM's launch was less than
dazzling. Television was on the minds of
most Americans, and the prevailing attitude
was that a new radio band was hardly nec-
essary.

Over 600 FM outlets were on the air in
1950, but by the end of the decade the num-
ber had shrunk by one hundred. Through-
out the 1950s and early 1960s, FM stations
directed their programming to special-in-
terest groups. Classical and soft music were
offered by many. This conservative, if not
somewhat highbrow, programming helped
foster an elitist image. FM became associ-
ated with the intellectual or, as it was some-
times referred to, the “egghead” community.
Some FM stations purposely expanded on
their snob appeal image in an attempt to
set themselves apart from popular, mass
appeal radio. This, however, did little to fill
their coffers.
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FM remained the poor second cousin to
AM throughout the 1960s, a decade that
did, however, prove transitional for FM,
Many FM licenses were held by AM station
operators who sensed that someday the new
medium might take off. An equal number
of FM licensees used the unprofitable me-
dium for tax write-off purposes. Although
many AM broadcasters possessed FM fre-
quencies, they often did little when it came
to programming them. Most chose to si-
mulcast their AM broadcasts. It was more
cost effective during a period when FM drew
less then 10 percent of the listening audi-
ence.

In 1961 the FCC authorized stereo broad-
casting on FM. This would prove to be a
benchmark in the evolution of the medium.
Gradually more and more recording com-
panies were pressing stereo disks. The clas-
sical music buff was initially considered the
best prospect for the new product. Since
fidelity was of prime concern to the clas-
sical music devotee, FM stations that could
afford to go stereo did so. The “easy listen-
ing” stations soon followed suit.

Another benchmark in the development
of FM occurred in 1965 when the FCC
passed legislation requiring that FM broad-
casters in cities whose populations ex-
ceeded one hundred thousand break
simulcast with their AM counterparts for at
least 50 percent of their broadcast day. The
commmission felt that simply duplicating an
AM signal did not constitute efficient use
of an FM frequency. The FCC also thought
that the move would help foster growth in
the medium, which eventually proved to be
the case.

The first format to attract sizable audi-
ences to FM was Beautiful Music, a creation
of program innovator Gordon McLendon.
The execution of the format made it par-
ticularly adaptable to automation systems,
which many AM/FM combo operations re-
sorted to when the word came down from
Washington that simulcast days were over.
Automation kept staff size and production
expenses to a minimum. Many stations as-
signed FM operation to their engineers, who
kept the system fed with reels of music tapes
and cartridges containing commercial ma-
terial. Initially, the idea was to keep the FM
as a form of garnishment for the more lu-
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crative AM operation. In other words, at
combo stations the FM was thrown in as a
perk to attract advertisers—two stations for
the price of one. To the surprise of more
than a few station managers, the FM side
began to attract impressive numbers. The
more-music, less-talk (meaning fewer com-
mercials) stereo operations made money.
By the late 1960s, FM claimed a quarter of
the radio listening audience, a 120 percent
increase in less than five years.

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

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

The FM transformation was to break into
full stride in the early and mid-1970s. Stereo
component systems were a hot consumer
item and the preferred way to listen to mu-
sic, including rock. However, the notion of
Top 40 on FM was still alien to most. FM
listeners had long regarded their medium
as the alternative to the pulp and punch
presentation typical of the Standard Broad-
cast band. The idea of contemporary hit
stations on FM offended the sensibilities of
a portion of the listening public. Nonethe-
less, Top 40 began to make its debut on FM
and for many license holders it marked the
first time they enjoyed sizable profits. By
the end of the decade, FM’s profits would
triple, as would its share of the audience.
After three decades of living in the shadow
of AM, FM achieved parity in 1979 when it
equaled AM’s listenership. The following
year it moved ahead. In the late 1980s, stud-
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ies demonstrated that FM now attracts as
much as 80 percent of the radio audience.

With almost a thousand more commer-
cial AM stations (4,902) than FM stations
(4,041), and only a quarter of the audience,
the older medium is now faced with a
unique challenge that could determine its
very survival. In an attempt to retain a share
of the audience, many AM stations have
dropped music in favor of news and talk.
WABC-AM'’s shift from Musicradio to Talk-
radio in 1982 clearly illustrated the meta-
morphosis that AM was undergoing. WABC
had long been the nation‘s foremost leader
in the pop-rock music format.

In a further effort to avert the FM sweep,
hundreds of AM stations have gone stereo
and many more plan to do the same. AM
broadcasters are hoping this will give them
the competitive edge they urgently need.
Music will likely return to the AM side,
bringing along with it some unique format
approaches. A number of radio consultants
believe that the real programming innova-
tions in the next few years will occur at AM
stations. “Necessity is the mother of inven-
tion,” says Dick Ellis, programming con-
sultant and former radio format specialist
for Peters Productions in San Diego, Cali-
fornia. “Expect some very exciting and in-
teresting things to happen on AM in the
not too distant future.” Ellis is not alone in
his predictions. While other media experts
expect the one-time giant to make an im-
pressive recovery, more remain skeptical.

NONCOMMERCIAL RADIO

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

. In 1967 the Corporation for Public Broad-

casting (CPB) was established as the result
of the Public Broadcasting Act. Within three
years National Public Radio (NPR) was
formed. Today over two hundred and fifty
stations are members of NPR, which pro-
vides funding and programming. Many NPR
affiliates are licensed to colleges and uni-
versities, while a substantial number are
owned by nonprofit organizations.

Noncommercial stations can be divided
into at least three categories: public, college
(noncommercial educational), and com-
munity. A fourth category, noncommercial
religious stations, has emerged during the
last fifteen years.

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

According to the Intercollegiate Broad-
casting System (IBS), more than eight
hundred schools and colleges hold non-
commercial licenses. The majority of these
stations operate at lower power, some with
as little as 10 watts. Since the late 1970s, a
large percentage of college stations have
upgraded from Class D to Class A stations
and now radiate hundreds of watts or more.
Most college stations serve as training
grounds for future broadcasters while pro-
viding alternative programming for their lis-
teners.

Community noncoms are usually li-
censed to civic groups, foundations, school
boards, and religious associations. Al-
though the majority of these stations broad-
cast at low power they manage to satisfy
the programming desires of thousands of
listeners.

Only in rare instances do noncoms pose
a ratings threat to commercial stations, and
then it is usually in the area of classical
music programming. Consequently, com-
mercial and noncommercial radio stations
manage a fairly peaceful and congenial
coexistence. (See “Suggested Further Read-
ings” for additional information on non-
commercial radio.)

PROLIFERATION AND FRAG-OUT

Specialization, or narrowcasting as it has
come to be called, salvaged the medium in
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the early 1950s. Before that time radio bore
little resemblance to its sound during the
age of television. It was the video medium
that copied radio’s approach to program-
ming during its golden age. "Sightradio,” as
television was sometimes ironically called,
drew from the older electronic medium its
programming schematic and left radio hov-
ering on the edge of the abyss. Gradually
radio station managers realized they could
not combat the dire effects of television by
programming in a like manner. To survive
they had to change. To attract listeners they
had to offer a different type of service. The
majority of stations went to spinning rec-
ords and presenting short newscasts. Sports
and weather forecasts became an industry
staple.

Initially, most outlets aired broad appeal
music. Specialized forms, such as jazz,
rhythm and blues, and country, were left
off most playlists, except in certain regions
of the country. Eventually these all-things-
to-all-people stations were challenged by
what is considered to be the first popular
attempt at format specialization. As legend
now has it, radio programmer Todd Storz
and his assistant Bill Steward of KOWH-AM
in Omaha, Nebraska, decided to limit their
station’s playlist to only those records that
currently enjoyed high sales. The idea for
the scheme struck them at a local tavern as
they observed people spending money to
play mostly the same few songs on the juke-
box. Their programming concept became
known as “Top 40.” Within months of ex-
ecuting their new format, KOWH topped
the ratings. Word on their success spread,
inspiring other stations around the nation
to take the pop record approach. They too
found success.

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

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

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

The late 1970s and early 1980s saw the
rise and decline of the Disco format, which
eventually evolved into Urban Contempo-
rary, and a wave of interest in synthesizer-
based electropop. Formats such as Soft Rock
faded from the scene only to be replaced
by a narrower form of Top 40 called Con-
temporary Hit. New formats continue to
surface with almost predictable regularity.
Among the most recent batch are All-Com-

Acid Rock

Adult Contemporary
Album-Oriented Rock
Arena Rock
Beautiful Music

Big Band

Black

Bluegrass

Bubble Gum
Classical
Contemporary Country
Contemporary Hits
Country and Western
Chicken Rock
Dance

Disco

Easy Listening
English Rock

Ethnic

Folk Rock

Free Form

Jazz

Mellow Rock
Middle-of-the-Road
Motown

News

News/Talk

New Wave
Nostalgia

Oldies

Pop

Progressive

Punk Rock
Religious

Rhythm and Blues
Soft Rock
Southern Rock
Standards

Talk

Top 40

Urban Contemporary
Urban Country
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Some popular radio
program formats
from 1960 to the pres-
ent. New formats are
constantly evolving.
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edy, Children’s Radio, All-Sports, Eclectic-
Oriented Rock, All-Weather, New Age, All-
Motivation, All-Business, and All-Beatles.
Although specialization saved the indus-
try from an untimely end over three dec-
ades ago, the proliferation in the number
of radio stations (which nearly quadrupled
since 1950) competing for the same audi-
ence has brought about the age of hyper-
specialization. Today there are more than
one hundred format variations in the radio
marketplace, as compared to a handful
when radio stations first acknowledged the
necessity of programming to a preselected
segment of the audience as the only means
to remain in business. (For a more detailed
discussion on radio formats, see chapter 3.)

PROFITS IN THE AIR

Although radio has been unable to regain
the share of the national advertising dollar
it attracted before the arrival of television,
it does earn far more today than it did dur-
ing its so-called heyday. About 7 percent of
all money spent on advertising goes to ra-
dio. This computes to billions of dollars.
Despite the enormous gains since WEAF
introduced the concept of broadcast ad-
vertising, radio cannot be regarded as a get-
rich-quick scheme. Many stations walk a
thin line between profit and loss. While
some major market radio stations demand
and receive over a thousand dollars for a
one-minute commercial, an equal number
sell time for the proverbial “dollar a holler.”
While the medium’s earnings have main-
tained a progressive growth pattern, it also

has experienced periods of recession. These -

financial slumps or dry periods have almost
all occurred since 1950. Initially television's
effect on radio’s revenues was devastating.
The medium began to recoup its losses
when it shifted from its reliance on the net-
works and national advertisers to local
businesses. Today 70 percent of radio’s rev-
enues come from local spot sales as com-
pared to half that figure in 1948.

By targeting specific audience demo-
graphics, the industry remained solvent. In
the 1980s, a typical radio station earned fifty
thousand dollars annually in profits. As the

medium regained its footing after the stag-
gering blow administered it by television, it
experienced both peaks and valleys finan-
cially. In 1961, for example, the FCC re-
ported that more radio stations recorded
losses than in any previous period since it
began keeping records of such things. Two
years later, however, the industry happily
recorded its greatest profits ever. In 1963
the medium’s revenues exceeded 636 mil-
lion dollars. In the next few years earnings
would be up 60 percent, surpassing the 1.5
billion mark, and would leap another 150
percent between 1970 and 1980. FM profits
have tripled since 1970 and have signifi-
cantly contributed to the overall industry
figures.

The segment of the industry that has
found it most difficult to stay in the black
is the AM daytimer. These radio stations are
required by the FCC to cease broadcasting
around sunset so as not to interfere with
other AM stations. Of the twenty-three
hundred daytimers in operation, nearly a
third have reported losses at one time or
another over the past decade. The unique
problem facing daytime-only broadcasters
has been further aggravated by FM'’s dra-
matic surge in popularity. The nature of
their license gives daytimers subordinate
status to full-time AM operations, which
have found competing no easy ftrick, es-
pecially in the light of FM’s success. Be-
cause of the lowly status of the daytimer in
a marketplace that has become increasingly
thick with rivals, it is extremely difficult for
these stations to prosper, although some
do very well. Many daytimers have opted
for specialized forms of programming to at-
tract advertisers. For example, religious and
ethnic formats have proven successful.

At this writing a number of proposals to
enhance the status of AM daytimers are
being considered by the FCC. One such
proposal suggests that all qualifying dayti-
mers be allowed to add nighttime opera-
tions at a fixed level of power, such as 500
watts. Many daytirners have begun proce-
dures to extend their operating hours well
into the night.

As a consequence of the formidable ob-
stacles facing the AM daytime operation,
many have been put up for sale, and asking
prices have been alarmingly low.
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Meanwhile, the price for FM stations has
skyrocketed since 1970. Many full-time
metro market AMs have sold for multimil-
lions, for the simple reason that they con-
tinue to appear in the top of their respective
ratings surveys.

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

BUYING AND SELLING

Today brokerage firms handle the sale of
most radio stations. “Wall Street is where
most of the buying and selling of radio out-
lets occurs nowadays. Things have changed
to where stations are sold through lawyers
and brokerage houses more than they are
from broadcaster to broadcaster. Those are
pretty much bygone days, and that is kind
of sad. It’s the ‘three piece suiters’ game in
the 1990s. There is little direct negotiat-
ing—no bargaining between owners over a
drink at the corner pub. Stations are com-
modities to be bought and sold by people
who sometimes have little appreciation or
understanding of what radio is really all
about,” observes Bill Campbell, vice-presi-
dent and general manager, WSNE-FM, Prov-
idence, Rhode Island.

For their services, brokers receive an av-
erage commission of seven to eight percent
on sales, and in some cases they earn ad-
ditional incentives based on the size of the
transaction. In recent years brokers have
been very successful in negotiating large
profits for their clients.

Brokerage firms promote the sale of sta-
tions through ads in industry trade maga-
zines, direct mailings, and appearances at
broadcast conferences. Interested buyers
are provided with all the pertinent data
concerning a station’s geographical loca-
tion, physical holdings, operating parame-
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ters, programming, and income history, as
well as economic, competitive, and demo-
graphic information about the area within
reach of the station’s signal.

Another recent approach to the buying
and selling of radio properties is the auc-
tion method, although this means of selling
a station is perceived by some as a kind of
last resort effort at getting rid of profitless
stations, most of which are AM. (See fig. 1.9

The average price of an AM station in the
late 1980s was four hundred and fifty thou-
sand dollars, with some selling for as little
as a few thousand dollars, while others sold
for several million. In 1986 New York station
WMCA-AM sold for eleven million dollars.

The average price for FM stations is higher
than it is for AM. In the late 1980s the av-

FIGURE 1.9

Many AM stations
have gone up for sale
as the consequence of
a declining audience.
Soon after the FCC re-
laxed its regulations
covering the transfer
of broadcast licenses
in the mid 1980s, auc-
tioneers, such as Balti-
more-based Michael
Fox, attracted atten-
tion with their appli-
cation of the auction
methodology to the
sale of radio stations.
An increasing number
of owners are explor-
ing this option when
considering the sale of
their stations. How-
ever, this approach
does have its critics.
Courtesy Michael Fox
Auctioneers, Inc.

“AUCTION .7

—RADIO STATION—

AIR STUDIO

FEATUCTAOW ST

Michael Fox Auctioneers,

3835 HAYLORS LANE, BALTIMORE, MARYLAND 21208 {301) 653-2000
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Air Concert
“Picked Up"
By Radio Here

Viectrola music, 'playsd into
the alr over a wireless tele-
phone, - was “picked up” by
listeners on the wireleas re-
celving station which was
recently installed here for
patrons interested in wireless
experiments. The concert was
heard Thursday night about
10 o’clock, and continued 20
minutes. Two orchestra num-
bers, a soprano solo-—which
rang pertictlarly bigh, and
clear through -the nr-—'dnd a
juventle “talking plece” con-
stituted {he program.

The musfc was from a Vie-
trola pulled up close to the
transmitter of & wireless tele-
phone in the home of Frank
Conrad, Penn and Peebles
avenués, Wlikinsburg. Mr.
Conrad is & wireless enthusi-
ast and "puts on” thé wireless
concerty” periodically for the
entertainment of the many
people in this district who
bave wireless sets.

Amateur Wireless Sets,
mede by the maker of the

et which s in operation In
our storr. are on sale here
KTOLO0 up.

--1Feat Razemsent

FIGURE 1.10
History-making ad in
1920. Courtesy West-
inghouse Electric.

erage price for an FM station exceeded three
million dollars.

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

RADIO AND GOVERNMENT
REGULATIONS

Almost from the start it was recognized that
radio could be a unique instrument for the
public good. This point was never made
more apparent than in 1912, when a young
wireless operator named David Sarnoff
picked up the distress signal from the sink-
ing Titanic and relayed the message to ships
in the vicinity, which then came to the res-
cue of those still alive. The survivors were
the beneficiaries of the first attempt at reg-
ulating the new medium. The Wireless Ship
Act of 1910 required that ships carrying fifty
or more passengers have wireless equip-
ment on board. Sarnoff’s effective use of the
medium from an experimental station in
New York City’'s Wanamaker Building re-
sulted in the saving of seven hundred lives.

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

Coming on the heels of the Titanic dis-
aster, the Radio Act of 1912 sought to ex-
pand the general control of radio on the
domestic level. The secretary of commerce
and labor was appointed to head the im-
plementation and monitoring of the new
legislation. The primary function of the act
was to license wireless stations and oper-
ators. The new regulations empowered the
Department of Commerce and Labor to im-
pose fines and revoke the licenses of those
who operated outside the parameters set
down by the communications law.

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

As explained earlier, the lack of regula-
tions dealing with interference nearly re-
sulted in the premature end of radio. By
1926 hundreds of stations clogged the air-
ways, bringing pandemonium to the dial.
The Radio Act of 1912 simply did not an-
ticipate radio’s new application. It was the
Radio Act of 1927 that first approached ra-
dio as a mass medium. The Federal Regu-
latory Commision’s five commissioners
quickly implemented a series of actions that
restored the fledgling medium’s health.

The Communications Act of 1934 charged
a seven-member commission with the re-
sponsibility of ensuring the efficient use of
the airways—which the government views
as a limited resource that belongs to the
public and is leased to broadcasters. Over
the years the FCC has concentrated its ef-
forts on maximizing the usefulness of radio
for the public’s benefit. Consequently,
broadcasters have been required to devote
a portion of their airtime to programs that
address important community and na-
tional issues. In addition, broadcasters have
had to promise to serve as a constant and
reliable source of information, while retain-
ing certain limits on the amount of com-
mercial material scheduled.

The FCC has steadfastly sought to keep
the medium free of political bias and spe-
cial-interest groups. In 1949 the commis-
sion implemented regulations making it
necessary for stations that present a view-
point to provide an equal amount of airtime
to contrasting or opposing viewpoints. The
Fairness Doctrine obliged broadcasters “to
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afford reasonable opportunity for the dis-
cussion of conflicting views of public im-
portance.” Later it also stipulated that
stations notify persons when attacks were
made on them over the air.

Although broadcasters generally ac-
knowledge the unique nature of their
business, many have felt that the govern-
ment’s involvement has exceeded reason-
able limits in a society based upon a free
enterprise system. Since it is their money,
time, and energy they are investing, broad-
casters feel they should be afforded greater
opportunity to determine their own pro-
gramming,.

In the late 1970s, a strong movement
headed by Congressman Lionel Van Deerlin
sought to reduce the FCC'’s role in broad-
casting, in order to allow the marketplace
to dictate how the industry conducted it-
self. Van Deerlin actually proposed that the
Broadcast Branch of the commission be
abolished and a new organization with
much less authority created. His bill was
defeated, but out of his and others’ efforts
came a new attitude concerning the gov-
ernment’s hold on the electronic media.

President Reagan’s antibureaucracy, free
enterprise philosophy gave impetus to the
deregulation move already under way when
he assumed office. The FCC, headed by
Chairman Mark Fowler, expanded on the
deregulation proposal that had been initi-
ated by his predecessor, Charles Ferris. The
deregulation decision eliminated the re-
quirement that radio stations devote a por-
tion of their airtime (8 percent for AM and
6 percent for FM) to nonentertainment pro-
gramming of a public affairs nature. In ad-
dition, stations no longer had to undergo
the lengthy process of ascertainment of
community needs as a condition of license
renewal, and guidelines pertaining to the
amount of time devoted to commercial an-
nouncements was eliminated. The rule re-
quiring stations to maintain detailed
program logs was also abolished. A simpli-
fied postcard license renewal form was
adopted, and license terms were extended
from three to seven years. In a further step
the commission raised the ceiling on the
number of broadcast outlets a company or
individual could own—from seven AM,
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seven FM, and seven television stations to
twelve each.

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

The extensive updating of FCC rules and
policy was based on the belief that the mar-
ketplace should serve as the primary reg-
ulator. Opponents of the reform feared that
with their new-found freedom radio sta-
tions would quickly turn their backs on
community concerns and concentrate their
full efforts on fattening their pocketbooks.
Proponents of deregulation applauded the
FCC'’s actions, contending that the listening
audience would indeed play a vital role in
determining the programming of radio sta-
tions, since the medium had to meet the
needs of the public in order to prosper.

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

JOBS IN RADIO

The radio industry employs over one
hundred and twenty thousand people and
the number is certain to grow as many more
stations go on the air. Since 1972 fifty thou-
sand individuals have found full-time em-
ployment in radio. Today, opportunities for
women and minorities are greater than ever.
Radio has until fairly recently been a male-
dominated profession. In 1975 men in the
industry outnumbered women nearly four
to one. But that has changed. Now women
are being hired more than ever before, and
not just for office positions. Women have
made significant inroads into program-
ming, sales, and management positions, and
there is no reason to think that this trend
will not continue. It will take a while, how-
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ever, before an appropriate proportion of
women and minorities are working in the
medium. The FCC's insistence on equal
opportunity employment within the broad-
cast industry and the continued prolifera-
tion of radio facilities make prospects good
for all who are interested in broadcasting
careers.

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

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

Proper training and education are nec-
essary to secure a job at most stations, al-
though many will train people to fill the
less demanding positions. Over a thousand
schools and colleges offer courses in radio

broadcasting, and most award certificates
or degrees. As in most other fields today,
the more credentials a job candidate pos-
sesses, the better he or she looks to a pro-
spective employer.

Perhaps no other profession weighs prac-
tical, hands-on experience as heavily as ra-
dio does. This is especially true in the on-
air area. On the programming side, it is the
individual’s sound that wins the job, not
the degree. However, it is the formal train-
ing and education that usually contribute
most directly to the quality of the sound
that the program director is looking for
when hiring. In reality, only a small per-
centage of radio announcers have college
degrees (the number is growing), but sta-
tistics have shown that those who do stand
a better chance of moving into managerial
positions.

Many station managers look for the col-
lege-educated person, particularly for the
areas of news and sales. Before 1965 the
percentage of radio personnel with college
training was relatively low. But the figure
has gradually increased as more and more
colleges add broadcasting curricula. Thou-
sands of communications degrees are con-
ferred annually, thus providing the radio
industry a pool of highly educated job can-

FIGURE 1.11
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Average Number Average Annual Median Annual Average Starting

Title Fulltime Employment Compensation Compensation Compensation
On-Air

Personality 5 17,445 14,000 15,048
News

Announcer 2 17,910 15,000 15,946
Sports

Reporter 1 19,598 15,000 16,356

didates. Today, college training is a plus
when one is searching for employment in
radio.

