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PREFACE

This second edition, like the first, is designed to be
used as a study guide by which an instructor may structure a
college ocourse in programming. The topics introduced by
the chapters can easily be covered by even those on the
quarter system and expanded by those on the semester system.
In any event, additional reading assignments are advised;
that is another reason why this is written succinctly. The
art of programming a broadcasting station, indeed every
aspect of programming, is changing so rapidly, that updating
and expanding the study is essential.

The author, and others who have adopted this book, use
it to introduce the various facets of programming, as well
as to provide a historical perspective and frame of
reference, but require students to find and report on current
articles, text chapters, studies, speeches and reports;
just as many of such that were available to the author
were used to prepare this second edition.

V. Jackson Smith
September, 1982



SECTION I - AN OVERVIEW



CHAPTER 1 - INTRODUCTION
"As far as the public is concerned, broadcasting
means one thing: programming.”
Broadcasting: The Next Ten Years, NBC Corporate
Planning

Definition of Programming

The word "programming” in the title of this study guide
is used as a verb, not a noun, though both applications of
the word are considered in the following pages. Programming,
the noun, or the mosiac of programs, the units, results fram
programming, the verb. One cannot really be studied without
the other, but the emphasis in this book is on the function
of programming--those considerations that THE program
director, not the director of a program, must take into
acoount in order to "program” a broadcast station.

Importance of Programming

To paraphrase Chester, Garrison, and Willis in Television
and Radio--The chief consideration or end of programming 1s
getting the public to accept it.l The only product that
radio-television has to offer, after all, is programming.

Though station personnel speak of "selling time,"
advertisers will not purchase time for cammercials without
reasonable assurance of audience acceptance of the program
or programming surrounding their "spots."

Stuart Hyde noted in TV and Radio Announcing that the
lifeblood of American broadcasting is the commercial.2
But without good programming to attract an audience there
would be no commercials or any others means of financial
support.

Function of Programming

Good programming, that which attracts and holds a
sizeable audience, does not just "happen;" it is the
result of considerable expertise and planning.
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It involves a knowledge of past and current programming
practices and their results, the .ability to secure and apply
demographics and psychographics in constructing audience
profiles, a keen awareness of characteristics of programs

that are considered "good," and a thorough understanding of
the program director's duties and responsibilities. All of
these aspects of the programming function will be considered
in the following chapters. Before moving on, it is important
to note, as did Chester, Garrison, and Willis,3 certain
aspects of the task of programming that make it so challenging.

(1) It is such a gargantuan task that it is
difficult to convey its scope accurately.
There are more than 2,000 FM Stations,
6,000 AM stations, almost 700 VHF stations
and now approximately 400 UHF stations.

The task of programming any one of these
is enormous.

(2) It is oontinuwus. Banks and other
businesses shut down and take holidays,
but broadcasting stations do not. Many
radio stations are "on" 24 hours a day
and the majority of TV stations are on
at least 20 hours a day.

(3) It is extremely competitive. Iocal
stations and networks constantly try
to get the largest “"share" of the available
audience.

(4) It is very costly in time, effort and
creative ability. A half-hour show such
as "All in the Family" has a budget of
over $200,000 per episode. "The Rockford
Files" (a 60-minute show) had a
budget of $340,000 per episode. One
network executive estimates that 1,394 man-
hours are required for every hour on the
air.

(5) It is extremely complex, especially at
network level because it is interrelated
with all other functiohs within a station.
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(Such as continuity, traffic, sales, etc.)
Television gets even more camplex with sub-
units in production.

(6) It tends to seek stability in program
schedules and to develop viewing and
listening habits. There are two reasons:
(a) to be able to make long term sales,
and (b) to reduce pressure of constantly
caming up with new programs.

(7) It draws its creative ideas, materials, and
talent fram as many sources as possible;
stage, talent bureaus and booking agencies,
night clubs, oolleges, performers themselves,
not to mention station staff members--
especially staff writers when such are
employed—-and even sales staff members
can find talent while making their "rounds."