The job application or résumé that lists
practical experience in addition to formal
training is most appealing. The majority of
colleges with radio curricula have college
stations. These small outlets provide the as-
piring broadcaster with a golden opportu-
nity to gain some much-needed on-air
experience. Some of the nation’s foremost
broadcasters began their careers at college
radio stations. Many of these same schools
have internship programs that provide the
student with the chance to get important
on-the-job training at professional stations.
Again, experience is experience, and it does
count to the prospective employer. Small
commercial stations often are willing to hire
broadcast students to fill part-time and va-
cation slots. This constitutes “professional”
experience and is an invaluable addition to
the résumé.

Entry-level positions in radio seldom pay
well. In fact, many small market stations
pay near minimum wage. However, the ex-
perience gained at these small-budget op-
erations more than makes up for the small
salaries. The first year or two in radio con-
stitutes the dues-paying period, a time in
which a person learns the ropes. The small
radio station provides inexperienced peo-
ple the chance to become involved in all
facets of the business. Rarely does a new
employee perform only one function. For
example, a person hired to deejay will often
prepare and deliver newscasts, write and
produce commercials, and may even sell
airtime.

In order to succeed in a business as
unique as radio, a person must possess
many qualities, not the least of which are
determination, skill, and the ability to ac-

cept and benefit from constructive criti-
cism. A career in radio is like no other, and
the rewards, both personal and financial,
can be exceptional. “It's a great business,”
says Lynn Christian, president of Century
Entertainment Corporation. “No two days
are alike. After thirty years in radio, I still
recommend it over other career opportun-
ities.”

CHAPTER HIGHLIGHTS

1. The average adult spends three-and-a-
quarter hours per day listening to radio.
Radio is the most available source of en-
tertainment, companionship, and infor-
mation.

2. Guglielmo Marconi is generally consid-
ered the father of radio, although David Sar-
noff is a likely contender.

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

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

5. Early station proliferation led to over-
lapping signals. Signal quality decreased,
as did listenership. The Radio Act of 1927
formed the Federal Radio Commission (FRC),
a five-member board authorized to issue
station licenses, allocate frequency bands,
assign frequencies to individual stations,
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and dictate station power and hours of op-
eration. The FRC established the Standard
Broadcast band (500-1500 kc).

6. Radio prospered during the Depres-
sion by providing cost-free entertainment
and escape from the harsh financial reali-
ties. “Amos 'n’ Andy,” which made its debut
in 1929, was the most popular radio show
in history. President Franklin D. Roosevelt’s
fireside chats began on March 12, 1933. The
Communications Act of 1934 established the
seven-member Federal Communications
Commission (FCC).

7. World War I1 led the FCC to freeze con-
struction of new broadcast outlets; there-
fore, existing AM outlets prospered.

8. Two years after the war’s end, tele-
vision usurped the entertainment leader-
ship.

9. The Bell Lab scientists’ invention of the
transistor in 1948 helped save radio by pro-
viding portability. Music became radio’s
mainstay.

10. The Top 40 radio format, conceived
about the same time as the emergence of
rock music, became the most popular for-
mat with younger audiences.

11. Edwin H. Armstrong developed the
static-free FM band in 1938. The FCC au-
thorized stereo FM broadcasting in 1961,
and in 1965 it separated FM from AM si-
mulcasts in cities with populations in ex-
cess of one hundred thousand. Beautiful
Music was the first popular format on FM,
which relied heavily on automation. The
Progressive format focused on album cuts
rather than Top 40. By the mid-1980s FM
possessed 70 percent of the listening au-
dience.

12. The Corporation for Public Broad-
casting was established in 1967. Three years
later National Public Radio began providing
funding and programming to member sta-
tions. More than eight hundred schools and
colleges hold noncommercial radio licen-
ses.

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

14. Seventy percent of radio’s revenues
come from local spot sales.

15. Brokerage firms handle the sale of
most radio stations. Brokers receive a com-

mission of between seven and eight percent
on sales.

16.In 1949 the FCC formulated the Fair-
ness Doctrine, which obligated broad-
casters to present opposing points of view.
In 1987 the FCC declared the Doctrine un-
constitutional and eliminated it.

17. The radio industry employs over one
hundred and twenty thousand people, with
women and minorities making significant
gains in recent years. A combination of
practical experience and formal training is
the best preparation for a career in broad-
casting.
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Station
Management

NATURE OF THE BUSINESS

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

Frequent turnover of on-air personnel at
small stations is a fact of life. As a conse-
quence, members of the air staff often are
regarded as transients or passers-through
by not only the community but also the
other members of the station’s staff. Less
likely to come and go are a station’s ad-
ministrative and technical staff. Usually they
are not looking toward the bright lights of
the bigger markets, since the town in which
the station is located is often home to them.
A small station’s sales department may ex-
perience some turnover but usually not to
the degree that the programming depart-
ment does. Salespeople also are likely to
have been recruited from the ranks of the
local citizenry, whereas air personalities
more typically come from outside the com-
munity.

Running a station in a small market pre-
sents its own unique challenges (and it

should be noted that half of the nation’s
radio outlets are located in communities
with fewer than twenty-five thousand res-
idents), but stations in larger markets are
typically faced with stiffer competition and
fates that often are directly tied to ratings.
In contrast to station WXXX in the small
Maine community, where the closest other
station is fifty miles away and therefore no
competitive threat, an outlet located in a
metropolitan area may share the airwaves
with thirty or more other broadcasters.
Competition is intense, and radio stations
in large urban areas usually succeed or fail
based upon their showing in the latest lis-
tener surveys. The metro market station
manager must pay close attention to what
surrounding broadcasters are doing, while
striving to maintain the hest product pos-
sible in order to retain a competitive edge
and prosper.

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

In the 1980s deregulation actions de-
signed to unburden the broadcaster of what
has been regarded by many as unreason-
able government intervention have made the
life of the station manager somewhat less
complicated. Nevertheless, the government
continues to play an important role in
American radio, and managers who value
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FIGURE 2.1 -
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their license wisely invest energy and effort
in fulfilling federal conditions. After all, a
radio station without a frequency is just a
building with a lot of expensive equipment.

The listener’s perception of the radio
business, even in this day and age when
nearly every community with a small busi-
ness district has a radio station, is often
unrealistic. The portrayal by film and tele-
vision of the radio station as a hotbed of
zany characters and bizarre antics has
helped foster a misconception. This is not
to suggest that radio stations are the most
conventional places to work. Because it is
the station’s function to provide entertain-
ment to its listeners, it must employ cre-

ative people, and where these people are
gathered, be it a small town or a large city,
the atmosphere is sure to be charged. “The
volatility of the air staff’s emotions and the
oscillating nature of radio itself actually dis-
tinguishes our business from others,” ob-
serves J. Salter, general manager, WFKY,
Frankfort, Kentucky.

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

The complex internal and external fac-
tors that derive from the unusual nature of
the radio business make managing today’s
station a formidable challenge. Perhaps no
other business demands as much from its
managers. Conversely, few other businesses
provide an individual with as much to feel
good about. It takes a special kind of person
to run a radio station.

THE MANAGER AS CHIEF
COLLABORATOR

There are many schools of thought con-
cerning the approach to managing a radio
station. For example, there are the standard
X, Y, and Z models or theories of manage-
ment. The first theory embraces the idea
that the general manager is the captain of
the vessel, the primary authority, with sol-
emn, if not absolute, control of the decision-
making process. The second theory casts
the manager in the role of collaborator or
senior advisor. The third theory forms a hy-
brid of the preceding two; the manager is
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both coach and team player, or chief col-
laborator. Of the three models, broadcast
managers tend to favor the third approach.

Lynn Christian, who has served as gen-
eral manager of several radio stations, pre-
ferred working for a manager who used the
hybrid model rather than the purely au-
thoritarian model. “Before I entered upper
management, I found that I performed best
when my boss sought my opinion and del-
egated responsibility to me. I believe in de-
partment head meetings and the full
disclosure of projects within the top orga-
nization of the station. If you give someone
the title, you should be prepared to give
that person some authority, too. I respect
the integrity of my people, and if I lose it,
I replace them quickly. In other words, ‘You
respect me, and I'll respect you,’ is the way
I have always managed.”

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

Jim Arcara, presidentradio, Capitol Cit-
ies/ABC, Inc,, also is an advocate of the hy-
brid management style. “It’s a reflection of
what is more natural to me as well as my
company. Employees are capable of making
key decisions, and they should be given the
opportunity to do so. An effective manager
also delegates responsibility.”

As a station manager, Randy Lane of
WABB finds that a collaborative atmosphere
is more productive. “My basic management
philosophy involves conferencing with de-
partment heads before making any deci-
sions. I believe in involving members of the
staff in solving problems that affect the
workplace. The team strategy has always
worked best for me.”

The manager/collaborator approach has
gained in popularity in the past two dec-
ades. Radio functions well in a teamlike at-
mosphere. Since practically every job in the
radio station is designed to support and
enhance the air product, establishing a
connectedness among what is usually a
small band of employees tends to yield the
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best results, contends Jane Duncklee, gen-
eral manager, WBOS-FM, Boston. “I strongly
believe that employees must feel that they
are a valid part of what is happening and
that their input has a direct bearing on those
decisions which affect them and the op-
eration as a whole. I try to hire the best
people possible and then let them do their
jobs with a minimum of interference and a
maximum of support.”

Marlin R. Taylor, founder and creative di-
rector of Bonneville Broadcasting System
and former manager of several major mar-
ket radio outlets, including WRFM, New
York, and WBCN, Boston, believes that the
manager using the collaborative system of
management gets the most out of employ-
ees. “When a staff member feels that his or
her efforts and contributions make a dif-
ference and are appreciated, that person
will remain motivated. This kind of em-
ployee works harder and delivers more.
Most people, if they enjoy the job they have
and like the organization they work for, are
desirous of improving their level of perfor-
mance and contributing to the health and
well-being of the station. I really think that
many station managers should devote even
more time and energy to people develop-
ment.”

Paul Aaron, general manager of KFBK/
KAER, Sacramento, California, believes that
managers must first assert their authority,
that is, make it clear to all that they are in
charge, before the transition to collaborator

FIGURE 2.2

WSNE-FM General
Manager Bill Campbell
meets on a regular ba-
sis with members of
his staff. Like most
successful managers,
he maintains good
communications with
station personnel.
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FIGURE 2.3

Typical classified ad
for a station manager
in an industry trade

magazine.

can take place. “It's a sort of process or
evolution. Actually, when you come right
down to it, any effective management ap-
proach includes a bit of both the authori-
tarian and collaborative concepts. The
situation at the station will have a direct
impact on the management style I person-
ally deem most appropriate. As the saying
goes, ‘different situations call for different
measures.” When assuming the reins at a
new station, sometimes it’s necessary to take
a more dictatorial approach until the or-
ganization is where you feel it should be.
Often a lot of cleanup and adjustments are
necessary before there can be a greater de-
gree of equanimity. Ultimately, however,
there should be equanimity.”

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

WHAT MAKES A MANAGER

As in any other profession, the road to the
top is seldom a short and easy one. It takes
years to get there, and dues must be paid
along the way. To begin with, without a

HELP WANTED—GENERAL MANAGER

Broadcast Group looking for superb talent, not
promises. Successful candidate must be college
educated, have outstanding references, be self-
motivated, and possess leadership qualities. Must
also be sales, programming, and bottom line ori-
ented. Send résumé and letter stating your goals,
starting salary, management philosophy, and how
you can achieve a position of sales and ratings
dominance in our growing company. Send re-
sponse to Box 22.
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genuine affection for the business and a
strong desire to succeed, it is unlikely that
the position can ever be attained. Further-
more, without the proper training and ex-
perience the top job will remain elusive. So
then what goes into becoming a radio sta-
tion manager? First, a good foundation is
necessary. Formal education is a good place
to start. Hundreds of institutions of higher
learning across the country offer programs
in broadcast operations. The college degree
has achieved greater importance in radio
over the last decade or two and, as in most
other industries today, it has become a
standard credential for those vying for man-
agement slots. Anyone entering broadcast-
ing in the 1980s with aspirations to operate
a radio station should acquire as much for-
mal training as possible. Station managers
with master’s degrees are not uncommon.
However, a bachelor’s degree in commu-
nications gives the prospective station
manager a good foundation from which to
launch a career.

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

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

Jane Duncklee of WBOS-FM began her
ascent to station management by logging
commercials for airplay and eventually
moved into other areas. “For the past sev-
enteen years [ have been employed by
Champion Broadcasting Systems. During
that time I have worked in every depart-
ment of the radio station from traffic, where
I started, to sales, programming, engineer-
ing, and finally management on both the
local and corporate levels.”
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Many radio station managers are re-
cruited from the sales area rather than pro-
gramming. Since the general manager’s
foremost objective is to generate a profit,
station owners usually feel more confident
in hiring someone with a solid sales or busi-
ness background. Consequently, three out
of four radio managers have made their liv-
ing at some point selling airtime. It is a
widely held belief that this experience best
prepares an individual for the realities en-
countered in the manager’s position. “I
spent over a decade and a half in media
sales before becoming a station manager.
In fact, my experience on the radio level
was exclusively confined to sales and then
for only eight months. After that I moved
into station management. Most of my radio-
related sales experience took place on the
national level with station rep companies,”
recalls Norm Feuer, executive vice presi-
dent of Noble Broadcasting.

KAAY’s Carl Evans holds that a sales back-
ground is especially useful, if not necessary,
to general managers. “I spent a dozen years
as a station account executive, and prior to
entering radio I represented various prod-
uct lines to retailers. The key to financial
success in radio exists in an understanding
of retailing.”

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

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

The programmer’s role is considered by
many in the industry to be more an artistic
function than one requiring a high degree
of business savvy. However accurate or in-
accurate this assessment is, the resuit is
that fewer managers are hired with back-
grounds exclusively confined to program-
ming duties. Programmers have reason to
be encouraged, however, since a trend in
favor of hiring program directors has sur-
faced in the 1980s, and predictions suggest
that it will continue.

The most attractive candidate for a sta-
tion management position is the one whose
experience has involved both programming
and sales responsibilities. No general man-
ager can fully function without an under-
standing and appreciation of what goes into
preparing and presenting the air product,
nor can he or she hope for success without
a keen sense of business and finance.

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

THE MANAGER’S DUTIES AND
RESPONSIBILITIES

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

Bill Campbell, general manager of WSNE-
FM, Providence, Rhode Island, says that the
theme that runs throughout Tom Peters'’s
book In Search of Excellence is one that is
relative to the station manager’s task. “The
idea in Peters’s book is that you must make
the customer happy, get your people in-
volved, and get rid of departmental waste
and unnecessary expenditures. A station
should be a lean and healthy organism.”

Station managers generally must them-
selves answer to a higher authority. The ma-
jority of radio stations, roughly 90 percent,
are owned by companies and corporations
which both hire the manager and establish
financial goals or projections for the station.
It is the station manager’s job to see that
corporate expectations are met and, ideally,
exceeded. Managers who fail to operate a
facility in a way that satisfies the corporate
hierarchy may soon find themselves look-
ing for another job.

Fewer than 10 percent of the nation’s sta-
tions are owned by individuals or partner-
ships. At these radio outlets the manager
still must meet the expectations of the sta-
tion owner(s). In some cases, the manager
may be given more latitude or responsibility
in determining the station’s fate, while in
others the owner may play a greater role in
the operation of the station.

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

Hiring and retaining good people is an-
other key managerial function. “You have
some pretty delicate egos to cope with in
this business. Radio attracts some very
bright and highly talented people, some-
times with erratic temperaments. Keeping
harmony and keeping people are among
the foremost challenges facing a station
manager,” claims Noble’s Norm Feuer.

Carl Evans of KAAY-AM/FM agrees with
Feuer, adding “Once you hire the best per-
son for the job, and that is no easy task,
you must be capable of inspiring that per-
son to do his or her best. Actually, if you
are unable to motivate your people, the sta-
tion will fail to reach its potential. Hire the
best people you can and nurture them.”

As mentioned earlier, managers of small
market radio stations are confronted with
a unique set of problems when it comes to
hiring and holding onto qualified people,
especially on-air personnel. “In our case,
finding and keeping a professional-sound-
ing staff with our somewhat limited budget
is an ongoing problem. This is true at most
small market stations, however,” observes
WFKY'’s I. G. Salter.

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

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

While managers of small market stations
must wrestle with the problems stemming
from dimunitive budgets and high em-
ployee turnover, those at large stations must
grapple with the difficulties inherent in
managing larger budgets, bigger staffs, and,
of course, stiffer competition. “It’s all rela-
tive, really. While the small town station gives
the manager turnover headaches, the met-
ropolitan station manager usually is caught
up in the ratings battle, which consumes
vast amounts of time and energy. Of course,
even larger stations are not immune to
turnover,” observes KGLD’s Bremkamp.

It is up to the manager to control the
station’s finances. A knowledge of book-
keeping and accounting procedures is nec-
essary. “You handle the station’s purse-
strings. An understanding of budgeting is
an absolute must. Station economics is the
responsibility of the GM. The idea is to con-
trol income and expenses in a way that
yields a sufficient profit,” says Roger Ingram
of WZPL.

The manager allocates and approves
spending in each department. Heads of de-
partments must work within the budgets
they have helped establish. Budgets gen-
erally cover the expenses involved in the
operation of a particular area within the
station for a specified period of time, such
as a six- or twelve-month period. No man-
ager wants to spend more than is absolutely
required. A thorough familiarity with what
is involved in running the various depart-
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ments within a station prevents waste and
overspending. “A manager has to know what
is going on in programming, engineering,
sales, actually every little corner of the sta-
tion, in order to run a tight ship and make
the most revenue possible. Of course, you
should never cut corners simply for the sake
of cutting corners. An operation must spend
in order to make. You have to have effective
cost control in all departiments. That doesn't
mean damaging the product through un-
dernourishment either,” says KAAY's Evans.

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

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

In a fast-moving, dynamic industry like
radio, where both cultural and technolog-
ical innovations have an impact on the way
a station operates, the manager must stay
informed and keep one eye toward the fu-
ture. Financial projections must be based
on data that include the financial impli-
cations of prospective and predicted events.
An effective manager anticipates change and
develops appropriate plans to deal with it.
Industry trade journals (Broadcasting, Ra-
dio and Records, Advertising Age, Radio Only)
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FIGURE 2.4
Organizational struc-
ture of a small market
radio station.

and conferences conducted by organiza-
tions such as the National Association of
Broadcasters, and the Radio Advertising
Bureau help keep the station manager in-
formed of what tomorrow may bring.
Station consultants and ‘“rep compa-
nies,” which sell local station airtime to na-
tional advertising agencies, also support the
manager in his efforts to keep on top of
things. “A station manager must utilize all
that is available to stay in touch with what'’s
out there. Foresight is an essential ingre-
dient for any radio manager. Hindsight is
not enough in an industry that operates
with one foot in the future,” says Lynn
Christian, who summarizes the duties and
responsibilities of a station manager: “To
me the challenges of running today’s radio
station include building and maintaining
audience ratings, attracting and keeping
outstanding employees, increasing gross
revenues annually, and creating a positive
community image for the station—not nec-
essarily in that order.” KGLD’s Bremkamp
is more laconic. “It boils down to one sen-
tence: Protect the license and turn a profit.”

ORGANIZATIONAL STRUCTURE

Radio stations come in all sizes and gen-
erally are classified as being either small,
medium, or large (metro) market outlets.

The size of the community that a staticn
serves usually reflects the size of its staff.
That is to say, the station in a town of five
thousand residents may have as few as six
full-time employees. It is a question of eco-
nomics. However, some small market radio
outlets have staffs that rival those of larger
market stations because their income war-
rants it. Few small stations earn enough to
have elaborate staffs, however. Qut of finan-
cial necessity, an employee may serve in
several capacities. The station’s manager
also may assume the duties of sales man-
ager, and announcers often handle news
responsibilities. Meanwhile, everyone, in-
cluding the station’s secretary, may write
commercial copy. The key word at the small
station is flexibility, since each member of
the staff is expected to perforrn numerous
tasks.

Medium market stations are located in
more densely populated areas. An outlet in
a city with a population of between one
hundred thousand and a half million may
be considered medium sized. Albany, New
York; Omaha, Nebraska; and Albuquerque,
New Mexico are typical medium markets.
Greater competition exists in these mar-
kets, more than in the small market where
only one or two stations may be vying for
the listening audience. Each of the medium
markets cited have over a dozen stations.

The medium market radio station aver-

Owner

General Manager

[

—

Sales Manager Program

Director

Chief Engineer

Office/Clerical

Traffic/Billing

—

News Director

Salespeople

Announcers
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ages twelve to twenty employees. While an
overlapping of duties does occur even in
the larger station, positions usually are more
limited to specific areas of responsibility.
Seldom do announcers substitute as news-
people. Nor do sales people fill airshifts as
is frequently the case at small outlets. (Reex-
amine fig. 1.10, a medium market flow chart.)

Large (also referred to as “major” or
“metro”) market radio stations broadcast in
the nation’s most populated urban centers.
New York, Los Angeles, and Chicago rank
first, second, and third, respectively. The
top twenty radio markets also include cities
such as Houston, Philadelphia, Boston, De-
troit, and San Francisco. Competition is
greatest in the large markets, where as many
as seventy stations may be dividing the au-
dience pie.
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Major market stations employ as many
as fifty to sixty people and as few as twenty,
depending on the nature of their format.
Stations relying on automation, regardless
of the size of their market, usually employ
fewer people.

What follows are brief descriptions of de-
partment head duties and responsibilities.
They are expanded upon in later chapters.
These individuals are regarded as station
middle management and generally report
directly to the station’s manager.

Operations Manager

Second only to the general manager in level
of authority, the operations manager is
sometimes considered the station’s assis-

Owners
General
Manager/
Vice
President
Business
Secretary Manager
Station/
| Operations
Receptionist Manager
Sales Program Chief
Manager l Director Engineer ]
Promotion
Director
. Public
Sales- Production | NGLE Affairs/ Technicians H
people Manager Director Director
. Building
Sports Music .
Copy Announcersmil pirector Director A:‘:':Lt:- i
TF Traffic Traffic-Copy News- .
Billing  |— Manager Secretary j people Assistant
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FIGURE 2.5
Organizational struc-
ture of a larger mar-
ket radio station.
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tant manager. The operations manager’s
duties include:

* Supervising administrative (office) staff

* Helping to develop station policies and
see that they are implemented

* Handling departmental budgeting

* Keeping abreast of government rules and
regulations pertaining to entire operation

* Working as the liaison with the commu-
nity to ensure that the station provides
appropriate service and maintains its

“good guy” image

Duties tend to be more skewed toward
programming and may even include the job
of station programmer. In cases such as this,
the operations manager’s duties are de-
signed with a primary emphasis on on-air
operations. Assistant program directors are
commonly appointed to work with the op-
erations manager to accomplish program-
ming goals. Not all stations have established
this position, preferring the department
head to station manager approach.

Program Director

One of the three key department head po-
sitions at a radio station, the program di-
rector is responsible for:

* Developing and executing format

* Hiring and managing air staff

*» Establishing the schedule of airshifts

* Monitoring the station to ensure consis-
tency and quality of product

* Keeping abreast of competition and trends
that may affect programming

* Maintaining the music library

* Complying with FCC rules and regula-

tions

Directing the efforts of the news and pub-

lic affairs areas

Sales Manager

The sales manager's position is a pivotal
one at any radio station, involving:

* Generating station income by directing the
sale of commercial airtime
* Supervising sales staff
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* Working with the station’s rep company
to attract national advertisers

* Assigning lists of retail accounts and local
advertising agencies to salespeople

* Establishing sales quotas

* Coordinating on-air and in-store sales
promotions

* Developing sales materials and rate cards

Chief Engineer

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

* Operating the station within prescribed
technical parameters established by the
FCC

* Purchasing, repairing, and maintaining
equipment

* Monitoring signal fidelity

* Adapting studios for programming needs

* Setting up remote broadcast operations

* Working closely with the programming
department

WHOM MANAGERS HIRE

Managers want to staff their stations with
the most qualified individuals. Their crite-
ria go beyond education and work experi-
ence to include various personality
characteristics. “A strong résumé is impor-
tant, but the type of person is what really
decides it for me. The goal is to hire some-
one who will fit in nicely with the rest of
the station’s members. A station is a bit like
a family in that it is never too large and
people are in fairly close contact with one
another. Integrity, imagination, intelli-
gence, and a desire to succeed are the basic
qualities that I look for when hiring,” says
Christopher Spruce, general manager of
WZON-AM, Bangor, Maine, a station that is
owned by novelist Stephen King. (The “ZON”
in the call letters was adopted from the 1960s
television program “Twilight Zone.”)
Ambition and a positive attitude are at-
tributes that rank high among most man-
agers. “People with a sincere desire to be
the best, to win, are the kind who really
bolster an operation. Our objective at Via-
com is to be number one at what we do,
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so any amount of negativity or compla-
cency is viewed as counterproductive,” says
Norm Feuer. Lynn Christian, who once
served as Feuer’s boss while manager of a
Miami radio station, says that competitive-
ness and determination are among the
qualities he, too, looks for, and adds loyalty
and dedication to the list. “Commitment to
the station’s philosophy and goals must ex-
ist in every employee or there are soft spots
in the operation. In today’s marketplace you
have to operate from a position of strength,
and this takes a staff that is with you all the
way.”

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

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

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

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

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

Other personal qualities that managers
look for in employees are patience, enthu-
siasm, discipline, creativeness, logic, and
compassion. “You look for as much as you
can during the interview and, of course, fill
in the gaps with phone calls to past em-
ployers. After that, you hope that your de-
cision bears fruit,” says WZON'’s Spruce.

THE MANAGER AND THE PROFIT
MOTIVE

Earlier we discussed the unique nature of
the radio medium and the particular chal-
lenges that face station managers as a con-
sequence. Radio, indeed, is a form of “show
business,” and both words of the term are
particularly applicable since the medium is
at once stage and store. Radio provides en-
tertainment to the public and, in turn, sells
the audience it attracts to advertisers.

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

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

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

The pursuit of profits forces the station
manager to employ the programming for-
mat that will yield the best payday. In sev-
eral markets certain formats, such as
classical and jazz, which tend to attract lim-
ited audiences, have been dropped in favor
of those which draw greater numbers. In
some instances, the actions of stations have
caused outcries by unhappy and disen-
franchised listeners who feel that their pro-
gramming needs are being disregarded.
Several disgruntled listener groups have
gone to court in an attempt to force stations
to reinstate abandoned formats. Since the
government currently avoids involvement
in programming decisions, leaving it up to
stations to do as they see fit, little has come
of their protests.

The dilemma facing today’s radio station
manager stems from the complexity of hav-
ing to please numerous factions while still
earning enough money to justify his or her
continued existence at the station. Marlin
Taylor has suggested that stations reinvest
more of their profits as a method of up-
grading the overall quality of the medium.
“Overcutting can have deleterious effects. A
station can be too lean, even anemic. In
other words, you have to put something in
to get something out. Too much draining
leaves the operation arid and subject to crit-
icism by the listening public. It behooves
the station manager to keep this thought in
mind and, if necessary, impress it upon
ownership. The really successful opera-
tions know full well that money has to be
spent to nurture and develop the kind of

product that delivers both impressive fi-
nancial returns and listener praise.”

While it is the manager who must deal
with bottom-line expectations, it is also the
manager who is expected to maintain prod-
uct integrity. The effective manager takes
pride in the unique role radio plays in so-
ciety and does not hand it over to adver-
tisers, notes KGLD’s Bremkamp. “You have
to keep close tabs on your sales depart-
ment. They are out to sell the station, some-
times one way or the other. Overly zealous
salespeople can, on occasion, become in-
sensitive to the station’s format in their quest
for ad dollars. Violating the format is like
mixing fuel oil with water. You may fill your
tank for less money, but you're not likely to
get very far. The onus is placed on the man-
ager to protect the integrity of the product
while making a dollar. Actually, doing the
former usually takes care of the latter.”

Conscientious station managers' are
aware of the obligations confronting them,
and sensitive to the criticism that crass
commercialism can produce a desert or
“wasteland” of bland and uninspired pro-
gramming. They are also aware that while
gaps and voids may exist in radio program-
ming and that certain segments of the pop-
ulation may not be getting exactly what they
want, it is up to them to produce enough
income to pay the bills and meet the own-
ership’s expectations.

THE MANAGER AND THE
COMMUNITY

In the early 1980s, the FCC reduced the
extent to which radio stations must become
involved in community affairs. Ascertain-
ment procedures requiring that stations
determine and address community issues
have all but been eliminated. If a station
chooses to do so, it may spin the hits twenty-
four hours a day and virtually divorce itself
from the concerns of the community. How-
ever, a station that opts to function inde-
pendently of the community to which it is
licensed may find itself on the outside look-
ing in. This is especially true of small mar-
ket stations which, for practical business
reasons, traditionally have cultivated a
strong connection with the community.
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INCOME STATEMENT

FEB PERIOD, 1985

BUDGET % THIS YEAR % LAST YEAR BUTGET THIS YEAR % LAST YEAR

REVENUE

83,600 80.0 71,505 111.2 64,321 LOCAL SALES 171,608 85.5 137,226 104.1 131,763

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

OPERATING EXPENSES

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

8,690 28.7 2,379 .0 NEWS 17,380 27.4 4,993 .0

15,480 56.0 7,183 .0 ADMINISTRATIVE L9650 46, 17,35 .0

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

45,803 100.3 62,477 65.1 95,997 OPERATING INCOME 99,691 136.4 99,998 51.9 192,526

)
.
‘\O

9,200 86.8 6,443 R OTHER EXPENSES 18,400 70. 5

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

1 L1 PROVISION FOR TaxES .1 1

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

A station manager is aware that it is im-
portant to the welfare of his or her orga-
nization to behave as a good citizen and
neighbor. While the sheer number of sta-
tions in vast metropolitan areas makes it
less crucial that a station exhibit civic-
mindedness, the small market radio outlet
often finds that the level of business it gen-
erates is relative to its community involve-
ment. Therefore, maintaining a relationship
with the town leaders, civic groups, and
religious leaders, among others, enhances
a station’s visibility and status and ulti-
mately affects business. No small market
station can hope to operate autonomously
and attract the majority of local advertisers.
Stations that remain aloof in the commu-
nity in which they broadcast seldom realize
their full revenue potential.

Cognizant of the importance of fostering
an image of goodwill and civic-mindedness,
the station manager seeks to become a
member in good standing in the commu-

nity. Radio managers often actively partic-
ipate in groups or associations, such as the
local Chamber of Commerce, Jaycees, Ki-
wanis, Rotary Club, Optimists, and others,
and encourage members of their staff to
become similarly involved. The station also
strives to heighten its status in the com-
munity by devoting airtime to issues and
events of local importance and by making
its microphones available to citizens for dis-
cussions of matters pertinent to the area.
In so doing, the station becomes regarded
as an integral part of the community, and
its value grows proportionately.

Surveys have shown that over a third of
the managers of small market radio stations
are native to the area their signal serves.
This gives them a vested interest in the
quality of life in their community and mo-
tivates them to use the power of their me-
dium to further improve living conditions.

Medium and large market station man-
agers realize, as well, the benefits derived
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Station’s income state-
ment containing bud-
get. The station
manager must be ad-
ept at directing station
finances.
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from participating in community activities.
“If you don't localize and take part in the
affairs of the city or town from which you
draw your income, you're operating at a
disadvantage. You have to tune in your au-
dience if you expect them to do likewise,”
says KGLD’s Bremkamp.

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

THE MANAGER AND THE
GOVERNMENT

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

The manager delegates responsibilities to
department heads who are directly in-
volved in the areas affected by the com-
mission’s regulations. For example, the
program director will attend to the legal
station identification, station logs, program
content, and a myriad of other concerns of
interest to the government. Meanwhile, the
chief engineer is responsible for meeting
technical standards, while the sales man-
ager is held accountable for the observance
of certain business and financial practices.
Other members of the station also are as-
signed various responsibilities applicable to
the license. Of course, in the end it is the
manager who must guarantee that the sta-
tion’s license to broadcast is, indeed, pro-
tected.

Contained in Title 47, Part 73 of the Code
of Federal Regulations (CFR) are all the rules
and regulations pertaining to radio broad-
cast operations. The station manager keeps
the annual update of this publication ac-

cessible to all those employees involved in
maintaining the license. A copy of the CFR
may be obtained through the Superintend-
ent of Documents, Government Printing Of-
fice, Washington, D.C. 20402. A modest fee
is charged. Specific inquiries concerning the
publication can be addressed to the Direc-
tor, Office of the Federal Register, National
Archives and Records Service, General Serv-
ices Administration, Washington, D.C. 20408.

To give an idea of the scope of this doc-
ument, as well as the government’s dicta
concerning broadcasters, the CFR’s index
to radio broadcast services is included as
an appendix to this chapter. Immediately
apparent from a perusal of the index is the
preponderance of items that come under
the auspices of the engineering depart-
ment. Obviously, the FCC is concerned with
many areas of radio operation, but its focus
on the technical aspect is prodigious. Many
other items involve programming and sales,
and, of course, responsibilities, also overlap
into other areas of the station.

To reiterate, although the station man-
ager shares the duties involved in comply-
ing with the FCC'’s regulations with other
staff members, he holds primary respon-
sibility for keeping the station out of trouble
and on the air.

In chapter 1 it was noted that many of
the rules and regulations pertaining to the
daily operation of a radio station have
undergone revision or have been rescinded.
Since the CFR is published annually, certain
parts may become obsolete during that pe-
riod. John E. Byrne, director of the Office of
the Federal Register, suggests that the Fed-
eral Register, from which the CFR derives
its information, be consulted monthly.
“These two publications must be used to-
gether to determine the latest version of any
given rule,” says Byrne. A station may sub-
scribe to the Federal Register or visit the
local library.

Since the FCC may, at any time during
normal business hours, inspect a radio sta-
tion to see that it is in accord with the rules
and regulations, a manager makes certain
that everything is in order. An FCC inspec-
tion checklist is contained in the CFR, and
industry organizations, such as the Na-
tional Association of Broadcasters (NAB),
provide member stations with similar
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checklists. Occasionally, managers run mock
inspections in preparation for the real thing.
A state of preparedness prevents embar-
rassment and problems.

THE MANAGER AND UNIONS

The unions most active in radio are the
American Federation of Television and
Radio Artists (AFTRA), the National Asso-
ciation of Broadcast Employees and Tech-
nicians (NABET), and the International
Brotherhood of Electrical Workers (IBEW).
Major market radio stations are the ones
most likely to be unionized. The over-
whelming majority of American stations are
nonunion, and, in fact, in the 1980s union
membership declined.

Dissatisfaction with wages and benefits,
coupled with a desire for greater security,
often are what motivate station employees
to vote for a union. Managers seldom en-
courage the presence of a union since many
believe that unions impede and constrict
their ability to control the destiny of their
operations. However, a small percentage of
managers believe that the existence of a
union may acutally stabilize the working
environment and cut down on personnel
turnover.

It is the function of the union to act as a
bargaining agent working in “good faith”
with station employees and management
to upgrade and improve working condi-
tions. The focus of union efforts usually is
in the areas of salary, sick leave, vacation,
promotion, hiring, termination, working
hours, and retirement benefits, among oth-
ers.

A unionized station appoints or elects a
shop steward who works as a liaison be-
tween the union, which represents the em-
ployees, and the station’s management.
Employees may lodge complaints or griev-
ances with the shop steward, who will then
review the union'’s contract with the station
and proceed accordingly. Station managers
are obliged to work within the agreement
that they, along with the union, helped for-
mulate.

As stated, unions are a fact of life in many
major markets. They are far less prevalent
elsewhere, although unions do exist in some
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FIGURE 2.7A
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NAB.
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FIGURE 2.7C

NAB radio member-
ship application.
Courtesy NAB.

= = L
RADIO APPLICATION

We hereby apply for Radio membership in the NAB and agree
to abide by the Bylaws of the Association as described on the
reverse side.

Call Letters AM Frequency
FM Frequency
Commercial Yes No
LICENSEE:
Licensee
City of Licensee State
EXECUTIVE IN CHARGE:
Executive
Title
MAILING/LOCATION INFORMATION:
Mail:

Street/Post Office

City/State Zip
UPS:

Street

City/State Zip
Phone: ()

GROUP OWNERSHIP INFORMATION:
Group Name
Group Address

MONTHLY DUES: (See reverse side)

Monthly Dues $

Member Plaque @$3500 §

Total Enclosed $

Credit Card Exp.

Card #

Please contact this station on behalf of TARPAC — Television And
Radio Political Action Commiittee. _____ Yes
Signature

Executive in Charge
Title Date
Regional Manager

7/88

National Association of
Broadcasters

1771 N Street, N\W.
Washington, D.C. 20036
(202) 429-5400

medium and even small markets. Most small
operations would find it impractical, if not
untenable, to function under a union con-
tract. Union demands would quite likely
cripple most marginal or small profit op-
erations.

Managers who extend employees every
possible courtesy and operate in a fair and
reasonable manner are rarely affected by
unions, whose prime objective is to protect
and ensure the rights of station workers.

THE MANAGER AND INDUSTRY
ASSOCIATIONS

Every year the National Association of Broad-
casters (NAB) and a variety of specialized
and regional organizations conduct con-
ferences and seminars intended to gener-
ate industry awareness and unity. At these
gatherings, held at various locations
throughout the country, radio managers and
station personnel exchange ideas and share
experiences, which they bring back to their
stations.

The largest broadcast industry trade or-
ganization is the National Association of
Broadcasters, which was originally con-
ceived out of a need to improve operating
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conditions in the 1920s. Initially only a
lobbying organization, the NAB has main-
tained that focus while expanding consid-
erably in scope. The primary objective of
the organization is to support and promote
the stability and development of the in-
dustry.

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

Dozens of other broadcast trade organi-
zations focus their attention on specific
areas within the radio station, and regional
and local broadcast organizations are nu-
merous. Listed below is a partial rundown
of national organizations that support the
efforts of radio broadcasters. A more com-
prehensive list may be found in Broadcast-
ing Yearbook, the definitive industry
directory, or by consulting local area direc-
tories.
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National Association of Broadcasters—1771
N Street, NW., Washington, D.C. 20036.
Radio Advertising Bureau—304 Park Ave-

nue, New York, NY 10010.

National Association of Farm Broad-
casters—Box 119, Topeka, KS 66601.

American Women in Radio and Tele-
vision—1101 Connecticut Avenue, N.W.,,
Suite 700, Washington, D.C. 20036.

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

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

Clear Channel Broadcasting Service—1776
K Street, N.W,, Washington, D.C. 20006
National Association of Black Owned
Broadcasters—1730 M Street, NW,, Suite

412, Washington, D.C. 20036.

National Religious Broadcasters—CN 1926,
Morristown, NJ 07960.

Radio Network Association—51 E. 42nd
Street, Suite 410, New York, NY 10017.
Radio-Television News Directors Associa-
tion—1717 K Street, N.W, Washington,

D.C. 20006.

Society of Broadcast Engineers—7002 Gra-
ham Road, Suite 118, Indianapolis, IN
46220.

Association of Black Broadcasters—3 E. 4th
Street, Cincinnati, OH 45202.

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

CHAPTER HIGHLIGHTS

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

2. The authoritarian approach to man-
agement implies that the general manager
makes all of the policy decisions. The col-
laborative approach allows the general
manager to involve other station staff in the
formation of policy. The hybrid or chief col-
laborator approach combines elements of
both the authoritarian and collaborative
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management models. The chief collabora-
tor management approach is most preva-
lent in radio today.

3. To attain management status an in-
dividual needs a solid formal education and
practical experience in many areas of sta-
tion operation—especially sales.

4. Key managerial functions include: op-
erating in a manner that produces the
greatest profit, meeting corporate expec-
tations, formulating station policy and
seeing to its implementation, hiring and re-
taining good people, inspiring staff to do
their best, training new employees, main-
taining communication with all depart-
ments to assure an excellent air product,
and keeping an eye toward the future.

5. The operations manager, second only
to the general manager at those stations
that have established this position, super-
vises administrative staff, helps develop and
implement station policy, handles depart-
mental budgeting, functions as regulatory
watchdog, and works as liaison with the
community. The program director is re-
sponsible for format, hires and manages air
staff, schedules airshifts, monitors air prod-
uct quality, keeps abreast of competition,
maintains the music library, complies with
FCC rules, and directs the efforts of news
and public affairs. The sales manager heads
the sales staff, works with the station’s rep
company, assigns account lists to salespeo-
ple, establishes sales quotas, coordinates
sales promotions, and develops sales ma-
terials and rate cards. The chief engineer
operates within the FCC technical param-
eters; purchases, repairs, and maintains
equipment; monitors signal fidelity; adapts
studios for programming needs; sets up re-
mote broadcasts; and works closely with
programming.

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

7. Radio provides entertainment to the
public and, in turn, sells the audience it
attracts to advertisers. It is the station man-
ager who must ensure a profit, but he or
she must also maintain product integrity.
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8. To foster a positive community image,
the station manager becomes actively in-
volved in the community and devotes air-
time to community concerns—even though
the FCC recently reduced a station’s obli-
gation to do so.

9. Although the station manager dele-
gates responsibility for compliance with FCC
regulations to appropriate department
heads, the manager is ultimately respon-
sible for “protecting” the license. Title 47,
Part 73 of the Code of Federal Regulations
contains the rules pertaining to radio
broadcast operations. Updates of regula-
tions are listed monthly in the Federal Reg-
ister-.

10. The American Federation of Tele-
vision and Radio Artists (AFTRA), the Na-
tional Association of Broadcast Employees
and Technicians (NABET), and the Inter-
national Brotherhood of Electrical Workers
(IBEW) are the unions most active in radio.

11. The National Association of Broad-
casters (NAB) and the Radio Advertising Bu-
reau (RAB) are among the largest radio trade
industry organizations.

APPENDIX: CODE OF FEDERAL
REGULATIONS INDEX

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

SUBPART A—AM BROADCAST STATIONS

731  Scope. (All dept. heads)

73.14 AM broadcast definitions. (All)

7321 Classes of AM broadcast channels and sta-
tions. (All)

7322 Assignment of Class II-A stations. (GM, E)

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

7325 Clear channels; Classes I and Il stations. (GM,
E)

73.26 Regional channels; Classes III-A and III-B
stations. (GM, E)

7327 Local channels; Class IV stations. (GM, E)

7328 Assignment of stations to channels. (GM, E)

7329 Class IV stations on regional channels. (GM,
E)

7333

73.35

Antenna systems; showing required. (E)
Multiple ownership. (GM)
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73.37 Applications for broadcast facilities; show-
ing required. (GM, E)

7340 AM transmission system performance re-
quirements. (E)

7344 AM transmission system emission limita-
tions. (E)

7345 AM antenna systems. (E)

7349 AM transmission system installation and
safety requirements. (E)

73.51 Determining operating power. (E)

73.53 Requirements for type acceptance of an-
tenna monitors. (E)

73.54 Antenna resistance and reactance measure-
ments. (E)

7357 Remote reading antenna and common point
ammeters. (E)

73.58 Indicating instruments. (E)

7361 AM directional antenna field measure-
ments. (E)

73.62 Directional antenna system tolerances. (E)

73.66 Remote control authorizations. (E)

7367 Remote control operation. (E)

73.68 Sampling systems for antenna monitors. (E)

73.69 Antenna monitors. (E)

73.72 Operating during the experimental period.
(E)

73.88 Blanketing interference. (E)

7393 AM operator requirements. (E, PD)

7399 Presunrise service authorization (PSRA) and
Postsunset service authorization (PSSA). (E, GM,
PD}

Other Operating Requirements

73127
73128

Use of multiplex transmission. (E, GM, PD)
AM stereophonic broadcasting. (E, PD)
73132 Territorial exclusivity. (PD)

73140 Use of automatic transmission systems
(ATS). (E)

73142 Automatic transmission system facilities.
(E)

73144 Fail-safe transmitter control for automatic
transmission systems. (E)

73146 Automatic transmission system monitor-
ing and alarm points. (E)

73.150 Directional antenna systems. (E)

73151 Field strength measurements to establish
performance of directional antennas. (E)

73.152 Modification of directional antenna data.
(E)

73153 Field strength measurements in support of
applications or evidence at hearings. (E)

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

73157 Special antenna test authorizations. (E)

73158 Directional antenna monitoring points. (E)

73160 Vertical plane radiation characteristics, fl6).
(E)

73.181

73.182

73.183

73.184

73.185

73.186
(E)

Introduction to AM technical standards. (E)
Engineering standards of allocation. (E)
Groundwave signals. (E)

Groundwave field strength charts. (E)
Computation of interfering signal. (E)
Establishment of effective field at one mile.
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73.187 Limitation on daytime radiation. (E)

73.188 Location of transmitters. (E)

73.189 Minimum antenna heights or field strength
requirements. (E)

73190 Engineering charts. (E)

SUBPART B—FM BROADCAST STATIONS

73201 Numerical designation of FM broadcast
channels. (E)

73.202 Table of Allotments. (E, GM)

73.203 Availability of channels. (E, GM)

73.204 International agreements and other re-
strictions of use of channels. (GM, E)

73205 Zones. (E)

73.206 Classes of stations and permissible chan-
nels. (GM, E)

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

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

73.209 Protection from interference. (E)

73211 Power and antenna height requirements.
(E)

73.212 Administrative changes in authorizations.
(E)

73213 Stations at spacings below the minimum
separations. (E)

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

73232 Territorial exclusivity. (GM, PD)

73.239 Use of common antenna site. (E)

73.258 Indicating instruments. (E)

73265 FM operator requirements. (E, PD)

73.267 Determining operating power. (E)

73277 Permissible transmissions. (E)

73.293 Use of FM multiplex subcarriers. (E)

73295 FM subsidiary communications services.
(GM, PD, E)

73.297 FM stereophonic sound broadcasting. (E,
PD)

73.310 FM technical definitions. (E)

73.311 Field strength contours. (E)

73.312 Topographic data. (E)

73.313 Prediction of coverage. (E)

73.314 Field strength measurements. (E)

73.315 Transmitter location. (E)

73.316 FM antenna systems. (E)

73317 Transmission system requirements. (E)

73.318 FM blanketing interference. (E)

73.319 FM multiplex subcarrier technical stand-
ards. (E)

73322 FM stereophonic sound transmission
standards. (E)

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

73333 FM engineering charts. (E)

SUBPART G—EMERGENCY BROADCAST
SYSTEM

Scope and Objectives

73901 Scope of subpart. (GM, PD, E)
73.902 Obijectives of subpart. (GM, PD, E)
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Definitions