(8) It is highly speculative (risky). There
are no "sure-fire" rules for success.

SUMMARY

Programming which will attract and hold a sizeable
audience is essential to the continuing operation of any
radio or television station. As the principle function of
a station, programing is a demanding endeavor. As an
undertaking, it is enormous, it is continwous, it is
extremely competitive, and it is very costly in time,
effort, and creative ability. It is also extremely camwplex,
strives for stability, draws its creative ideas, materials,
and talent from as many sources as possible; and it is highly

speculative.



FOOTNOTES

lChester and Garrison, Television and Radio, Houghton
and Mifflin Company, Boston, p. 59.

2I-lyde, Stuart, TV and Radio Announcing, Houghton and
Mifflin Company, Boston, p. 153.

3chester and Garrison, p. 27.



CHAPTER 2 - EARLY RADIO PROGRAMMING

All programming was local until the late 1920's. The
first programing of which there is historical record was
that of R. A. Fessenden from his experimental station in
Brent Rock, Massachusetts, in 1906. It consisted of a
single program that included two musical selections, a
poem and a short talk. Heard by wireless operators for
several hundred miles, it was soon followed by broadcasts
of fellow experimenters (although they were content to play
phonograph records and give their call letters.)

From 1906 until 1917 when the United Stated entered
World War I, radio broadcasting was almost the exclusive
province of the experimenters. At least one garage or attic
in most every neighborhood had a "powerful little five-
watter" satirized by Alka Selzer's Uncle Ezra in his
network program in the 1930's.

For the duration of World War I, the airwaves were
taken over by the government. At the conclusion of the
war, the experimenters were back doing business at the same
old stands: 1in garages, laboratories, on college campuses
and in electrical manufacturing facilities such as Westing-
house in Pittsburg. The Westinghouse station, KDKA, was
the first cammercially licensed station in the United States
and went on the air on November 2, 1920, giving the results
of the presidential election. This broadcast is generally
considered to mark the beginning of professional broad-
casting. Other first for KDKA were the first broadcast by a
national figure, the then president Herbert Hoover, the first
stock market reports, and the first World Series broadcast.

Programming was still haphazard well into the 1920's,
partly becuase it was financed entirely by radio manufacturing
companies as a means of selling radio sets, and partly
because programming was determined more by its availability
than its suitability. Because of the novelty of the medium,
local talent and even a few "big names" were persuaded to
perform "on the air" without receiving payment. Such "live"
presentations were infrequent, however, and short-lived because
the novelty soon wore off and stations continued to rely largely
on phonograph records for programming.

5



On August 28, 1922, radio station WEAF (Now WNBC), the
high-powered A. T. & T. station in New York, discovered a
new means of financing programming that has increasingly
altered the structure and philosophy of broadcasting until
the present time. The station broadcast a ten minute talk:
sponsored by the Queensboro Corporation, a Long Island
realty company. As a result of the broadcast, the company
sold two apartment buildings--and commercial broadcasting
was bomn.

It was not all smooth sailing, however. For one thing,
there was still wide spread belief~--propagated by newspapers
which had begqun to fear the new medium (though a few such
as the Detroit News owned stations to promote their papers)
that the new medium was not suited for selling. During this
early period then, radio was used by sponsors only to create
goodwill. This limited utilization of radio was encouraged
by the then Secretary of Commerce, Herbert Hoover, who said
in 1922, "It is inconceivable that we should allow so great a
possibility for service, for news, for entertainment, for
education, and for vital commercial purposes to be drowned in
advertising chatter:"4 Later that year, the First Annual
Radio Conference recammended, "that direct advertising and
radio broadcast service be absolutely prohibited and that
indirect advertising be limited to the announcements of the
call letters of the station and the name of the concern
responsible for the matter broadcasted (sic)."S

Even such limited use of the new medium was restricted
almost entirely to WEAF from 1922 to 1924. A. T. & T.
"claimed the sole right to sell radio time, and because of
its control over patents, transmission lines, and radio
equipment, it was able to enforce its will on other stations
and to prevent them from carrying advertising. It was not
until April 18, 1924, when A. T. & T. allowed independent
stations to engage in sponsored broadcasting that widespread
advertising support developed and the system we have today
began to take shape."6

In speaking of his new job as a broadcast time salesman
in 1930, Harry Bannister describes his indoctrination by the
cammercial manager.