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

73904 Licensee. (GM, E)

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

73906 Attention signal. (E, PD)

73.907 Emergency Action Termination. (E, PD)

73.908 EBS Checklist. (PD, E)

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

73910 Authenticator word lists. (PD, E)

73911 Basic Emergency Broadcast System Plan.
(GM, PD, E)

73912 NIAC order. (GM, PD, E)

73913 Emergency Broadcast System Authoriza-
tion. (GM, PD, E)

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

73915 Primary Relay Station (Pri Relay). (GM, PD,
E)

73916 Common Program Control Station (CPCS).
(GM, PD, E)

73917 Originating Primary Relay Station (Orig Pri
Relay). (GM, PD, E)

73918 Non-participating Station {Non-EBS). (GM,
PD, E)

73919 State Relay Network. (GM, PD, E)

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

73.921 State Emergency Broadcast System Oper-
ational Plan. (GM, PD, E)

73.922 Emergency Broadcast System programing
priorities. (GM, PD, E)

Participation

73.926 Participation in the Emergency Broadcast
System. (GM, PD, E)

73.927 Participation by communications common
carriers. (GM, PD, E)

Emergency Actions

73931 Dissemination of Emergency Action Noti-
fication. (GM, PD, E)

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

73933 Emergency Broadcast System operation
during a National level emergency. (GM, PD, E)

Day-to-Day Emergency Operation

73935 Day-to-Day emergencies posing a threat to
the safety of life and property; State Level and
Operational (Local) Area Level Emergency Action
Notification. (GM, PD, E)

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

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

EBS Attention Signal Equipment

73.940 Encoder devices. (E)
73.941 Decoder devices. (E)
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73.942 Acceptability of EBS Attention Signal
equipment. (E)

73.943 Individual construction of encoders and
decoders. (E)

Tests

73961 Tests of the Emergency Broadcast System
procedures. (E, PD)

73962 Closed Circuit Tests of approved National
level interconnecting systems and facilities of the
Emergency Broadcast System. (E)

SUBPART H—RULES APPLICABLE TO ALL
BROADCAST STATIONS

73.1001 Scope. (All dept. heads)

73.1010 Cross reference to rules in other parts.

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

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

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

73.1120 Station location. (GM, E)

73.1125 Station main studio location. (E)

73.1130 Station program origination. (E)

73.1150 Transferring a station. (GM)

73.1201 Station identification. (PD)

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

73.1205 Fraudulent billing practices. (GM, SM)

73.1206 Broadcast of telephone conversations. (PD,
E)

73.1207 Rebroadcasts. (PD)

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

73.1209 References to time. (PD)

731210 TV/FM dual-language broadcasting in
Puerto Rico. (GM, PD)

73.1211 Broadcast of lottery information. (PD, GM)

73.1212 Sponsorship identification; list retention;
related requirements. (GM, PD)

73.1213 Antenna structure, marking and lighting.
(E)
73.1215
(E)
73.1216

Specifications for indicating instruments.

Licensee-conducted contests. (GM, PD)
73.1225 Station inspection by FCC. (GM, PD, E)
73.1226 Availability to FCC of station logs and rec-
ords. (GM, PD, E)
73.1230 Posting of station and operator licenses.
(PD, E)
73.1250
E)
73.1400
73.1410
73.1500
73.1510
73.1515
73.1520
73.1530
73.1540

Broadcasting emergency information. (PD,

Remote control authorizations. (E)
Remote control operation. (E)

Automatic transmission system (ATS). (E)
Experimental authorizations. (E)

Special field test authorizations. (E)
Operation for tests and maintenance. (E)
Portable test stations. [Definition] (E)
Carrier frequency measurements. (E)

73.1545
(E)
73.1550
73.1560
73.1570
(E)
73.1580
73.1590
(E)

73.1610 Equipment tests. (E)

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

73.1620 Program tests. (E)

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

73.1650
(GM, E)

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

73.1665 Main transmitters. (E)

73.1670 Auxiliary transmitters. (E)

73.1675 Auxiliary antennas. (E)

73.1680 Emergency antennas. (E)

73.1690 Modification of transmission systems. (E)

73.1695 Changes in transmission standards. (E)

73.1700 Broadcast day. (GM, PD, E)

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

73.1710 Unlimited time. (GM, PD, E)

73.1715 Share time. (GM, PD, E)

73.1720 Daytime. (GM, PD, E)

73.1725 Limited time. (GM, PD, E)

73.1730 Specified hours. (GM, PD, E)

731735 AM station operation presunrise and
postsunset. (GM, PD, E)

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

73.1745 Unauthorized operation. (GM, PD, E)

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

73.1800 General requirements relating to the sta-
tion log. (GM, PD)

73.1820 Station log. (PD, E)

73.1835 Special technical records. (E)

73.1840 Retention of logs. (PD, E)

73.1850 Public inspection of program logs. (GM,
PD)
73.1860
73.1870
73.1910
73.1920

Carrier frequency departure tolerances.

Extension meters. (E)
Operating power tolerance. (E)
Modulation levels: AM, FM, and TV aural.

Transmission system inspections. (E)
Equipment performance measurements.

International broadcasting agreements.

Transmitter duty operators. (E)

Chief operators. (E)

Fairness Doctrine. (GM, PD)

Personal attacks. (GM, PD)

73.1930 Political editorials. (GM, PD)

73.1940 Broadcasts by candidates for public of-
fice. (GM, PD)

73.2080 Equal employment opportunities. (GM)

73.3500 Application and report forms. (GM, E)

73.3511 Applications required. (GM, E)

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

73.3513 Signing of applications. (GM)

73.3514 Content of applications. (GM)

73.3516 Specification of facilities. (GM)

73.3517 Contingent applications. (GM)

73.3518 Inconsistent or conflicting applications.
(GM)

73.3519

73.3520

73.3522

Repetitious applications. (GM)
Multiple applications. (GM)
Amendment of applications. (GM)
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73.3525 Agreements for removing application
conflicts. (GM)

73.3526 Local public inspection file of commercial
stations. (GM, PD, E)

73.3533 Application for construction permit or
modification of construction permit. (GM, E)

73.3534 Application for extension of construction
permit or for construction permit to replace ex-
pired construction permit. (GM, E)

73.3535 Application to modify authorized but un-
built facilities, or to assign or transfer control of
an unbuilt facility. (GM, E)

73.3536 Application for license to cover construc-
tion permit. (GM, E)

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

73.3538 Application to make changes in an exist-
ing station. (GM, E)

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

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

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

73.3542 Application for temporary or emergency
authorization. (GM, E)

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

73.3544 Application to obtain a modified station
license. (GM, E)

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

73.3549 Requests for extension of authority to op-
erate without required monitors, indicating in-
struments and EBS attention signal devices. (GM,
E)

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

73.3555 Multiple ownership. (GM)

73.3561 Staff consideration of applications requir-
ing Commission action. (GM)

73.3562 Staff consideration of applications not re-
quiring action by the Commission. (GM)

73.3564 Acceptance of applications. (GM)

73.3566 Defective applications. (GM)

73.3568 Dismissal of applications. (GM)

73.3570 AM broadcast station applications involv-
ing other North American countries. (GM)

733571 Processing of AM broadcast station ap-
plications. (GM)

733573 Processing FM broadcast and FM trans-
lator station applications. (GM)

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

73.3580 Local public notice of filing of broadcast
applications. (GM)

73.3584 Petitions to deny. (GM)

73.3587 Procedure for filing informal objections.
(GM)

73.3591 Grants without hearing. (GM)

73.3592 Conditional grant. (GM)

73.3593 Designation for hearing. (GM)

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

73.3597 Procedures on transfer and assignment
applications. (GM)
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73.3598 Period of construction. (GM, E)

73.3599 Forfeiture of construction permit. (GM, E)

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

73.3603 Special waiver procedure relative to ap-
plications. (GM)

73.3605 Retention of applications in hearing sta-
tus after designation for hearing. (GM)

73.3612 Annual employment report. (GM)

73.3613 Filing of contracts. (GM, PD)

73.3615 Ownership reports. (GM)

734000 Listing of FCC policies. (GM, E)

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

734015 Alcoholic beverage advertising. (GM, SM,
PD)

734017 Application processing: Commercial FM
stations. (GM, E)

73.4045 Barter agreements. (GM, SM)

73.4055 Cigarette advertising. (GM, SM)

73.4060 Citizens agreements. (GM, PD)

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

73.4082 Comparative broadcast hearings—spe-
cialized programming formats. (PD)

73.4091 Direct broadcast satellites. (PD, E)

73.4094 Dolby encoder. (E)

73.4095 Drug lyrics. (PD)

734100 Financial qualifications; new AM and FM
stations. (GM)

734102 FAA communications, broadcast of. (E)

734104 FM assignment policies and procedures. ‘

(GM, PD)

734107 FM broadcast assignments, increasing
availability of. (GM, E)

734108 FM transmitter site map submissions. (E)

734110 Format changes of stations. (PD, GM)

734135 Interference to TV reception by FM sta-
tions. (E)

734140 Minority ownership; tax certificates and
distress sales. (GM)

73.4154 Network/AM, FM station affiliation agree-
ments. (GM, PD)

73.4157 Network signals which adversely affect af-
filiate broadcast service. (GM, PD, E)

73.4160 Night time service areas, class II and III
AM stations; computation. (E, GM)

73.4165 Obscene language. (GM, PD)

734170 Obscene lyrics. (GM, PD)

73.4180 Payment disclosure: Payola, plugola, kick-
backs. (GM, PD)

734185 Political broadcasting, the law of. (GM,
PD)

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

734210 Procedure Manual: “The Public and
Broadcasting.” (GM)

73.4215 Program matter: Supplier identification.
(GM, PD)

73.4220 Promise versus performance: Commercial
announcements. (GM, PD, SM)

73.4235 Short spacing assignments: FM stations.
(E)

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

734242 Sponsorship identification rules, appli-
cability of. (SM, PD)
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73.4246 Stereophonic pilot subcarrier use during
monophonic programming. (E)

73.4250 Subliminal perception. (GM, PD)

734255 Tax certificates: Issuance of. (GM)

734260 Teaser announcements. (GM, PD)

734265 Telephone conservation broadcasts (net-
work and like sources). (GM, PD)

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

734267 Time brokerage. (GM)

734275 Tone clusters; audio attention-getting de-
vices. (GM, PD, E)

73.4280 Violation of laws of U.SA. by station ap-
plicants; Commission policy. (GM, PD)
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Programming

PROGRAM FORMATS

Programming a radio station has become
an increasingly complex task. There are
twice the number of stations today com-
peting for the audience’s attention than ex-
isted in the 1960s, and more enter the fray
almost daily. Other media have proliferated
as well, resulting in a further distraction of
radio’s customary audience. The govern-
ment’s laissez-faire, “let the marketplace
dictate,” philosophy concerning commer-
cial radio programming gives the station
great freedom in deciding the nature of its
air product, but determining what to offer
the listener, who is often presented with
dozens of alternatives, involves intricate
planning.

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

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

Adult Contemporary (A/C)

In terms of the number of listeners, Adult
Contemporary was the most popular for-
mat in the 1980s. It is very strong in the
twenty-five to forty-nine age group, which
makes it particularly appealing to advertis-
ers, since this demographic group has the
largest disposable income. Also, some ad-
vertisers spend money on A/C stations sim-
ply because they like the format themselves.
The Adult Contemporary format is also one
of the most effective in attracting women
listeners.

A/C outlets emphasize current (since
1970s} pop standards, sans raucous or pro-
nounced beats—in other words, no hard
rock. Some A/C stations could be described

as soft rockers. However, the majority mix
in enough ballads and easy listening sounds
to justify their title. The main thrust of this
format’s programming is the music. More
music is aired by deemphasizing chatter.
Music is commonly presented in uninter-

rupted sweeps or blocks, perhaps ten to FIGURE 3}-11 h
. . . Format chart shows
twelve minutes in duration, followed by a ¢ popularity of for-

brief recap of artists and song titles. High-
profile morning talent or teams became
popular at A/C stations in the 1980s. Com-
mercials generally are clustered at prede-

mats around the
country. The chart
changes with each rat-
ings sweep. Reprinted
with permission from
Radio and Records.

FORMAT RWEHA .

ach radio market has its own indwidual audience camposition. Because of his, listener format reach can difer from one market 1o
another, and from one region to another A format that may enjoy dominance i One market may be weaker in another one — but
may stil demonstrats overall regional of national strength The National and Reglonal Format Reach Charts on this and Ihe foliow.

ing page outitne listener format reach throughout the US during the Falt ‘87 book

The regions used 1n these charts correspond to those used by R&R s format editors 1o detine their reporting regions Each of Ihe top

100 markets leatured in this edition of the R&R Ratings Report was tallled by is raspective region (using format penetraton dala} to

develop this information The regional numbers were then cembined andt averaged to arrive al the national format numbers shown here

AC 20.7%
CHR 18.4%
Ctry 14.0%
AOR 10.7%] (/"=
BM/Easy 9.7%| /|
UC 8.0% '
NIT 6.4%|
Gold 5.1%
BBnd 2.1%

Rel/CC 1%
Clas .8%)

Misc .6%

NAC 6%
_NAC .6%|

Jazz 1%

d
4

Format Legend
AC-Adull Contemporary, AOR-Album
Onented Rock, BBnd- Big Band, B/EZ-
Bsautiful/Easy Listening, CC-Con
temporary Christian, CHR-Contemp
orary Hit Radio, Clas-Classical, Ctry-
Country, Gold-Oldies. Jazz-Jazz
Misc-Miscellaneous NAC-New AC
News-News N/T-News/Talk, Rel-Re
gious, Span-Spanish, Talk-Talk, UC-
Urban Contemporary
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| ADULT CONTEMPORARY |

w s 2 €@ GLENN FREY/True Love (MCA)
7 u s € PHIL COLLINS/A Groovy Kind Of Love (Atlantic)
w o s @ STEVE WINWOOD/Dont You Know What The Night Can Do (Virgin)
+ @ BEACH BOYS/Kokomo (Elektra)
1 5 RICK ASTLEY/It Would Take A Strong Strong Man (RCA)
1 1 3 6 TAYLOR DAYNE/'ll Always Love You (Arista)
s €@ BOBBY McFERRIN/Don't Warry, Be Happy (EMI)
» 1w 1 ¢ WHITNEY HOUSTON/One Moment In Time (Arista)
7 7 7 9 BRUCE HORNSBY & THE RANGE/Look Out Any Window (RCA)
2 3 s 10 PETER CETERA/One Good Woman (WB)
1w 1 15 ) KENNY ROGERS/When You Put Your Heart In It (Reprise)
1 16 1 ) NATALIE COLE/When | Fall In Love (EMI)
3 4+ u 13 HUEY LEWIS & THE NEWS/Perfect World (Chrysalis)
» 2 2 O BREATHEHow Can | Fail (A&M)
# 2 16 O MICHAEL BOLTON/Walk Away (Columbia)
2z 2 v O LIVINGSTON TAYLOR/Lovin' Arms (Critique/Atco)
— » 2 § ROD STEWART/Forever Young (WB)
v 18 REQ SPEEDWAGON/Here With Me (Epic) Expanded AC Music
» u 2 © SADEMNothing Can Come Between Us (Epic) Begins on Page 77
7 % 2z € FOUR TOPS/Indestructible (Arista)
— % €9 ELTON JOHN/A Word In Spanish (MCA}
BREAKER % ANITA BAKER/Giving You The Best That | Got (Elektra)
) BOY MEETS GIRL/Waiting For A Star To Fall (RCA)
s w 19 24 ELTON JOHN/ Don't Wanna Go On With You Like That (MCA)
BREAKER CHICAGO/Look Away (Full Moon/Reprise)
(TEBUT P &2 JIMMY BUFFETT/Bring Back The Magic (MCA)
2 1 u 27 JOHNNY HATES JAZZ/ Don't Want To Be A Hero (Virgin)
(0EBUT D € AMY GRANT/1974 (We Were Young) (A&M)
s o & 29 DARYL HALL & JOHN OATES/Missed Opportunity (Arista)
— 2 20 30 BOZ SCAGGS/Cool Running (Columbia)

3
3

FIGURE 3.2

National Adult Con-
temporary playlist in-
dicates songs most

often aired by stations termined times, and midday and evening

employing this for- deejay talk often is limited to brief infor-
mat. Reprinted with mational announcements. News and sports
permission from Ra- are secondary to the music.

dio and Records.

Contemporary Hit Radio (CHR)

Also known as Top 40, CHR stations play
only those records which currently are the
fastest selling. CHR’s narrow playlists are
designed to draw teens and young adults.
The heart of this format’s demographic is
the twelve- to eighteen-year-old, although
in the mid-1980s it enjoyed a broadening
of its core audience. The format is char-
acterized by its swift, often unrelenting pace.
Silence, known as “dead air,” is the enemy.
The idea is to keep the sound hot and tight
to keep the kids from station hopping, which
is no small task since many markets have
at least two hit-oriented stations. CHR dee-

jays have undergone several shifts in status
since the inception of the chart music for-
mat in the 1950s. Initially, pop deejay per-
sonalities played an integral role in the air
sound. However, in the mid-1960s the for-
mat underwent a major change when dee-
jay presence was significantly reduced.
Programming innovator Bill Drake decided
that the Top 40 sound needed to be refur-
bished and tightened. Thus deejay talk and
even the number of commercials sched-
uled each hour were cut back in order to
improve flow. Despite criticism that the new
sound was too mechanical, Drake’s tech-
nique succeeded at strengthening the for-
mat’s hold on the listening audience.

In the mid and late 1970s the deejay’s
role on hit stations began to regain its for-
mer prominence, but in the 1980s the for-
mat underwent a further renovation that
resulted in a narrowing of its playlist and
a decrease in deejay presence. “Super” or
“Hot” hit stations, as they also are called,
are among the most popular in the country
and can be found either near or at the top
of the rating charts in their markets.

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

Country

Since the 1960s the Country format has been
adopted by more stations than any other.
Although seldom a leader in the ratings race,
its appeal is exceptionally broad. An indi-
cation of country music’s rising popularity
is the fact that there are over ten times as
many full-time Country stations today than
there were twenty years ago. Although the
format is far more prevalent in the South
and Midwest, most medium and large mar-
kets in the North have Country stations. Due
to the diversity of approaches within the
format (there are more subformats in Coun-
try than in any other)—for example, tra-
ditional, middle-of-the-road, contemporary
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hit, and so on—the Country format attracts
a broad age group, appealing to young as
well as older adults.

Country radio has always been particu-
larly popular among blue-collar workers.
According to the Country Music Associa-
tion and the Organization of Country Radio
Broadcasters, the Country music format is
drawing a more upscale audience today
than it has in the past. Most Country sta-
tions are AM, but the format is becoming
prevalent on FM, too. Depending on the
approach they employ, Country outlets may
emphasize or deemphasize air personali-
ties, include news and public affairs fea-
tures, or confine their programming almost
exclusively to music.

Easy Listening

The Beautiful Music station of the 1960s
and 1970s has become the Easy Listening
station of the 1980s and 1990s. Playlists in
this format have been carefully updated in
an attempt to attract a somewhat younger
audience. The term “Beautiful Music” was
exchanged for “Easy Listening” in an effort
to dispel the geriatric image the former term
seemed to convey. Easy Listening is the ul-
timate “wall-to-wall” music format. Talk of
any type is kept minimal, although many
stations in this format concentrate on news
and information during morning drivetime.

Instrumentals of established songs are a
mainstay at Easy Listening stations, which
also share a penchant for lush orchestra-
tions featuring plenty of strings. These sta-
tions boast a devoted audience. Station
hopping is uncommon. Efforts to draw
younger listeners into the Easy Listening
fold have been moderately successful, but
most of the format’s primary adherents are
over fifty. Music syndicators provide pre-
packaged (canned) programming to ap-
proximately half of the nation’s Easy
Listening stations, and over three quarters
of the outlets within this format utilize au-
tomation systems to varying degrees. Easy
Listening has held strong in several mar-
kets; WGAY FM/AM in Washington, D.C., and
WLKW-FM in Providence, Rhode Island,
have topped the ratings for years, although
the format lost some ground in the 1980s
to Adult Contemporary and other adult-ap-
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peal formats such as New Age, which has
been referred to by some media critics as
Easy Listening for Yuppies.

Album-Oriented Rock (AOR)

The birth of the AOR format in the mid-
1960s was the result of a basic disdain for
the highly formulaic Top 40 sound that pre-
vailed at the time. In the summer of 1966,
WOR-FM, New York, introduced Progressive
radio, the forerunner of AOR. As an alter-
native to the superhyped, ultracommercial
sound of the hit song station, WOR-FM pro-
grammed an unorthodox combination of
nonchart rock, blues, folk, and jazz. In the
1970s the format concentrated its attention
almost exclusively on album rock, while be-
coming less free-form and more formulaic
and systematic in its programming ap-
proach.

While AOR has done well in garnering the
eighteen- to thirty-four-year-old male, this
format has done poorly in winning female
listeners. This has proven to be a sore spot
with certain advertisers. In the 1980s, the
format lost its prominence due, in part, to
the meteoric rebirth of hit radio. However,
as the decade came to an end, AOR had
regained a chunk of its numbers.

Generally, AOR stations broadcast their
music in sweeps, or at least segue two or
three songs. A large airplay library is typical,
in which three to seven hundred cuts may
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FIGURE 3.3

One of the main at-
tractions of the CHR
format is its ability to
build large cumes.
While the format has
a high repetition fac-
tor and lower quarter-
hour shares, its ability
to garner a substantial
cume attracts many
broadcasters to the
format. Reprinted
with permission from
Radio and Records.
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be active. Depending on the outlet, the dee-
jay may or may not have “personality” sta-
tus. In fact, the more-music/less-talk
approach particularly common at Easy Lis-
tening stations is emulated by many album
rockers. Consequently, news plays a very
minor part in the station’s programming
efforts.

AOR stations are very lifestyle oriented
and invest great time and energy develop-
ing promotions relevant to the interests and
attitudes of their listeners.

News and/or Talk

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

The News/Talk format is a hybrid. It com-
bines extensive news coverage with blocks
of two-way telephone coversations. These
stations commonly daypart or segmental-
ize their programming by presenting
lengthened newscasts during morning and
afternoon drivetime hours and conversa-
tion in the midday and evening periods.
The News/Talk combo was conceived by
KGO in San Francisco in the 1960s and has
gradually gained in popularity so that it now
leads both the strictly News and the Talk
formats.

Talk radio began at KABC-AM, Los An-
geles, in 1960. However, talk shows were
familiar to listeners in the 1950s, since a
number of adult music stations devoted a
few hours during evenings or overnight to
call-in programs. The motivation behind
most early Talk programming stemmed
from a desire to strengthen weak time slots
while satisfying public affairs programming

requirements. Like its nonmusic siblings,
Talk became a viable format in the 1960s
and does well today, although it too has
suffered due to greater competition. In con-
trast to All-News, which attracts a slightly
younger and more upscale audience, All-
Talk amasses a large following among blue-
collar workers and retirees.

The newest of the news and information-
oriented formats calls itself News Plus. While
its emphasis is on news, it fills periods with
music, often Adult Contemporary in flavor.
News Plus stations also may carry a heavy
schedule of sporting events. This combi-
nation has done well in several medium
and large markets.

News and/or Talk formats are primarily
located on the AM band, where they have
become increasingly prevalent since FM has
captured all but a few of radio’s music lis-
teners. Nonmusic formats are beginning to
appear on FM, however, and AM’s adap-
tation to stereo is providing some impetus
to the movement.

Oldies/Nostalgia

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

Nostalgia radio caught on in the late 1970s,
the concept of programmer Al Ham. Nos-
talgia is a highly syndicated format, and
most stations go out-of-house for program-
ming material. Because much of the music
predates stereo processing, AM outlets are
most apt to carry the Nostalgia sound. Mu-
sic is invariably presented in sweeps and,
for the most part, deejays maintain a low
profile. Similar to Easy Listening, Nostalgia
pushes its music to the forefront and keeps
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other program elements at an unobtrusive
distance. In the 1980s, Easy Listening/Beau-
tiful Music stations lost some listeners to
this format, which claimed a 4.5 percent
share of the radio audience.

The Oldies format was first introduced in
the 1960s by programmers Bill Drake and
Chuck Blore. While Nostalgia's audience
tends to be around the age of fifty, most
Oldies listeners are in their thirties and for-
ties. Unlike Nostalgia, most Oldies outlets
originate their own programming, and very
few are automated. In contrast with its vin-
tage music cousin, Oldies allows greater
deejay presence. At many Oldies stations,
air personalities play a key role. Music is
rarely broadcast in sweeps, and commer-
cials, rather than being clustered, are in-
serted in a random fashion between songs.

The Oldies audience has dwindled
slightly in recent years due to a competition
from Adult Contemporary, which occasion-
ally mixes vintage with current tunes. The
Classic Hits and Classic Rock formats, which
emerged in the 1980s, have had an impact
on traditional Oldies stations as well.

Nostalgia has gradually picked up lis-
teners since its inception. Although neither
format has achieved the top of the ratings
charts, these are modest formats that can
claim loyal audiences.

Urban Contemporary (UC)

The “melting pot” format, Urban Contem-
porary attracts large numbers of Hispanic
and Black listeners, as well as White. As the
term suggests, stations employing this for-
mat are usually located in metropolitan
areas with large, heterogeneous popula-
tions. UC was born in the early 1980s, the
offspring of the short-lived Disco format,
which burst on the scene in 1978. What
characterizes UC the most is its upbeat,
danceable sound and deejays who are hip,
friendly, and energetic. Although UC outlets
stress danceable tunes, their playlists gen-
erally are anything but narrow. However, a
particular sound may be given preference
over another depending on the demo-
graphic composition of the population in
the area that the station serves. For exam-
ple, UC outlets may play greater amounts
of music with a Latin or rhythm-and-blues

PROGRAMMING

47

flavor, while others may air larger propor-
tions of light jazz, reggae, or new rock. Sev-
eral AM stations around the country have
adopted the UC format; however, it is more
likely to be found on the FM side, where it
has taken numerous stations to the fore-
front of their market’s ratings.

UC has had an impact on Black stations,
which have experienced erosion in their
youth numbers. Many Black stations have
countered by broadening their playlists to
include artists not traditionally pro-
grammed. Because of their high-intensity,
fast-paced sound, UC outlets can give a Top
40 impression, but in contrast they com-
monly segue songs or present music in
sweeps and give airplay to lengthy cuts,
sometimes six to eight minutes long. While
Top 40 or CHR stations seldom program
cuts lasting more than four minutes, UC
outlets find long cuts or remixes compati-
ble with their programming approach. Re-
member, UCs are very dance oriented.
Newscasts play a minor role in this format,
which caters to a target audience aged eigh-
teen to thirty-four. Contests and promo-
tions are important program elements.

Classical

Although there are fewer than three dozen
full-time commercial Classical radio sta-
tions in the country, no other format can
claim a more loyal following. Despite small
numbers and soft ratings, most Classical
stations do manage to generate a modest
income. Over the years, profits have re-
mained relatively minute in comparison to
other formats. However, member stations
of the Concert Music Broadcasters Associ-
ation reported ad revenue increases of up
to 40 percent in the 1980s. Due to its up-
scale audience, blue-chip accounts find the
format an effective buy. This is first and
foremost an FM format, and it has broad-
cast over the megahertz band for almost as
long as it has existed.

In many markets commercial Classical
stations have been affected by public radio
outlets programming classical music. Since
commercial Classical stations must break
to air the sponsor messages that keep them
operating, they must adjust their playlists
accordingly. This may mean shorter cuts of
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FIGURE 3.4

Dozens of other for-
mats (often variations
on those listed) have
emerged since the
start of program spe-
cialization in the
1950s.

Some Format Debuts
Prior to
1950 1950s 1960s 1970s 1980s
Classical Middle-of-the-Road News Adult Contemporary Arena Rock
Country Top 40 Talk Album Oriented Rock Hot Adult
Hit Parade Beautiful Music News/Talk Easy Listening Contemporary Hit/
Religious Progressive Contemporary Country Radio
Black Acid/Psychedelic Urban Country Urban Contemporary
Hispanic Jazz Mellow Rock New Age
All Request Disco Eclectic Oriented/
Oldies Nostalgia Rock
Diversified British Rock All Sports
New Wave All Motivation
Public Radio All Comedy
All Beatles
Classic Hits
Classic Rock
Male Adult
Contemporary

music during particular dayparts—in other
words, less music. The noncommercial
Classical outlet is relatively free of such
constraints and thus benefits as a result. A
case in point is WCRB-FM in Boston, the
city’s only full-time Classical station. While
it attracts most of the area’s Classical lis-
teners throughout the afternoon and eve-
ning hours, it loses many to public radio
WGBH’s “Morning Pro Musica,” which is
aired seven days a week between seven and
noon. At least in part, public radio’s success
consists in programming having fewer in-
terruptions.

Classical stations target the twenty-five-
to forty-nine-year old, higher-income, col-
lege-educated listener. News is presented
at sixty- to ninety-minute intervals and gen-
erally runs from five to ten minutes. The
format is characterized by a conservative,
straightforward air sound. Sensationalism
and hype are avoided, and on-air contests
and promotions are as rare as announcer
chatter.

Religious

Live broadcasts of religious programs began
while the medium was still in its experi-
mental stage. In 1919 the U.S. Army Signal
Corps aired a service from a chapel in
Washington, D.C. Not long after that, KFSG
in Los Angeles and WMBI in Chicago began
to devote themselves to religious program-
ming. Soon dozens of other radio outlets

were broadcasting the message of God. In
the 1980s, over six hundred stations broad-
cast religious formats on a full-time basis,
and another fifteen hundred air at least six
hours of religious features on a weekly ba-
sis.

Religious broadcasters typically follow
one of two programming approaches. One
includes music as part of its presentation,
while the other does not. The Religious sta-
tion that features music often programs
contemporary tunes containing a Christian
or life-affirming perspective. This approach
also includes the scheduling of blocks of
religious features and programs. Nonmusic
Religious outlets concentrate on inspira-
tional features and complementary talk and
informational shows.

Religious broadcasters claim that their
spiritual messages reach nearly half of the
nation’s radio audience, and the American
Research Corporation in Irvine, California,
contends that over 25 percent of those tuned
to Religious stations attend church more
frequently. Two-thirds of the country’s Re-
ligious radio stations broadcast over AM fre-
quencies.

Ethnic

Afro-Americans constitute the largest mi-
nority in the nation, thus making Black the
most prominent ethnic format. Over three

hundred radio stations gear themselves to
the needs and desires of Black listeners.
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WDIA-AM in Memphis claims to be the first
station to program exclusively to a non-
white audience. It introduced the format in
1947. Initially growth was gradual in this
format, but in the 1960s, as the Motown
sound took hold of the hit charts and the
Black Pride movement got under way, more
Black stations entered the airways.

At its inception, the Disco craze in the
1970s brought new listeners to the Black
stations, which shortly saw their fortunes
change when all-Disco stations began to
surface. Many Black outlets witnessed an
exodus of their younger listeners to the
Disco stations. This prompted a number of
Black stations to abandon their more tra-
ditional playlists, which consisted of rhythm
and blues, gospel, and soul tunes, for ex-
clusively Disco music. When Disco per-
ished in the early 1980s, the Urban
Contemporary format took its place. Today,
Progressive Black stations, such as WBLS-
FM, New York, combine dance music with
soulful rock and contemporary jazz, and
many have transcended the color barrier
by including certain white artists on their
playlists. In fact, many Black stations em-
ploy white air personnel in efforts to
broaden their demographic base. WILD-AM
in Boston, long considered the city’s “Black”
station, is an example of this trend. “We
have become more of a general appeal sta-
tion than a purely ethnic one. We've had to
in order to prosper. We strive for a distinct,
yet neuter or deethnicized, sound on the
air. The Black format has changed consid-
erably over the years,” notes WILD program
director Elroy Smith. The old-line R & B and
gospel stations still exist and can be found
mostly in the South.

Hispanic or Spanish-language stations
constitute the second largest ethnic format.
KCOR-AM, San Antonio, became the first
all-Spanish station in 1947, just a matter of
months after WDIA-AM in Memphis put the
Black format on the air. Cities with large
Latin populations are able to support the
format, and in some metropolitan areas with
vast numbers of Spanish-speaking resi-
dents, such as New York, Los Angeles, and
Miami, several radio outlets are exclusively
devoted to Hispanic programming.

Programming approaches within the for-
mat are not unlike those prevalent at Anglo
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stations. That is to say, Spanish-language
radio stations also modify their sound to
draw a specific demographic. For example,
many offer contemporary music for younger
listeners and more traditional music for
older listeners.

Spanish media experts predict that there
will be a significant increase in the number
of Hispanic stations through the 1990s. They
anticipate that most of this growth will take
place on the AM band.

Hundreds of other radio stations coun-
trywide apportion a significant piece of their
air schedules (over twenty hours weekly), if
not all, to foreign-language programs in
Portuguese, German, Polish, Greek, Japa-
nese, and so on. Over twenty stations
broadcast exclusively to American Indians
and Eskimos.

Middle-of-the-Road (MOR)

The Middle-of-the-Road format (also called
Variety, General Appeal, Diversified) is am-
biguously referred to because it defies more
specific labeling. Succinctly, this is the “not
too anything” format, meaning that the mu-
sic it airs is not too current, not too old, not
too loud, and not too soft.

MOR has been called the “bridge” format
because of its “‘all things to all people” pro-
gramming. However, its audience has de-
creased over the years, particularly since
1980, due to the rise in popularity of more
specialized formats. According to radio
program specialist Dick Ellis, MOR now has
a predominantly over-forty age demo-
graphic, several years older than just a dec-
ade ago. In some major markets the format
continues to do well in the ratings mainly
because of strong on-air personalities.
Washington’s WMAL has been the only AM
outlet in the city consistently to appear
among the top five, frequently as number
one. This is true also of other MORs around
the country. But this is not the format that
it once was. Since its inception in the 1950s,
up through the 1970s, stations working the
MOR sound have often dominated their
markets. Yet the Soft Rock and Oldies for-
mats in the 1970s, the updating of Easy Lis-
tening, and particularly the ascendency of
Adult Contemporary have conspired to sig-
nificantly erode MOR’s numbers.
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MOR is the home of the on-air person-
ality. Perhaps no other format gives its air
people as much latitude and freedom. This
is not to suggest that MOR announcers may
do as they please. They, like any other, must
abide by format and programming policy,
but MOR personalities often serve as the
cornerstone of their station’s air product.
Some of the best-known deejays in the
country have come from the MOR milieu.
It would then follow that the music is rarely,
if ever, presented in sweeps or even segued.
Deejay patter occurs between each cut of
music, and announcements are inserted in
the same way. News and sports play an-
othervital function at these stations. During
drive periods, MOR often presents length-
ened blocks of news, replete with frequent
traffic reports, weather updates, and the lat-
est sports information. Many MOR outlets
are affiliated with major-league teams. with
few exceptions, MOR is an AM format. Al-
though it has noted slippage in recent years,
it will likely continue to bridge whatever
gaps may exist in a highly specialized radio
marketplace.

The preceding is an incomplete list of the
myriad of radio formats that serve the lis-
tening public. The program formats men-
tioned constitute the majority of the basic
format categories prevalent today. Tomor-
row? Who knows. Radio is hardly a static
industry, but one subject to the whims of
popular taste. When something new cap-
tures the imagination of the American pub-
lic, radio responds, and often a new format
is conceived.

THE PROGRAMMER

Program directors (PDs) are radiophiles.
They live the medium. Most admit to being
smitten by radio at an early age. “It’s some-
thing that is in your blood and grows to
consuming proportions,” admits Peter Fal-
coni, program director, WGAN AM/FM,
Portland, Maine. Brian Mitchell, program
director of WQIK AM/FM, Jacksonville, Flor-
ida, recalls an interest in the medium as a
small child and for good reason. “I was born
into a broadcasting family. My father is a
station owner and builder. During my
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childhood radio was the primary topic at
the dinner table. It fed the flame that I be-
lieve was already ignited anyway. Radio fas-
cinated me from the start.”

The customary route to the program-
mer’s job involves deejaying and partici-
pation in other on-air-related areas, such
as copywriting, production, music, and
news. It would be difficult to state exactly
how long it takes to become a program di-
rector. It largely depends on the individual
and where he or she happens to be. There
are instances where newcomers have gone
into programming within their first year in
the business. When this happens it is li-
keliest to occur in a small market where
turnover may be high. On the other hand,
it is far more common to spend years work-
ing toward this goal, even in the best of
situations. “Although my father owned the
station, I spent a long time in a series of
jobs before my appointment to program-
mer. Along the way, I worked as station jan-
itor, and then got into announcing,
production, and eventually programming,”
recounts Mitchell.

One of the nation’s foremost air person-
alities, Dick Fatherly, whom Billboard Mag-
azine has described as a “long-time legend,”
now heads programming at KTOP-AM, To-
peka, Kansas. Fatherly spent years as a dee-
jay before making the transition. “In the
twenty-five years that I've been in this busi-
ness, I have worked as a jock, newsman,
production director, and even sales rep.
Eventually I ended up in program manage-
ment. During my career I have worked at
WABC, WICC, WFUN, WHB, to mention a
few. Plenty of experience, you might say,”
comments Fatherly.

Experience contributes most toward the
making of the station’s programmer. How-
ever, individuals entering the field with
hopes of becoming a PD do well to acquire
as much formal training as possible. The
programmer’s job has become an increas-
ingly demanding one as the result of ex-
panding competition. “A good knowledge
of research methodology, analysis, and ap-
plication is crucial. Programming is both an
art and a science today,” observes Jim Mur-
phy, general manager, WCGY-FM, Law-
rence, Massachusetts.
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Cognizant of this, schools with programs
in radio broadcasting have begun to em-
phasize courses in audience research, as
well as other programming-related areas.
An important fact for the aspiring PD to
keep in mind is that more people entering
broadcasting today have college back-
grounds than ever before. While a college
degree is not necessarily a prerequisite for
the position of PD, it is clearly regarded as
an asset by upper management. “It used to
be that a college degree didn’t mean so
much. A PD came up through the ranks of
programming, proved his ability, and was
hired. Not that that doesn't still happen. It
does. But more and more the new PD has
a degree or, at the very least, several years
of college,” contends Joe Cortese, air per-
sonality, WROR-FM, Boston. “I majored in
Communication Arts at a junior college and
then transferred to a four-year school. There
are many colleges offering communications
courses here in the Boston area, so I'll prob-
ably take some more as a way of further
preparing for the day when I'll be program-
ming a station. That’s what I eventually want
to do,” says Cortese.

Gary Begin, former midday deejay at
WSUB-FM, New London, Connecticut, has
spent several years preparing for program-
ming responsibilities. He, like Cortese, rec-
ognizes the importance of formal training,
but contends that station managers are still
most impressed by a programming job can-
didate’s track record. “Granted, you can’t
have too much education. I'll be the first to
agree that in today’s marketplace college
training does mean something, but the bot-
tom line is that the person in charge of the
operation wants to know what you've done
in the business and where.”

Begin’s point is well taken. Work expe-
rience does head the list on which a station
manager bases his or her selection for pro-
gram director. Meanwhile, college training,
at the very least, has become a criterion to
the extent that if an applicant does not have
any the prospective employer takes notice.

Beyond formal training and experience,
Chuck Ducoty, program director of WIYY-
FM, Baltimore, says a PD must possess cer-
tain innate qualities. “Common sense and
a good sense of humor are necessary attri-
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butes and are in rather short supply, I think.”
Dick Fatherly adds sensitivity, patience,
compassion, and drive to the list.

THE PROGRAM DIRECTOR’S
DUTIES AND RESPONSIBILITIES

Where to begin this discussion poses no
simple problem, because the PD’s respon-
sibilities and duties are so numerous and
wide-ranging. Second in responsibility to
the general manager, the program director
is the individual responsible for everything
that goes over the air. This involves working
with the manager in establishing program-
ming and format policy and overseeing their
effective execution. In addition, he or she
hires and supervises on-air music, and pro-
duction personnel, plans various sched-
ules, handles the programming budget,
develops promotions, monitors the station
and its competition, assesses research, and
may even pull a daily airshift. The PD also
is accountable for the presentation of news,
public affairs, and sports features, although
a news director often is appointed to help
oversee these areas.

The program director alone does not de-
termine a station’s format. This is an upper
management decision. The PD may be in-
volved in the selection process but, more
often than not, the format has been decided
upon before the programmer has been
hired. For example, WYYY decides it must
switch from MOR to CHR in order to attract
a more marketable demographic. After an
in-depth examination of its own market, re-
search on the effectiveness of CHR nation-
ally, and advice from a program consultant
and rep company, the format change is
deemed appropriate. Reluctantly the sta-
tion manager concludes that he must bring
in a CHR specialist, which means that he
must terminate the services of his present
programmer, whose experience is limited
to MOR. The station manager places an ad
in an industry trade magazine, interviews
several candidates, and hires the person he
feels will take the station to the top of the
ratings. When the new program director ar-
rives, he or she is charged with the task of
preparing the CHR format for its debut.
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FIGURE 3.5
Programmer’s moni-
tor sheet designed for
side-by-side compari-
son. Here the PD will
check for the follow-
ing: (a) The strength of
each song compared
to the competition’s.
(b) Where spot set
group of announce-
ments falls in compar-
ison to competitor’s.
(c) Length of spot set
and unit count com-
pared to competitor’s.
(d) Is the station into
spots when competi-
tors are playing mu-
sic? (e) Is the station
into news when com-
petitors are playing
music? (f) Is the LP
giveaway on #1 effec-
tive? (g) Is the station’s
contest promo more
effective than compet-
itor’s?

MRITOR SHEET
STATION  WXXX-WXX1-WXX2
DATE 1-1-86

TIM_ 1t1am-12n

COMPETITOR 1 COMPETTTOR A2

YOUuU
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Station Id

2, Foreigner-1 yant to

Wham-Careless

Prince-Purple

3, Flton-Sad Sonds

Cenesis-Taking It

ZZ Top-Legs

4, stop Sset  11:10 Pointer Sisters-Jump Stop Set

5, .30 Second Spot Tina Turner-Whats Love : 60 Second

6. :30 second Spot Huey Lewis-Heart of :30 Second
Z._.60_Second Spot Chicago-Inspiration JINGLE

8, wWeather Culture Club-Mistake Led Zepp-

9, Jingle Cars-Drive Scandal-Loves

10,Glen Frey-Boys of STOP SET

Contest Promo

11, John Waite-Missing, You

:30 Second Spot

Lauper-She

1?2, Liner-Lp Giveaway

News 2:00

PSA&Jingle

Among other things, this may involve hiring
new air people, the acquisition of a new
music library or the updating of the existing
one, preparing promos and purchasing jin-
gles, and working in league with the sales,
traffic, and engineering departments for
maximum results.

Once the format is implemented, the pro-
gram director must work at refining and
maintaining the sound. After a short time,
the programmer may feel compelled to
modify air schedules either by shifting dee-
jays around or replacing those who do not
enhance the format. The PD prepares week-
end and holiday schedules as well, and this
generally requires the hiring of part-time
announcers. A station may employ as few
as one or two part-timers or fill-in people,
or as many as eight to ten. This largely de-
pends on whether deejays are on a five- or
six-day schedule. At most stations, air peo-
ple are hired to work a six-day week. The
objective of scheduling is not merely to fill
slots but to maintain continuity and con-
sistency of sound. A PD prefers to tamper
with shifts as little as possible and fervently

hopes that he has filled weekend slots with
people who are reliable. “The importance
of dependabile, trustworthy air people can-
not be overemphasized. It's great to have
talented deejays, but if they don’t show up
when they are supposed to because of one
reason or another they don’t do you a lot
of good. You need people who are coop-
erative. I have no patience with individuals
who try to deceive me or fail to live up to
their responsibilities,” says WQIK’s Mitch-
ell. A station that is constantly introducing
new air personnel has a difficult time es-
tablishing listener habit. The PD knows that
in order to succeed he or she must present
a stable and dependable sound, and this is
a significant programming challenge.
Production schedules also are prepared
by the programmer. Deejays are usually
tapped for production duties before or after
their airshifts. For example, the morning
person who is on the air from six to ten
may be assigned production and copy
chores from ten until noon. Meanwhile, the
midday deejay who is on the air from ten
until three is given production assignments
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from three to five, and so on. Large radio
stations frequently employ a full-time pro-
duction person. If so, this individual han-
dles all production responsibilities and is
supervised by the program director.

A program director traditionally handles
the department’s budget, which generally
constitutes 30 to 40 percent of the station’s
operating budget. Working with the station
manager, the PD ascertains the financial
needs of the programming area. The size
and scope of the budget varies from station
to station. Most programming budgets in-
clude funds for the acquisition of program
materials, such as albums, features, and
contest paraphernalia. A separate promo-
tional budget usually exists, and it too may
be managed by the PD. The programmer’s
budgetary responsibilities range from mon-
umental at some outlets to minuscule at
others. Personnel salaries and even equip-
ment purchases may fall within the prov-
ince of the program department’s budget.
Brian Mitchell believes that “an under-
standing of the total financial structure of
the company or corporation and how pro-
gramming fits into the scheme of things is
a real asset to a programmer.”

Devising station promotions and con-
tests also places demands on the PD’s time.
Large stations often appoint a promotion
director. When this is the case, the PD and
promotion director work together in the
planning, development, and execution of
the promotional campaign. The PD, how-
ever, retains final veto power should he or
she feel that the promotion or contest fails
to complement the station’s format. When
the PD alone handles promotions and con-
tests, he or she may involve other members
of the programming or sales department in
brainstorming sessions designed to come
up with original and interesting concepts.
The programmer is aware that the right
promotion or contest can have a major im-
pact on ratings. Thus he or she is constantly
on the lookout for an appropriate vehicle.
In the quest to find the promotion that will
launch the station on the path to a larger
audience, the PD may seek assistance from
one of dozens of companies that offer pro-
motional services.

The program director’s major objective is
to program for results. If the station’s pro-
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gramming fails to attract a sufficient follow-
ing, the ratings will reflect that unhappy
fact. All medium and larger markets are sur-
veyed by ratings companies, primarily Ar-
bitron and Birch. Very few small rural
markets, with perhaps one or two stations,
are surveyed. If a small market station is
poorly programmed, the results will be ap-
parent in the negative reactions of the local
retailers. Simply put, the station will not be
bought by enough advertisers to make the
operation a profitable venture. In the bigger
markets, where several stations compete for
advertising dollars, the ratings are used to
determine which is the most effective or
cost-efficient station to buy. “In order to
make it to the top of the ratings in your
particular market, you have to be doing the
best job around. It's the PD who is going to
get the station the numbers it needs to make
abuck. If he doesn't turn the trick, he’s back
in the job market,” observes Dick Fatherly.

Program directors constantly monitor the
coinpetition by analyzing the ratings and
by listening. A radio station’s programming
is often constructed in reaction to a direct
competitor’s. For example, rock stations in
the same market often counterprogram
newscasts by airing them at different times
in order to grab up their competitor’s tune-
outs. However, rather than contrast with

www americanradiohistorv.com

FIGURE 3.6

Personnel structure of
the programming de-
partment in different
size markets.
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each other, pop stations tend to reflect one
another. This, in fact, has been the basis of
arguments by critics who object to the so-
called “mirroring” effect. What happens is
easily understood. If a station does well by
presenting a particular format, other sta-
tions are going to exploit the sound in the
hopes of doing well also. WYYY promotes
commercial-free sweeps of music, and cap-
tures big ratings, and soon its competitor
programs likewise. “Program directors use
what has proven to be effective. It is more
a matter of survival than anything. I think
most of us try to be original to the degree
that we can be, but there is very little new
under the sun. Programming moves cycli-
cally. Today we're all doing this. Tomorrow
we'll all be doing that. The medium reacts
to trends or fads. It’s the nature of the beast,”
notes WQIK’s Mitchell. Keeping in step with,
orrather one step ahead of, the competition
requires that the PD know what is happen-
ing around him or her at all times.

Nearly 85 percent of the nation’s PDs pull
an airshift (go on the air themselves) on
either a full-time or part-time basis. A dif-
ference of opinion exists among program-
mers concerning their on-air participation.
Many feel that being on the air gives them
a true sense of the station’s sound, which
aids them in their programming efforts.
Others contend that the three or four hours
that they spend on the air take them away
from important programming duties. Major
market PDs are less likely to be heard on
the air than their peers in smaller markets
because of additional duties created by the
size and status of the station. Meanwhile,
small and medium market stations often
expect their PDs to be seasoned air people
capable of filling a key shift. “It has been
my experience when applying for program-
ming jobs that managers are looking for PDs
with excellent announcing skills. It is pretty
rare to find a small market PD who does
not have a daily airshift. It comes with the
territory,” says Gary Begin.

Whether PDs are involved in actual air-
shifts or not, almost all participate in the
production of commercials, public service
announcements, and promos. In lieu of an
airshift, a PD may spend several hours each
day in the station’s production facilities. The
programmer may, in fact, serve as the pri-

mary copywriter and spot producer. This
is especially true at non—-major market out-
lets that do not employ a full-time produc-
tion person.

In summation, the program director must
possess an imposing list of skills to effec-
tively perform the countless tasks confront-
ing him or her daily. There is no one person,
other than the general manager, whose re-
sponsibilities outweigh the programmer’s.
The program director can either make or
break the radio station.

ELEMENTS OF PROGRAMMING

Few programmers entrust the selection and
scheduling of music and other sound ele-
ments to deejays and announcers. There is
too much at stake and too many variables,
both internal and external, which must be
considered in order to achieve maximum
results within a chosen format. In most
cases, the PD determines how much music
is to be programmed hourly and in what
rotation, and when news, public affairs fea-
tures, and commercials are to be slotted.
Program wheels, also variously known as
sound hours, hot clocks, and format disks,
are carefully designed by the PD to ensure
the effective presentation of on-air ingre-
dients. Program wheels are posted in the
control studio to inform and guide air peo-
ple as to what is to be broadcast and at
what point in the hour. Although not every
station provides deejays with such specific
programming schernata, today very few sta-
tions leave things up to chance since the
inappropriate scheduling and sequencing
of sound elements may drive listeners to a
competitor. Radio programming has be-
come that much of an exacting science. With
few exceptions, stations use some kind of
formula in the conveyance of their pro-
gramming material.

At one time, Top 40 stations were the
unrivaled leaders of formula programming.
Today, however, even MOR and AOR out-
lets, which once were the least formulaic,
have become more sensitive to form. The
age of free-form commercial radio has long
since passed, and it is doubtful, given the
state of the marketplace, that it will return.
Of course, stranger things have happened
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in radio. Depending on the extent to which
a PD prescribes the content of a sound hour,
programming clocks may be elaborate in
their detail or quite rudimentary. Music
clocks are used to plot out elements. Clocks
reflect the minutes of the standard hour,
and the PD places elements where they ac-
tually are to occur during the hour. Many
programmers use a set of clocks, or clocks
that change with each hour.

Program clocks are set up with the com-
petition and market factors in mind. For
example, programmers will devise a clock
that reflects morning and afternoon drive
periods in their market. Not all markets have
identical commuter hours. In some cities
morning drive may start as early as 5:30 A.m.,
while in others it may begin at 7:00 AM. The
programmer sets up clocks accordingly. A
clock parallels the activities of the com-
munity in which the station operates.

Music stations are not the only ones that
use program wheels. News and Talk sta-
tions do so as well. News stations, like mu-
sic outlets, use key format elements in order
to maintain ratings through the hour. Many
news stations work their clocks in twenty-
minute cycles. During this segment news is
arranged according to its degree of impor-
tance and geographic relevance, such as lo-
cal, regional, national, and international.
Most News stations lead with their top local
stories. News stories of particular interest
are repeated during the segment. Sports,

weather, and other news-related informa-
tion, such as traffic and stock market re-
ports, constitute a part of the segment.
Elements may be juggled around or differ-
ent ones inserted during successive twenty-
minute blocks to keep things from sound-
ing repetitious.

In the Talk format two-way conversation
and interviews fill the space generally al-
lotted to songs in the music format. There-
fore, Talk wheels often resemble music
wheels in their structure. For example, news
is offered at the top of the hour followed
by a talk sweep that precedes a spot set.
This is done in a fashion that is reminiscent
of Easy Listening.

Of course, not all stations arrange their
sound hours as depicted in these pages.
Many variations exist, but these examples
are fairly representative of some of the pro-
gram schematics used in today’s radio mar-
ketplace.

Program wheels keep a station on a
preordained path and prevent wandering.
As stated, each programmingI element—
commercial, news, promo, weather, etc.—
is strategically located in the sound hour
to enhance flow and optimize impact. Bal-
ance is imperative. Too much deejay patter
on a station promoting more music-less
talk and listeners become disenchanted. Too
little news and information on a station tar-
geting the over-thirty male commuter and
the competition benefits. “When construct-
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FIGURE 3.7

A model of a station’s
competitive environ-
ment as conceived by
Arbitron. Courtesy Ar-
bitron.
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FIGURE 3.8

This is a typical morn-
ing drivetime CHR
clock. It reflects a
nine-minute commer-
cial load maximum
per hour. Notice that
the stop sets occur
away from the
quarter-hour. A Top 5
record is often aired
on the quarter-hour to
give the station the
best ratings advantage.
This is called “quarter-
hour maintenance.”

:00

:45

115

:30

ing or arranging the program clock you have
to work forward and backward to make sure
that everything fits and is positioned cor-
rectly. One element out of place can be-
come that proverbial hole in the dam. Spots,
jock breaks, music—it all must be weighed
before clocking. A lot of experimentation,
not to mention research, goes into this,”
observes Lorna Ozman, station manager,
WROR-FM, Boston.

It was previously pointed out that a sta-
tion with a more-music slant will limit an-
nouncer discourse in order to schedule
additional tunes. Some formats, in partic-
ular Easy Listening, have reduced the role
of the announcer to not much more than
occasional live promos and IDs, which are
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written on liner or flip cards. Nothing is left
to chance. This also is true of stations airing
the supertight hit music format. Deejays say
what is written and move the music. At sta-
tions where deejays are given more control,
wheels play a less crucial function. Qutlets
where a particular personality has ruled the
ratings for years often let that person have
more input as to what music is aired. How-
ever, even in these cases, playlists generally
are provided and followed.

The radio personality has enjoyed vary-
ing degrees of popularity since the 1950s.
Over the years, Top 40, more than any other
format, has toyed with the extent of deejay
involvemnent on the air. The pendulum has
swung from heavy personality presence in
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the 1950s and early 1960s to a drastically

reduced role in the mid and later 1960s.

This dramatic shift came as the result of
programmer Bill Drake’s attempt to stream-

line Top 40. In the 1970s, the air personality
regained some of his status, but in the 1980s

the narrowing of hit station playlists brought
about a new leanness and austerity which
again diminished the jock’s presence. In the
mid-1980s, some pop music stations began
to give the deejay more to do. “There’s sort
of a pattern to it all. For a while, deejays
are the gems in the crown, and then they're
just the metal holding the precious stones
in place for another period of time. What
went on in the mid-1970s with personality
began to recur in the latter part of the 1980s.
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FIGURE 3.9

Easy Listening morn-
ing drivetime program
wheel. Weather fore-
casts, time checks,
sports scores, and
traffic reports will be
scheduled in and
around spot sets.

Of course, there are a few new twists in the
tiara, but what it comes down to is the tem-
porary restoration of the hit radio person-
ality. It’s a back and forth movement, kind
of like a tide. It comes in, then retreats, but
each time something new washes up. Dee-
jays screamed at the teens in the 1950s,
mellowed out some in the 1960s and 1970s,
and have gone hyper again in the 1980s, but
conservatism seems to be gaining favor once
again,” observes WQIK'’s Brian Mitchell.

In addition to concentrating on the role
deejays play in the sound hour, the PD pays
careful attention to the general nature and
quality of other ingredients. Music is, of
course, of paramount importance. Songs
must fit the format to begin with, but be-
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FIGURE 3.10 :00
One approach to a
News station sound
hour.

15
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yond the obvious, the quality of the artistry
and the audio mix must meet certain cri-
teria. A substandard musical arrangement
or a disk with poor fidelity detracts from
the station’s sound. Jingles and promos
must effectively establish the tone and tenor
of the format, or they have the reverse effect
of their intended purpose, which is to at-
tract and hold listeners. Commercials, too,
must be compatible with the program ele-
ments that surround them.

In all, the program director scrutinizes
every component of the program wheel to
keep the station true to form. The wheel
helps maintain consistency, without which
a station cannot hope to cultivate a follow-
ing. Erratic programming in today’s highly
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competitive marketplace is tantamount to
directing listeners to other stations.

THE PROGRAM DIRECTOR AND
THE AUDIENCE

The programmer must possess a clear per-
ception of the type of listener the station
management wants to attract. Initially, a
station decides on a given format because
it is convinced that it will make money with
the new-found audience, meaning that the
people who tune in to the station will look
good to prospective advertisers. The pur-
pose of any format is to win a desirable
segment of the radio audience. Just who
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these people are and what makes them tick
are questions that the PD must constantly
address in order to achieve reach and re-
tention. An informed programmer is aware
that different types of music appeal to dif-
ferent types of people. For example, surveys
have long concluded that heavy rock ap-
peals more to men than it does to women,
and that rock music, in general, is more
popular among teens and young adults than
it is with individuals over forty. This is no
guarded secret, and certainly the program-
mer who is out to gain the over-forty crowd
is doing himself and his station a disservice
by programming even an occasional hard
rock tune. This should be obvious.

A station’s demographics refers to the
characteristics of those tuned—sex, age, in-
come, and so forth. Within its demograph-
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ics a station may exhibit particular strength
in specific areas, or “cells” as they have come
to be termed. For example, an Adult Con-
temporary station targeting the twenty-four-
to thirty-nine-year-old group may have a
prominent cell in females over thirty. The
general information provided by the major
ratings surveys indicate to the station the
age and sex of those listening, but little be-
yond that. To find out more, the PD may
conduct an in-house survey or employ the
services of a research firm.

Since radio accompanies listeners prac-
tically everywhere, broadcasters pay partic-
ular attention to the lifestyle activities of
their target audience. A station’s geo-
graphic locale often dictates its program of-
ferings. For example, hoping to capture the
attention of the thirty-five-year-old male, a
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FIGURE 3.11
Radio reflects the life-
styles of its users.
Courtesy Westing-
house Electric.
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radio outlet located in a small coastal city
along the Gulf of Mexico might decide to
air a series of one-minute informational tips
on outdoor activities, such as tennis, golf,
and deep-sea fishing, that are exceptionally
popular in the area. Stations have always
catered to the interests of their listeners,
but in the 1970s audience research became
much more lifestyle oriented.

In the 1990s, broadcasters delve further
into audience behavior through psycho-
graphic research, which, by examining mo-
tivational factors, provides programmers
with information beyond the purely quan-
titative. Perhaps one of the best examples
of a station’s efforts to conform to the life-
style of its listeners is “dayparting,” a topic
briefly touched upon in the discussion of
program wheels. For the sake of illustration,
let us discuss how an MOR station may
daypart (segmentalize) its broadcast day. To
begin with, the station is targeting an over-
forty audience, somewhat skewed toward
males. The PD concludes that the station’s
biggest listening hours are mornings be-
tween seven and nine and afternoons be-
tween four and six, and that most of those
tuned during these periods are in their cars
commuting to or from work. It is evident to
the programmer that the station’s program-
ming approach must be modified during
drivetime to reflect the needs of the audi-
ence. Obviously traffic reports, news and
sports updates, weather forecasts, and fre-
quent time checks are suitable fare for the
station’s morning audience. The interests
of homebound commuters contrast slightly
with those of workbound commuters.
Weather and time are less important, and
most sports information from the previous
night is old hat by the time the listener
heads for home. Stock-market reports and
information about upcoming games and
activities pick up the slack. Midday hours
call for further modification, since the life-
style of the station’s audience is different.
Aware that the majority of those listening
are homemakers (in a less enlightened age
this daypart was referred to as “housewife”
time), the PD reduces the amount of news
and information, replacing them with mu-
sic and deejay conversation designed spe-
cifically to complement the activities of
those tuned. In the evening, the station re-
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directs its programming and schedules
sports and talk features, going exclusively
talk after midnight. All of these adjustments
are made to attract and retain audience in-
terest.

The program director relies on survey in-
formation and research data to better gauge
and understand the station’s audience.
However, as a member of the community
that the station serves, the programmer
knows that not everything is contained in
formal documentation. He or she gains
unique insight into the mood and mentality
of the area within the station’s signal simply
by taking part in the activities of day-to-day
life. A programmer with a real feel for the
area in which the station is located, as well
as a fundamental grasp of research meth-
odology and its application, is in the best
possible position to direct the on-air efforts
of a radio station. Concerning the role of
audience research, WGAN’s Peter Falconi
says, “You can’t run a station on research
alone. Yes, research helps to an extent, but
it can’t replace your own observations and
instincts.” WQIK’s Brian Mitchell agrees with
Falconi. “1 feel research is important, but
how you react to research is more impor-
tant. A PD also has to heed his gut feelings.
Gaps exist in research, too. If I can't figure
out what to do without data to point the
way every time I make a move, I should get
out of radio. Success comes from taking
chances once in a while, too. Sometimes
it’s wiser to turn your back on the tried and
tested. Of course, you had better know who's
out there before you try anything. A PD who
doesn’t study his audience and community
is like a race car driver who doesn’t famil-
iarize himself with the track. Both can end
up off the road and out of the race.”

THE PROGRAM DIRECTOR AND
THE MUSIC

Not all radio stations have a music director.
The larger the station, the more likely it is
to have such a person. In any case, it is the
PD who is ultimately responsible for the
music that goes over the air, even when the
position of music director exists. The duties
of the music director vary from station to
station. Although the title suggests that the
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individual performing this function would
supervise the station’s music programming
from the selection and acquisition of rec-
ords to the preparation of playlists, this is
not always the case. At some stations, the
position is primarily administrative or cler-
ical in nature, leaving the PD to make the
major decisions concerning airplay. In this
instance, one of the primary duties of the
music director might be to improve service
from record distributors to keep the station
well supplied with the latest releases. A ra-
dio station with poor record service may
actually be forced to purchase music. This
can be prevented to a great extent by main-
taining close ties with the various record
distributor reps.

Over the years the music industry and
the radio medium have formed a mutually
beneficial alliance. Without the product
provided by the recording companies, ra-
dio would find itself with little in the way
of programming material, since ninety per-
cent of the country’s stations feature re-
corded music. At the same time, radio serves
as the principal means by which the re-
cording industry gets word of its new re-
leases to the general public. Succinctly put,
radio sells records.

While radio seldom pays for records (cas-
settes, CDs, or LPs)—recording companies
send demos of their new product to most
stations—it must pay annual licensing fees
to ASCAP (American Society of Composers,
Artists, and Performers), BMI (Broadcast
Music, Inc.}, or SESAC (Society of European
Stage Authors and Composers) for the priv-
ilege of airing recorded music. These fees
range from a few hundred dollars at small,
noncommercial, educational stations, to
tens of thousands of dollars at large, com-
mercial, metro-market stations. The music
licensing fees paid by stations are distrib-
uted to the artists and composers of the
songs broadcast.

When albums arrive at the station, the
music director (sometimes more appropri-
ately called the music librarian or music
assistant) processes them through the sys-
temn. This may take place after the program
director has screened them. Records are
categorized, indexed, and eventually added
to the library if they suit the station’s for-
mat. Each station approaches cataloguing
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in its own fashion. Here is a simple exam-
ple: an Adult Contemporary outlet receives
an album by a popular female vocalist whose
last name begins with an L. The program
director auditions the album and decides
to place three cuts into regular on-air ro-
tation. The music director then assigns the
cuts the following catalogue numbers: L106/
U/F, L106/D/F, and L106/M/F. L106 indicates
where the album may be located in the li-
brary. In this case, the library is set up al-
phabetically, then numerically within the
given letter that represents the artist’s last
name. In other words, this would be the
106th album found in the section reserved
for female vocalists whose names begin with
an L. The next symbol indicates the tempo
of the cut: U(p) tempo, D(own)} tempo, and
M(edium) tempo. The F that follows the
tempo symbol indicates the artist’s gender:
Female.

When a station is computerized, this in-
formation, including the frequency or ro-
tation of airplay as determined by the PD,
will be entered accordingly. Playlists are
then assembled and printed by the com-
puter. The music director sees that these
lists are placed in the control room for use
by the deejays. This last step is eliminated
when the on-air studio is equipped with a
computer terminal. Deejays then simply
punch up the playlists designed for their
particular airshifts.

The use of computers in music program-
ming has become widespread, especially in
larger markets where the cost of comput-
erization is absorbed more easily. The num-
ber of computer companies selling both
hardware and software designed for use by
programmers has soared. Among those
providing computerized music systems are
Computer Concepts Corporation, Station
Research Systems, Jefferson Pilot Data Sys-
tems, Radio Computing Systems, Rah Rah
Productions, Columbine Systems. Also,
some companies, such as Billboard and Ra-
dio and Records, provide up-to-date com-
puterized music research on new singles
and albums to assist station programmers.

At those radio stations where the music
director’s job is less administrative and more
directorial, this individual will actually au-
dition and select what songs are to be des-
ignated for airplay. However, the music
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FIGURE 3.12
Computerized music
logging has made sta-
tion programuming an
even more exacting
science. This is just
one of the possible
“logs” you can print.
Note the song titles in
bold type as well as
the “intro times,” du-
ration, and how the
records end (outcue).
Courtesy RCS.

FIGURE 3.13

All information about
a given record can be
called up on the
screen, as on the dis-
play shown. Courtesy
RCS.

e e e ke e e A e e e e e ek A ek ke e ke e e e ke e e e
* MORN Z0OO *
*x 7 AM FRIDAY 8/17/84 *
e e ke e e e e e dedek e e e ek e ek deded ek
CART TITLE 1 §T INTRO/E RUNTM
eSS EEROCRES=SSSESSISERE s S ES S EREIER O ERSE S SRR EERSS
WRCS RADIO - PROGRAMHED EXCLUSIUELY BY SELECTOR
607- GOING MOBILE WHO /14/C 3:140 M
664 SHE BOP CYNDI LAUPER 8/14/C 3:45 A
BREAK NO. 1, NEATHER LINER PROMO UPCOMING BIT 4:30
62~ I THINK I M IN LOVE EDDIE MONEY /718/F 3:10 E
746~ DANCE HallL DaAaYsSs WANG CHUNG ?/14/8 3:34 D
SWEEPER
789- ROCK N ROLL WOMAN BUFFALO SPRINGFIELD / 7/8 2144 G
BREAK NO. 2 -B'.A LINER OR PROMO NEWS & TRAF 6:00
77— BACK ON THE CHAIN GANG PRETENDERS /725/F 3144 1
771 IF THIS IS IT HUEY LEWIS / /F 3:46 A
BREAK NO. 3 -MAJOR BlT ——NRCS ROCKIN SPECIAL €100
777- ARE WE OURSELVES FIXX /716/F 2127 C
266 HOTEL CALIFORNIA EAGLES /52/F 6:30 F
55!00 BREAK NO. 4 -NEWS & TRAFFIC S5:00
TOTAL TIME IS 60:00

director makes decisions based upon cri-
teria established by the station’s program-
mer. Obviously, a music director must work
within the station’s prescribed format. If the
PD feels that a particular song does not fit
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the station’s sound, he will direct the music
director to remove the cut from rotation.
Since the PD and music director work
closely together, this seldom occurs.

A song’s rotation usually is relative to its
position on national and local record sales
charts. For instance, songs that enjoy top
ranking, say those in the top ten, will get
the most airplay on hit-oriented stations.
When songs descend the charts, their ro-
tation decreases proportionately. Former
chart toppers are then assigned another ro-
tation configuration that initially may result
in one-tenth of their former airplay and
eventually even less. PDs and music direc-
tors derive information pertaining to a re-
cord’s popularity from various trade
journals, such as Billboard and Radio and
Records, listener surveys, area record store
sales, and numerous other sources. Sta-
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tions that do not program from the current
charts compose their playlists of songs that
were popular in years gone by. In addition,
these stations often remix current hit songs
to make them adaptable to their more con-
servative sound. While Easy Listening sta-
tions do not air popular rock songs, they
do air softened versions by other artists,
usually large orchestras. Critics of this tech-
nique accuse the producers of lobotomiz-
ing songs to bring them into the fold. In
nonhit formats there are no “power-rota-
tion” categories or hit positioning sche-
mata; a song’s rotation tends to be more
random, although program wheels are used.
Constructing a station playlist is the sin-
gle most important duty of the music pro-
grammer. What to play, when to play it, and
how often are some of the key questions
confronting this individual. The music di-
rector relies on a number of sources, both
internal and external, to provide the an-
swers, but also must cultivate an ear for the
kind of sound the station is after. Some peo-
ple are blessed with an almost innate ca-
pacity to detect a hit, while most must
develop this skill over a period of time.

THE PROGRAM DIRECTOR AND
THE FCC

The government is especially interested in
the way a station conducts itself on the air.
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Global Clocks

T T 1
F GLOBAL CLOCK o

P
| i
| Coex S8

TALENT MAGIC 96PM

I

|
HUSIC SKELETON 10,02,02,00,00,06,00,06,00,00,00,00

|

| APPROXIMATE MUSIC TIMING 49

|

I

| TARGET MARKET ———r———1

| | 1825 35 45 |

| [-18 -24 -34 -44 -59 455|

l T : T T T T T l'

| [HOEN [ 0F0]3]3]0)0}

!
t | MM
: [t

{ ACTION COOE
[ E—

fofor313rofo]

DATE CHANGED
9/24/84

TOTAL MUSIC

MINIMM APPEAL LEVEL
(1 THROUGH 5)

{C-CHANGE, D-DETAIL, ?-BREM, 0-OTHER CODE, OR R-RETURN)

14

e e e e

This screen shows the skeleton of the music hour for
In this case it is
Just "Magic 96 FM*, but you ¢an set up separate clocks for

clock "Al". It also identifies air talent.

each DJ if you want.

The skeleton indicates that the hour is composed of:

A break (before the first selection)

10 music selections
A break

2 music selections

A break

2 music selections

A break

For instance, the program director makes
certain that his station is properly identi-
fied once an hour, as close to the top of the
hour as possible. The ID must include the

LIBRARY INFORMATION 0
CART CATEGORY LEVEL PACKET TITLE LICENSE
664 A 1 0 SHE BOP 655 A
ARTIST ONE ROLE ARTIST TWO
CYNDI LAUFER 112 FV
MOQD ........ 2| APPEAL {f CHART | DAYPART
TEMPO ...... MM | | | RESTRICTIIONS
TIMBRE ...... I AGE MF | 1 111 11
SOUND CODES FR I | »>18 | CURRENT | 212345678901212345678901
OPENER ....... Y | 18-24 I LAST Mo eNPPPPPPPPPPP
TYPE ......... | 24-34 I PEAK ... I M-F NNNNN
KEY ..... - ! 24-44 | I SAT NINNNN
RUNTIME ... 3:45 | 45-54 ! PEAKED IN | SUN NNNNN
INTROTIME 8/14 | 85> | @AY oo oo
ENDING ....... C | { 1 DAYPART ROTATION 5252
DATES PLAYS IN MOVE INFORMATTION
ENTERED 7?/20/84 CATEGORY | DATE PLAYS CAT LEVEL PK
LAST PLAY 8/23/849 10 PM 23 | 6/ 67/ 0 OR 0 1 0
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FIGURE 3.14

In computer terms
here is how an hourly
clock might look.
Courtesy RCS.

FIGURE 3.15
Economical, easy-to-
use, in-house systems
eliminate old-fash-
ioned, time-consum-
ing index card file
method. Courtesy Jef-
ferson Pilot Data Sys-
tems.
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FIGURE 3.16

Payola statement
signed by a station
employee. Courtesy
Michael Napolitano
and Capital Cities/ABC,
Inc.

CAPITAL CITIES/ABC, INC.
Wikl Do pavaia

During the term of mg employment, neither I nor my spouse, child or
other member of my ho¥se old has accepted, soljcited or agreed to accept
any money, sexrvice, gift, or favor or other thing of valué whatsocever
frop any person whic knew or had any reason to believe was intended
to influence any decision by me as to matters to be broadcast.
Furthermore, neither I nor my spouse, child or other member of my
household has received any social courtesy or gift in a single year
having a value exceedin 50.00 from.ag¥ person, firm or institution
involVved in any of the following activities:

television or motion picture production, syndication, or
distribution;

record manufacturing or distributing:

music publishing;

the creation, production, performance, distribution, manufacture or
exploitation of music, films, tapes, recordings, electrical
transcriptions, or any llve or recorded programming;

the ownership or exploitation of any musical, dramatic, literary or

related copyright or performance right;

radio or television broadcasting
or pay television, cable, SMATV,

book, newspaper or periodical publishing;

advertising and advertising services

concerts and nightclubs;:

performers, performing groups, professional sports teams, or an
other potential supplier of radio or television program material;

public relations firms, consulting firms, or other firms or
individuals that deal 1in, represent or promote any of the above.

Furthermore, I have not participated jn considering, selecting or
preparing for broadcast any program material which had”as its subject,
or which could in any wax‘materlally affect, any business concern in
which I, or my spouse, child or other member of my household, held a
business or financial interest (including any position as officer
director or employee), except those reported to my department head and

also listed below.

I have read and understand the provisions of Sections 317 and 507
as amended, copies of which are

of the Communications Act of 1934

attached to this statement, and the. i
of Interest circulated by Capital cities/ABc, Inc. and agree to abide

by them.

Name N\\(&J\Mx NWO [(TG‘\O

Business Address

éﬁncluding closed circuit, theatre
DS and DBS):

memorandum on Payola and Conflicts

Position \’Dléc‘_— Sac Vn\]./

a0 [ :/ g 4

Signature Aﬁﬂ‘é,ég ;Q%éé

pate /[)-/&;_%8

station’s call letters and the town in which
it has been authorized to broadcast. Failure
to properly identify the station is a violation
of FCC rules.

Other on-air rules that the PD must ad-
dress have to do with program content and
certain types of features. For example, pro-
fane language, obscenity, sex- and drug-re-
lated statements, and even innuendos in
announcements, conversations, or music
lyrics jeopardize the station'’s license. Po-
litical messages and station editorials are
carefully scrutinized by the programmer

and equal time is afforded opponents. On-
air contests and promotions must not re-
semble lotteries in which the audience must
invest to win. A station that gets something
in return for awarding prizes is subject to
punitive actions. Neither the deejays, PD,
music director, nor anyone associated with
the station may receive payment for plug-
ging a song or album on the air. This con-
stitutes “payola” or “plugola” and was the
cause of great industry upheaval in the
1950s. Today, PDs and station managers
continue to be particularly careful to guard

www americanradiohistorv com
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ARRRARRRRRARRAARRARARAR AR AR ARk dd

02/15/86 t R. C. 8. * 02/P
t ROCKIN’/ AMERICA .
* WITH SELECTOR *
RARRRARRRRAARRRRR AR AR AR AR AR AR R bR
CART T I TTULE ARTTIST S TIME/END
— ——n — e —
00:00 00:00 TOP OF THE HOUR ID - KEEP ROCKING! 0:05
CD-0866 I’M GOIN DOWN BRUCE SPRINGSTEEN 3:28
BORN IN THE USA 15/ O/F
CT-1056 TALK TO ME STEVIE NICKS 4:08
5/ 0/F
07:41 08:00  BACRSELL/TEASE/SPOTS/WEATHER/JINGLE INTO MUSIC 3:00
CI- 17 EASY IOVER PHILLIP BATLEY 3:32
PHIL COLLINS 10/ O/F
HWRCS 9/24/84 ARTI ST DIRECTORY PAGE 1
LY RL Q TE scsc INTRO/E
CART TITLE C PK M TY ™ RUNTM
CARS «( 8)
660 DRIVE A1l1GC 1 SS R 1 3:95% 11/24/5
INXS ( ag)
714 I SEND A MESSAGE AlQ0Q 2y MM 8R 3:23 7/712/C
CYND! LAUPER ( 113)
664 SHE BOP A1l1C0 Iy MM FR 1 2:45 8/14/C
HUEY LEWIS ( 72)
771 IF THIS IS IT A10 2Y MM WT 1 3:46 /s /F
NI GHTRANGER ( 163)
747 WHEN YOU CLOSE YOUR EYES A 1 O 2y S8 WR 4:07 /26/F
RATT C 157
620 ROLMD AND ROUND A1 0 2Y MM R 4:22 0/16/F
RUSH ¢ 120)
6350 DISTANT EARLY WARNING A10 2Y MM RP 1 4:56¢ 0/34/5
SCANDAL ( 167)
715 THE WARRIOR A10 2Y M FR 4:03 S/16/F
BRUCE SPRINGSTEEN ( 43)
706 COVER ME A1l0 3y M R 1 3:26 / S/F
JOHN WAITE ( 165)
713 MISSING YQU AlO0 1 B33 WT 4:31 0/19/F

END OF REPORT
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FIGURE 3.17
Computers can pro-
gram music and keep
music library records
as well. Many types of
music directories can
be established, such as
category, artist, title,
and cart (cartridge
number). Courtesy
RCS.


www.americanradiohistory.com

66 THE RADIO STATION

FIGURE 3.17
continued

WRCS 10/ 1/84 TI1ITLE DIRECTORY PAGE 1
CART-ST T1TLE C PK op TE sC LCH FKDT
LYy MD TY TI CCH PCH
ARTI ST RNTM INTRO/E

765 BABY PLS DONT LET ME GO B103Y M1 R 8/84
PETER WOLF J GEILS.BAND 4:02 S/16/F

772 CAGE OF FREEDOM B101 MM P 1/84
JON ANDERSON YES 4:04 /14/F

748 CRACK ME UP 8103Y MM R 1 6/84
HUEY LEWIS 3139 /15/F

659 1 LOVE YOU SUZANNE B102Y MM R 6/84
LOU REED 3:15 / O/F

754 JERSEY GIKL (LIVE) B101 SS I 8/84
BRUCE SPRINGSTEEN 6:40 /33/F

774 LAYIN IT ON THE LINE B10zyY MF R 1 1/84
JEFFERSON.STARSHIP 4:09 8/15/F

750 LEAVE MY KITTY ALONE B102 M T 1/64
BEATLES 2145 / S/F

762 NEW ROMEOQ B1023Y M R 7/84
SOUTHS1DE . JOHNNY 3:20 /14/F

709 NO SURRENDER B103Y MF R 1 6/84
BRUCE SPRINGSTEEN 4:00 7/ 3/F

760 RESTLESS B102Y M 6/ 84
ELTON JOHN 5:14 /32/F

END OF REPORT

against any recurrence, although there have
been charges that such practices still exist.

The program director must monitor both
commercial and noncommercial messages
to ensure that no false, misleading, or de-
ceptive statements are aired, something the
FCC staunchly opposes. This includes any
distortion of the station’s ratings survey re-
sults. A station that is not number one and
claims to be is lying to the public as far as
the FCC is concerned, and such behavior
is not condoned.

License renewal programming promises
must be addressed by the PD. The propor-
tion of nonentertainment programming,
such as news and public affairs features,
pledged in the station’s renewal applica-
tion must be adhered to, even though such
requirements have been all but eliminated.
A promise is a promise. If a station claims
that it will do something, it must abide by
its word.
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The PD helps maintain the station’s
Emergency Broadcast System (EBS), making
certain that proper announcements are
made on the air and that the EBS checklist
containing an authenticator card is placed
in the control room area. PDs also instruct
personnel in the proper procedures used
when conducting on-air telephone conver-
sations to guarantee that the rights of call-
ers are not violated.

The station log (which ultimately is the
chief engineer’s responsibility) and pro-
gram log (no longer required by the FCC
but maintained by most stations anyway)
are examined by the PD for accuracy, and
he also must see to it that operators have
permits and that they are posted in the on-
air studio. In addition, the station manager
may assign the PD the responsibility for
maintaining the station’s public file. If so,
the PD must be fully aware of what the file
is required to contain. The FCC and many
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broadcast associations will provide station
operators with a public file checklist upon
request. This information is available in the
Code of Federal Regulations (73.3526) as well.
Additional programming areas of interest
to the FCC include procedures governing
rebroadcasts, simulcasts, and subcarrier
activities. The program director also must

be aware that the government is keenly in-
terested in employment practices. The pro-
grammer, station manager, and other
department heads are under obligation to
familiarize themselves with equal employ-
ment opportunity (EEO) and affirmative ac-
tion rules. An annual employment report
must be sent to the FCC.
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FIGURE 3.17
WRCS 10/ 1/84 CART DIRECTORY Pt 1 continued

caRT TITULE CTP ARTIST RL 0P TIHSCSCT CHART  RNTH INTRO/E DATE ENT
T W T Y OR LS PK MY CATERORY

1 Bk IN BLACK X110 AC.OC aYm n VB 413 J26F RV
2 THS T E10 BRYEN AR Ivm 7 V83 318 NS V2B
3 DER KOMISSAR 110 AFTER.THEFIRE avm e Va3 5:3 /6AF 128
¢ DYTIEWILLTEL  E10 ASIANES 1 mowW 182 44 /A 3/
S BRINGING THE HEARTBREAK E 1 0 DEF.LEPPARD LYW W Ve &N /S NV
6 WIT ME WITH YR BEST SHOTE 1 0 PAT BOWIAR 3Ym F VBl 231 AR VA8
7 LOK 1SABATILEFIELD £ 10 PaT BENITAR IYm F V83 40 AU S/
8§ FIREAD ICE E10 PAT BOMIAR 2Ym F V81 2D /F /38
3 MooEmN LOVE 110 DvID BMIE Ivm 1 V83 46 VAGE 128
10 LETS DANCE 110 DID BOMIE 3vym 1 183 71128 W 7/
1 BOWEWRD 110 JACKSON BRONE avm VB 315 AVF 817/8
12 FOR A ROCKER X 10 JACKSON BROHNE orm /83 45/ F 2w
131 6ET RO 610 BEACH BOYS Ivm T V6 220 /U S1VB4
14 ROCK THE CASOAK 120 clask Ivm 1 VB3 342 WANF 81V/8A
15 CAUBLING DOWN E10 JON COWR Ivm Ve 2B/ WF Ve
16 HATS S0 6000 110 JOWN COUGAR 2vym 1 VB BB/ /BF Y/
17 JACK 4D DIAE £10 JOW CoUBm aYm V82 W16 /WF VIV
18 SOUTHEMN CROSS £10 C 1 s Wl VB2 44 /S V/BA
19 PHOTOGAPY E10 DEF.LEPPARD 2YM W VB 12 AVF /A
2 FOOLIN E10 DEF.LEPPRRD 1YS K R B R e
2 ROCK OF AGES 110 DEF.LEPPARD 2Ym Wl V& 409 /U5 W17/84
2 e 620 BIO 208 Y VR G NS W A
23 MNGRY LIKE THE WOLF X 10 DURAN DURAW 2Ym Pl VB2 304 /N/E 128
20 INIOVOF THE SNAKE X 10 DURAN DURN 2vm @l V8 &0 NIF 216/
.01 THING LEADS TO ANOTHERI 3 0 FIXX arm T ves B8 /WE V2B
% 1w X 10 FLOCK.OF. SEAGULLS IVEF P VB2 W% /25 168
27 WAITING 4 A BIRLLIKE UE 10 FOREINER 1 ss W1 VB GM /BF VI
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FIGURE 3.18
Restricted Radiotele-
phone Operator Per-
mit required by the
FCC for those operat-
ing a broadcast facil-
ity. Permit is good for
an indefinite period.

FEDERAL COMMUNICATIONS COMMISSION

FCC753 o=~

® Narno-Last Fust Ll

Addrees Nurmber & Sireet
@

Restricted Radiotelephone Operator Permit Appiication Expres 11/30/85
o Complete Parts 1 and 2—Print or Type 1 Certity that:
® MailParts 1 and 210 FCC, P.O. Box 1050 ® |can keep atleast a rough written log.
Gettysburg, PA 17325. ® | am familiar with the provisions of applicable treaties, laws, and rules
® Foratemporary Permit, complete Part 3. and regulations governing the radio station which | will operate.
® No examination is required, but you must be at least @ | canspeak and hear.
14 years of age. ® | amlegally eligible for employmentin the United States.
© Before completing this form, see other side. ® The statements made on this application and any attachments are true

10 the best of my knowledge.

U.8. Code, Thie 18, Section 1001.

@

Cay State TP Code Signatrs [

Federal Communications Commission
P.O.Box 1050, Gettysburg, PA 17325

Official Business
Penalty for Private Use—$300

-
Fodersl Conmurcatons ]
Rackossiephons Opermtor Perma t
: N POSTAGE ANDFEES PAID
L © primt FEDERAL COMMUNICATIONS
: ~«— 0 Type COMMISSION
8 authonzed 10 Operate any (kG station which may be operatedby aperson | :z‘l';‘am
hoiding thes class of kicense. This permt is 1ssued n conformty witk. Para- |
graphs 3454 and 3945 of the Racko Regulatons, Geneva 1979, and s vahd 1
for L hoider e FCC. ]
|
Notvakd |
wihout |
FCC Seal :
: Signature
| "“”:3’:;“' @' Print Your Name and Address Above
__________________ recrommyPmz | m‘iﬂmm_) DONOT ADDRESS TOTHEF.C.C.
FCC Form 753-Part2
December 1982
FEDERAL COMMUNICATIONS COMMISSION sl
Temporary Restricted Radiotelephone Operator Permit Expores11/30/85

FCCForm 753-Party
r 1962

1 you need a P 4 i Operator Permit while your
18 being pH dothe g
® Compiete Parts 1 & 2 of trus form and mad to the FCC.
o Compiete this part of the form . e ————
and keep it.

! you have done the above, you now hoid a temporary Restncted
Radiwtsiephone Operator Permit. This 1s your temporary permit, DO NOT MAIL
ITTOTHE FCC.

This permwt is valid for 60 days from the date Parts 1 and 2 of this form were
mailed to the FCC.

You must obey all applicable laws, treaties, and reguiations.

Read, Fill in the Blanks, and Sign:
[Name

Date FCC Form 753, Parts 1 & 2 maded to FCC

I Certity that:

@ The above information is true.

® |amatleast 14 years old.

® | have completed and signed FCC Form 753, Parts 1 & 2,
and mailedittothe FCC.

® | have never had a license suspended or revoked by the
FCC.

’ngnnnm

Date if you cannot certity to all of the above, you are not
ehgible for a temporary permit.

00 NOT MAIL THIS PART 3 OF THE FORM FCC Form 753-Pant3
ITIS YOUR TEMPORARY PERMIT December 1962

The preceding is only a partial listing of
the concerns set forth by the government
relative to the program director’s position.
For a more comprehensive assessment re-
fer to the CFR Index at the end of Chapter
2.

THE PROGRAM DIRECTOR AND
UPPER MANAGEMENT

The pressures of the program director’s po-
sition should be apparent by now. The sta-
tion programmer knows well that his or her

www americanradiohistorv com
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States, but you need an operator permit because—

for operation of that particular station—

Notice to individuals Required by the Privacy Act
and the Paperwork Reduction Act

convenience and necessity.

judgement as to whether to grant or deny this application.

cised inmaking certain that all the information requested is provided.

ion of law is ind

Where a possible vi

tigating or prosecuting such violations.

of 1980, P.L. 96-511, December 11, 1980, 44 U.S.C. 3504 (C)(3) (C).

Terms and Conditions

As a licensed radio operator, it is illegal for you to:

wilttully intertere with any radio communication or signal.

transmit unidentified radio communications of signals.

sions by an amateur or citizens band radio operator.

FCCForm 753
December 1962

Note: All U.S.citizens are considered, for the purposes of this application, to be legally eligible for employment in the United States.

Hyouarenota U.S. citizen, and you are not eligible for employment in the United

1. You hold an FAA pilot certificate and need to operate aircraft radio stations—
OR
2. You hold an FCC radio station license issued in your name, and will use the permit

THEN use FCC Form 755 to apply for the permit, instead of this farm.

The Communications Act of 1934 authorizes solicitation of personal informa-
tion requested in this application. The information is to be used principaly to
determine if the benefits requested are consistent with the public INtKEst, - = = = = = ccc cm - - e c e e ccmc e e - m =

Commission staff will routinely use the information to evaluate and render a |

It all of the requested information is not provided, the application may ba re- | muncatons Act ot 1934, as amended, and
tumed without action or processing may be delayed while a request is made
to provide the missing information. Therefore, extreme care shouid be axer- | As s icenwed rack operstor. €14 iegal for you'o:

Limited file material may be inciuded in the Commission Computer Facility.
d, the ds may, as a matter
of routine use, be referred to the Commission's General Counsel ar:cl for-
warded to other appropriate agencies charged with responsibilities of inves-

The Foregoing Notice is Required by the Privacy Act of 1974, p.l. 93-579,
December 31, 1974, 5 U.5.C. 552a (e) (3), and the Paperwork ReductikNACt L _ _ o e e e ccccc e m e e ==

itis your responsibiity 10 know the laws, treaties, rules, and reguiations which currently govern any station you operate. Do not operate
any radio transmitter uniess such operation is authorized by a valid radio station license. Operation of an uniicensed radio transmitter
is a violation of Section 301 of the Communications Act of 1934, as amended, and is punishable by fine and/or imprisonment.

[ ]
o transmit false or deceptive signals or communications by radio.

o taisely identify a radio station by transmitting a call sign which has not been assigned by proper authority to that station.
[ ]

[ ]

withom-mhormtion.divulge.pubtish.amtwmwummmmmmﬁmmm,mexm.m-
tents, substance, purport, effect, or meaning of any interstate or foreign communications by radio, other than transmissions
intended for the use of the general public, transmissions relating 1o ships, aircraft, vehicies, Of persons in distress, of fransimis-

| Terme and Conanions

| R 18 your reeponeibidy 10 know the isws, reades. ruies, and reguiations which
Currently govemm any station you 0perste. DO N0t 0perats any rado tranemitier
|mmmmumwnnmmm
|dmmrmum--m Secton 301 of the Com-
18 purwshable by fne and/or -
)P

le Mmmwmmum

| » vansmnisies or

|- Mwnmmww-wmmmwm
ml’vmmumm

wpnais
WRhout authonzaton. drulge. Pubheh, Or USe 10 YOUr benefit or the beneit
of another Nt eNniiBed hereto, e SXISIIN0S, CONMENtS, SLOEENCS, PUrpon.
oflect. or meanmg of any «HSrItals Or IONEQN COMMUCAtGNS by o,
oMher than Tanemssons inended 1or 1he use of the general pUbC, Fane-
MsmOns relatng 10 SKOS, Arcraft, velecies. Of PErIONS s Chptrass, Of trane-
amatewr o

job entails satisfying the desires of many—
the audience, government, air staff, and, of
course, management. The relationship be-
tween the PD and the station’s upper ech-
elon is not always serene or without
incident. Although usually a mutually ful-

filling and productive alliance, difficulties
can and do occur when philosophies or
practices clash. “Most inhibiting and det-
rimental to the PD is the GM who lacks a
broad base of experience but imposes his
opinions on you anyway. The guy who has
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FIGURE 3.18
continued
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FIGURE 3.19
Employment applica-
tion with EEO policy
statement. Courtesy
WHDH-AM.

WHDH

RADIO 85

FOUR FORTY-ONE STUART STREET
BOSTON, MASSACHUSETTS 02116
TELEPHONE (617)267-3302

APPLICATION FOR EMPLOYMENT

‘‘Employment discrimination because of race, color, religion, national origin, sex or age is
prohibited. Anyone who believes that he or she has been a victim of discrimination in seeking
employment at this station is urged to report the matter promptly to the President of WHDH
and may notify the Federal Communications Commission or other appropriate agency.”’

This application will be given every consideration. Its acceptance, however, does not imply
that the applicant will be employed. If an applicant is not employed, it will be retained in our
active file for one year.

All appointments to positions are on trial and subject to satisfactory work. If it is found that
an employee is not adapted to radio work or is likely to prove useful, he or she may be
dismissed.

WHDH CORPORATION
EQUAL EMPLOYMENT OPPORTUNITY POLICY

Equal employment opportunity is the policy of WHDH Corporation (WHDH). Prejudice or
discrimination, based upon race, color, religion, national origin, or sex, is strictly prohibited
by WHDH in recruitment, selection and hiring, placement and promotion, pay, working
conditions, demotion, termination, and in all employment practices generally. All personnel
are required diligently and affirmatively to observe this policy and are absolutely forbidden to
violate, frustrate or diminish that policy. Any applicant for employment, any empioyee or
any other person having reason to believe that there exists any prejudice or discrimination
based upon race, color, religion, national origin, or sex, in any area of WHDH’s employment
practices, is urged to report the matter promptly to the President of WHDH or any other
officer, executive or supervisor employed by WHDH Corporation. Any person believing
himself to have been a victim of prohibited discrimination in any area of WHDW'’s
employment practices also has the right to notify the Federal Communications Commission
or other appropriate federal or state agencies, or all of these, of such incident or incidents. It
is requested that all employees and applicants for employment make this policy of equal
employment opportunity known to cthers, whenever appropriate.

come up through sales and has never spent
a minute in the studio can be a real thomn
in the side. Without a thorough knowledge
of programming, management should rely
on the expertise of that person hired who
does. I don’t mean, ‘Hey, GM, get out of the
way! What I'm saying is, don’t impose pro-
gramming ideas and policies without at least
conferring with that individual who ends
up taking the heat if the air product fails to

bring in the listeners,” says KTOP’s Dick
Fatherly.

WIYY’s Chuck Ducoty contends that
managers can enhance as well as inhibit
the style of programmers. “I've worked for
some managers who give their PDs a great
deal of space and others who attempt to
control every aspect of programming. From
the station manager’s perspective, I think
the key to a good experience with those
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" Grad.
IN THE UNITED STATES No. of Years| (f Grad, give glv:ou'al'l of
EDUCATIONAL RECORD (Names of Schools sttended) CITY/TOWN Complsted | Mo. ang vr. leaving
High or Preparatory School
Commercial School
College
Graduate School
If you did not graduate from school or college, state reason for leaving:
. . ]
Were you ever suspended or expelled from any of the institutions above? If so, state the reason fully:
What educational courses are you now taking?
PERSONAL 'RECORD
Date of Birth {OPTIONAL) ____ Are you a citizen of the United States?
Have you ever been arrested or convicted for an offense other than a minor tratfic violation? If yes, explain
Give number of persons in immediate family ______ Does this include (if living) both father and mother?
If not living at home, with whom do you live? Relatives Friends Alone Board
Number of persons financially dependent upon you? Fully Partially
What is your present selective service classification?
Have you served in the armed forces of the United States? __ Branch of service
Month and year of induction . Date of discharge or transfer to reserve

Rank at time of discharge

HEALTH RECORD
How much time have you lost from work or school during the last three years on account of lliness? _T——

What was the nature of the iliness?

Are you related to any director,officer or employee of WHDH? —_ Relatives name

Describe your outside interests or hobbies

Please describe any special assets you bring to WHDH

List below, five personal references (not reiatives, former employers or fellow employees) who have known you well during
the past flve or more years.

Print Name in Full Address ( Street/ City ) N':(z:’:‘:" Occupation

THIS SECTION TO BE FILLED OUT ONLY BY APPLICANTS FOR CLERICAL POSITIONS:

What shorthand method do you use? Words per minute____________ Do you type?

Words per minute __ List office machines that you have operated

| hereby affirm that my answers to the foregoing guestions are true and correct, and that | have not knowingly
withheld any fact or circumstance that would, if disclosed, affect my application unfavorably.

Please sign HERE ____

On a separate sheet of paper you may give any further information you desire to explain your gualifications.

T

who work for you is to find excellent people  ing down the neck of the PD is just going

from the start and then have enough con- to create tension and resentment.”

fidence in your judgment to let them do WGAN'’s programmer, Peter Falconi, be-
their job with minimal interference. Breath-  lieves that a sincere effort to get to know
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FIGURE 3.19
continued

that the information be supplied in your normal handwriting.

Please answer each and every guestion completely, except you are not required to give age or date of birth.

It is preferred

Date 19
Name in Full Social Security Number
Address Tel. No.
STREET cITY STATE zie

Referred By
Name Tel. No.
Address

STREET [aha 4 STATE zZip
Position Desired Salary Desired

Firm Name of Present or
1—Most Recent Employer

EMPLOYMENT RECORD ({This record must account for all previous employment including summer and part time employ-
ment, if any, while attending school.)

VOUR POSITION “EMPLOVED
Address GEOMINIO
Salary at Start I Wwhan Leaving Mo. Mo.
City and State
yr. Yr,
Are you now working for this employer?
Reason for leaving:
Firm Name of Next
2—Previous Employer
YOUR POSITION EMPLOYED
Address FROM TO
Talary af Start When Ceaving Mo. Mo.
City and State
Vr. Yr.
Reason for Leaving:
Firm Name of Next
3—Previous Employer
YOUR POSITION EMPLOYED
Address FROM TO
Salary at Start wnen Leaving Mo. Mo,
City and State
Yr. yr.
Reason for leaving:
Firm Name of Next
4-Previous Employer
YOUR POSITION [ EMPLOVED
FROM TO
Address
Salary st Start | When Leaving Mo. Wo.
City and State
Y. Yr.
Reason for leaving:
If a complete record of past employment has not been given above, please continue on a separate sheet of paper.
From To
5-Please describe your activities during any period of unemployment in excess of three Mo. | vr [ Mo,y v,
(3) months from the month you left school to the present time.

Have you ever been discharged or requested to resign from any position?

If so, give full particulars:

Has your application for a surety or fidelity bond ever been refused?

If 30, state the circumstances:

and understand one another should be ex-
erted by both the PD and manager. “You
have to be on the same wavelength, and
there has to be an excellent line of com-
munication. When a manager has confi-
dence and trust in his PD, he’ll generally

let him run with the ball. It’s a two-way
street. Most problems can be resolved when
there is honesty and openness.”

An adversarial situation between the sta-
tion’s PD and upper management does not
have to exist. The station that cultivates an
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____ Application
New employee authorization
Health insurance brochures issued
_____ID card issued
Withhold information

PAYROLL CHANGES:

FOR OFFICE USE ONLY

Employment contract (account executives only)

Employment terminated on

Eff. New New Position, New Distribution, Change Entered
Date Rate if any if any Per By
* * *

per

Recommended for re-employment?

Keys and ID returned?

Letter of Resignation on file?

atmosphere of cooperation and mutual re-
spect seldom becomes embroiled in skir-
mishes that deplete energy—energy better
spent raising revenues and ratings.

CHAPTER HIGHLIGHTS

1. The Adult Contemporary (A/C) format
features current (since the 1970s) pop

standards. It appeals to the twenty-five to
forty-nine age group, which attracts adver-
tisers. It often utilizes music sweeps and
clustered commercials.

2. Contemporary Hit Radio (CHR) fea-
tures current, fast-selling hits from the Top
40. It targets teens, broadcasts minimal
news, and is very promotion/contest ori-
ented.

3. Country is the fastest growing format
since the 1960s. More prevalent in the South
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and Midwest, it attracts a broad age group.
More Country stations are AM.

4. Fasy Listening stations evolved from
the Beautiful Music stations of the 1960s
and 1970s. Featuring mostly instrumentals
and minimal talk, many stations have be-
come automated and use prepackaged pro-
gramming. The primary audience is over
age fifty.

5. Album-Oriented Rock (AOR) stations
began in the mid-1960s to counter Top 40
stations. Featuring music sweeps with a
large airplay library, they play rock album
cuts. News is minimal. The format attracts
a predominantly male audience aged eigh-
teen to thirty-four.

6. All-News stations rotate time blocks
of local, regional, and national news and
features to avoid repetition. The format re-
quires three to four times the staff and bud-
get of most music operations.

7. All-Talk combines discussion and call-
in shows. It is primarily a medium and ma-
jor market format. Like All-News, All-Talk is
mostly found on AM.

8. The Nostalgia playlist emphasizes
popular tunes from the 1940s and pre-rock
1950s, presenting its music in sweeps with
a relatively low deejay profile.

9. The Oldies playlist includes hits from
the 1950s and 1960s, relying on fine air
personalities. Commercials are randomly
placed and songs are spaced to allow dee-
jay patter. Two new vintage music formats
of the 1980s, Classic Hits and Classic Rock,
have caused some erosion in Oldies num-
bers.

10. Urban Contemporary (UC) is the
“melting pot” format, attracting a hetero-
geneous audience. Its upbeat, danceable
sound and hip, friendly deejays attract the
eighteen to thirty-four age group. Contests
and promotions are important.

11. Classical commercial outlets are few,
but they have a loyal audience. Primarily an
FM format appealing to a higher-income,
college-educated (upscale, twenty-five to
forty-nine) audience, Classical features a
conservative, straightforward air sound.

12. Religious stations are most prevalent
on the AM band. Religious broadcasters
usually approach programming in one of
two ways. One includes music as a primary
part of its presentation, while the other does
not.

13. Ethnic stations serve the listening
needs of minority groups. Black and His-
panic listeners constitute the largest ethnic
audiences.

14. Middle-of-the-Road (MOR) stations
rely on the strength of air personalities and
features. Mostly an AM format, MOR at-
tempts to be all things to all people, attract-
ing an over-forty audience.

15. Program directors (PDs) are hired to
fit whatever format the station management
has selected. They are chosen for their ex-
perience, primarily, although education
level is important.

16. The PD is responsible for everything
that is aired. Second in responsibility to the
general manager (when no Operations
Manager position exists), the PD establishes
programming and format policy; hires and
supervises on-air, music, and production
personnel; handles the programming bud-
get; develops promotions; monitors the sta-
tions and its competitors and assesses
research; is accountable for news, public
affairs, and sports features; and may even
pull an airshift.

17. The PD’s effectiveness is measured by
ratings in large markets and by sales in
smaller markets.

18. The PD determines the content of
each sound hour, utilizing program clocks
to ensure that each element—commercial,
news, promo, weather, music, etc.—is stra-
tegically located to enhance flow and op-
timize impact. Even News/Talk stations need
program clocks.

19. PDs must adjust programming to the
lifestyle activities of the target audience.
They must develop a feel for the area in
which the station is located, as well as an
understanding of survey information and
research data.

20. Finally, the PD must ensure that the
station adheres to all FCC regulations per-
taining to programming practices, antici-
pating problems before they occur.
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Sales

COMMERCIALIZATION:
A RETROSPECTIVE

Selling commercials keeps the radio station
on the air. It is that simple, yet not so sim-
ple. In the 1920s broadcasters realized the
necessity of converting the medium into a
sponsor-supported industry. It seemed to
be the most viable option and the key to
growth and prosperity. Not everyone ap-
proved of the method, however. Opponents
of commercialization argued that advertis-
ing would decrease the medium’s ability to
effectively serve the public’s good, and one
United States senator voiced fears that ad-
vertisers would turn radio into an on-air
pawnshop. These predictions would prove
to be somewhat accurate. By the mid-1920s,
most radio outlets sold airtime, and few
restrictions existed pertaining to the sub-
stance and content of messages. Commer-
cials promoting everything from miracle
pain relievers to instant hair-growing so-
lutions filled the broadcast day. It was not
until the 1930s that the government devel-
oped regulations that addressed the issue
of false advertising claims. This resulted in
the gradual elimination of sponsors ped-
dling dubious products.

Program sponsorships were the most
popular form of radio advertising in the
1920s and early 1930s. Stations, networks,
and advertising agencies often lured clients
onto the air by naming or renaming pro-
grams after their products—"“Eveready
Hour,” “Palmolive Hour,” “Fleishman Hour,”
“Cliquot Club Eskimos,” “The Coty Play-
girl,” and so on. Since formidable opposi-
tion to commercialization existed in the
beginning, sponsorships, in which the only
reference to a product was in a program’s
title, appeared the best path to take. This
approach was known as “indirect” adver-
tising.

As the outcry against advertiser-sup-
ported radio subsided, stations became
more blatant or “direct” in their presenta-

tion of commercial material. Parcels of time,
anywhere from one to five, even ten min-
utes, were sold to advertisers eager to con-
vey the virtues of their labors. Industry
advertising revenues soared throughout the
1930s, despite the broken economy. Radio
salespeople were among the few who had
a salable product. World War II increased
the rate of sales revenues twofold. As it be-
came the foremost source of news and in-
formation during that bleak period in
American history, the value of radio’s stock
reached new highs, as did the incomes of
salespeople. The tide would shift, however,
with the advent of television in the late 1940s.

When television unseated radio as the
number one source of entertainment in the
early 1950s, time sellers for the deposed me-
dium found their fortunes sagging. In the
face of adversity, as well as opportunity,
many radio salespeople abandoned the old
in preference for the new, opting to sell for
television. Radio was, indeed, in a dilemma
of frightening proportions, but it soon put
itself back on course by renovating its pro-
gramming approach. By 1957 the medium
had undergone an almost total transfor-
mation and was once again enjoying the
rewards of success. Salespeople concen-
trated on selling airtime to advertisers in-
terested in reaching specific segments of
the population. Radio became extremely lo-
calized and, out of necessity, the networks
diverted their attention to television.

Competition also became keener. Thou-
sands of new outlets began to broadcast
between 1950 and 1970. Meanwhile, FM
started to spread its wings, preparing to
surpass its older rival. AM music stations
experienced great difficulties in the face of
the mass exodus to FM, which culminated
in 1979 when FM exceeded AM’s listener-
ship. FM became the medium to sell.

In the first half of the 1980s, radio pro-
gramming was easily divisible. Talk was
found on AM and music on FM. Today,
hundreds of AM stations have become
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stereo in an attempt to improve their mar-
keting potential, while some FM outlets have
taken to airing nonmusic formats as a way
of surviving the ratings battles.

Selling time today is a far cry from what
it was like during the medium’s heyday.
Station account executives no longer search
for advertisers willing to sponsor half-hour
sitcoms, quiz shows, or mysteries. Today,
the advertising dollar generally is spent on
spots scheduled for airing during specific
dayparts on stations that attract a partic-
ular piece of the highly fractionalized radio
audience pie. The majority of radio outlets
program prerecorded music, and it is that
which constitutes the station’s product. The
salesperson sells the audience, which the
station’s music attracts, to the advertiser or
time-buyer.

SELLING AIRTIME

Airtime is intangible. You cannot see it or
hold it in your hand. It is not like any other
form of advertising. Newspaper and mag-
azine ads can be cut out by the advertiser
and pinned to a bulletin board or taped to
a window as tangible evidence of money
spent. Television commercials can be seen,
but radio commercials are sounds flitting
through the ether with no visual compo-
nent to attest to their existence. They are
ephemeral, or fleeting, to use words that
are often associated with radio advertising.
However, any informed account executive
will respond to such terms by stating the
simple fact that an effective radio commer-
cial makes a strong and lasting impression
on the mind of the listener in much the
same way that a popular song tends to per-
meate the gray matter. “The so-called in-
tangible nature of a radio commercial really
only means you can't see it or touch it. There
is little doubt, however, that a good spot is
concrete in its own unique way. Few of us
have gone unaffected or, better still, un-
touched by radio commercials. If a spot is
good, it is felt, and that’s a tangible,” says
Charles W. Friedman, sales manager, WKVT
AM/FM, Brattleboro, Vermont.

Initially considered an experimental or
novel way to publicize a product, it soon
became apparent to advertisers that radio
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was far more. Early sponsors who ear-
marked a small portion of their advertising
budgets to the new electronic “gadget,”
while pouring the rest into print, were sur-
prised by the results. Encouraged by radio’s
performance, advertisers began to spend
more heavily. By the 1930s many prominent
companies were reallocating substantial
portions of their print advertising budgets
for radio. To these convinced advertisers,
radio was, indeed, a concrete way to market
their products.

Yet the feeling that radio is an uncon-
ventional mode of advertising continues to
persist to some extent even today, espe-
cially among small, print-oriented retailers.
Usually, the small market radio station’s
prime competitor for ad dollars is the local
newspaper. Many retailers have used pa-
pers for years and perceive radio as a sec-
ondary or even frivolous means of
advertising, contends Friedman. “Retailers
who have used print since opening their
doors for business are reluctant to change.
The toughest factor facing a radio sales-
person is the notion that the cld way works
the best. It is difficult to overcome inertia.”

Radio is one of the most effective means
of advertising when used correctly. Of
course, there is a right way and a wrong
way to utilize the medium, and the sales-
person who knows and understands the
unique character of his or her product is
in the best position to succeed. To the ex-
tent that a radio commercial cannot be held
or taped to a cash register, it is intangible.
However, the results produced by a care-
fully conceived campaign can be seen in
the cash register. Consistent radio users,
from the giant multinational corporations
to the so-called “mom and pop” shops,
know that a radio commercial can capture
people’s attention as effectively as anything
crossing their field of vision. A 1950s pro-
motional slogan says it best: “Radio gives
you more than you can see.”

BECOMING AN ACCOUNT
EXECUTIVE

A notion held by some sales managers is
that salespeople are born and not made.
This position holds that a salesperson either
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“has it” or does not: “it"” meaning the innate
gift to sell, without which all the schooling
and training in the world means little. Al-
though this theory is not embraced by all
sales managers, many agree with the view
that anyone attempting a career in sales
should first and foremost possess an un-
flagging desire to make money, because
without it failure is almost assured.

According to RAB figures, 70 percent of
the radio salespeople hired by stations are
gone within three years; another study re-
veals that 73 percent of new radio sales-
people leave the business within a year.
While this sounds less than encouraging, it
also must be stated that to succeed in
broadcast sales invariably means substan-
tial earnings and rapid advancement. True,
the battle can be a tough one and the drop-
out rate is high, but the rewards of success
are great.

The majority of newly hired account ex-
ecutives have college training. An under-
standing of research, marketing, and finance
is important. Formal instruction in these
areas is particularly advisable for persons
considering a career in broadcast sales.
Broadcast sales has become a familiar
course offering at many schools with pro-
grams in electronic media. Research and
marketing courses designed for the broad-
cast major also have become more preva-
lent since the 1970s. “Young people applying
for sales positions here, for the most part,
have college backgrounds. A degree indi-
cates a certain amount of tenacity and per-
severance, which are important qualities in
anyone wanting to sell radio. Not only that,
but the candidate with a degree often is
more articulate and self-assured. As in most
other areas of radio, ten or fifteen years ago
fewer people had college diplomas, but the
business has become so much more so-
phisticated and complex because of the
greater competition and emphasis on re-
search that managers actually look for
salespeople with college training,” says
KGLD General Manager Richard Brernkamp.

Whether a candidate for a sales position
has extensive formal training or not, he or
she must possess a knowledge of the prod-
uct in order to be hired. “To begin with, an
applicant must show me that she knows
something about radio; after all, that is what

we're selling. The individual doesn’t nec-
essarily have to have a consummate un-
derstanding of the medium, although that
would be nice, but she must have some
product knowledge. Most stations are will-
ing to train to an extent. I suppose you al-
ways look for someone with some sales
experience, whether in radio or in some
other field, “says Bob Turley, general sales
manager, WQBE AM/FM, Charleston, West
Virginia.

Stations do prefer a candidate with sales
exposure, be it selling vacuum cleaners
door-to-door or shoes in a retail store. “Being
out in front of the public, especially in a
selling situation, regardless of the product,
is excellent training for the prospective ra-
dio sales rep. I started in the transportation
industry, first in customer service, then in
sales. After that I owned and operated a
restaurant. Radio sales was a whole new
ball game for me when I went to work for
WCFR in Springfield, Vermont, in the mid-
1970s. Having dealt with the public for two
decades served me well. In two years I rose
to be the station’s top biller, concentrating
mainly on direct retail sales. In 1979, WKVT
in Brattleboro hired me as sales manager,”
recalls Charles Friedman.

Hiring inexperienced salespeople is a
gamble that a small radio station generally
must take. The larger outlets almost always
require radio sales credentials, a luxury that
lesser stations cannot afford. Thus they must
hire untested salespeople, and there are no
guarantees that a person who has sold lawn
mowers can sell airtime, that is, assuming
that the newly hired salesperson has ever
sold anything at all. In most cases, he or
she comes to radio and sales without ex-
perience, and the station must provide at
least a modicum of training. New salespeo-
ple commonly are given two to three months
to display their wares and exhibit their po-
tential. If they prove themselves to the sales
manager by generating new business, they
are asked to stay. On the other hand, if the
sales manager is not convinced that the ap-
prentice salesperson has the ability to bring
in the accounts, then he or she is shown
the door.

During the trial period, the salesperson
is given a modest draw against sales, or a
“no-strings” salary on which to subsist. In
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the former case, the salesperson eventually
must pay back, through commissions on
sales, the amount that he or she has drawn.
Thus, after a few months, a new salesperson
may well find himself in debt for two or
three thousand dollars. As a show of con-
fidence and to encourage the new sales-
person who has shown an affinity for radio
sales, management may erase the debt. If a
station decides to terminate its association
with the new salesperson, it must absorb
the loss of time, energy, and money in-
vested in the employee.

Characteristics that managers most often
look for in prospective salespeople include,
among other things, ambition, confidence,
energy, determination, honesty, and intel-
ligence. “Ambition is the cornerstone of
success. It’s one of the first things I look
for. Without it, forget it. You have to be hun-
gry. It’s a great motivator. You have to be a
quick thinker—be able to think on your feet,
under pressure, too. Personal appearance
and grooming also are important,” says Gene
Etheridge, general sales manager, KOUL-FM,
Corpus Christi, Texas.

Joe Martin, general sales manager of
WBQW-AM, Scranton, Pennsylvania, places
a premium on energy, persistence, creativ-
ity, and organization. “Someone who is a
self-starter makes life a lot easier. No man-
ager likes having to keep after members of
his sales team. A salesperson should take
initiative and be adept at planning his day.
Too many people make half the calls they
should and could. A salesperson without
organizational skills is simply not going to
bring in the same number of orders as the
person who does. There is a correlation be-
tween