"Neophyte though I was, it was apparent to me that my
boss had no interest in programming and regarded everything
as samething in which to hang a commercial. He made no
serious reference to any broadcasting function other than
sales. It was my introduction to an attitude I was to
encounter frequently in later years."7

In a further indictment of this aspect of broadcasting
in the '30's, Bannister adds that "Many televiewers and radio
listeners camplain about the heavy load of commercials today.
In the early days of radio, however, they really piled them
on. . . in 45 minutes 30 announcements would be presented."8

Nevertheless, money for programming remained scarce for
sometime. (WEAF's total income fram advertising for the year
of 1922 was about $5,000.) Program ideas were also scarce,
and station personnel had not yet realized that program
material needed to be especially adapted for the new medium.
As a result, "hitchhiking" on concerts, operas, hotel orchestras,
organ recitals, and even vaudeville acts was cammonplace.
Stations, in a manner of speaking, "eavesdropped" on such
performances by the simple expedient of placing a microphone
as close as possible to the performming artists.

As advertising revenues increased, stations began to
improve the quality of their programming. WJZ in Newark was
one of the first to offer regular programming, especially
designed for the new medium. Musician Vincent Lopez was
hired by the station to form a studio orchestra which was
soon heard daily over the station. Some of the larger
stations even had pipe organs installed in studios which by
then had increased in size and number in most stations.

By 1930, WEAF which A. T. & T. had sold to RCA was
charging $750 for one hour of evening radio time.?

With such revenue, large stations ocould afford to hire
top—notch talent and radio became "show business." The medium
soon produced its own stars such as Rudy Vallee, a dance-
band leader who became one of radio's earliest "personalities"
in 1929, the year that "Amos and Andy" began their long sojourn
on radio. The vast majority of the radio stations could not
afford such high-priced programming, however. Gradually, the
idea of sharing the costs of such programming, through a
"network," began to formulate.



In the meantime, programming for the typical local radio
station throughout the United States oconsisted largely of
recorded music, one or two brief newscasts a day ("ripped
and read" right off of the wire service copy), and perhaps
the stock market reports by telephone from a local brokerage
house. Many stations also used telephone lines and portable
amplifier/mixers to broadcast play-by-play action at local
sporting events. A few larger local stations had specially
talented sports announcers who "re-created" games from more
distant locations, as plays were received on sports ticker
tape machines installed right in the studio. Such re-
creations required announcers with vivid imaginations and
sufficient knowledge of the events to keep up a running
commentary between plays, while handling the ticker tape with
one hand and adding sound effects, usually with a ball,
catcher's mitt and bat-like stick of wood,with the other hand.

Some local stations, such as the one the writer began
working for in 1939, had daily "man-on—the-street' interviews,
again utilizing a telephone line installed on the side of a
building at a downtown street corner; and also children's
shows on Saturday mornings, featuring local amateur talent.
It was not unusual for stations even in medium-sized markets
to program live organ music in the afternoons or evenings.

In the larger markets, stations such as WIW in Cincinnatti,
WGN in Chicago, and WSB in Atlanta, had staff musicians and
offered live dramatic fare as well. When the author worked at
WSB just after World War II, the staff included not only an
organist and a studio orchestra, but also two full-time
writers who wrote an original thirty minute play every week
which was performed on "Dixie Playhouse" each Saturday evening.
WSB also produced and broadcast "The Atlanta Barn Dance,"
similar to WSM-Nashville's "Grand 0ld Opera," from the
Erlanger Theatre in Atlanta each Saturday night. Each weekday
evening, except Saturday, from eleven o'clock until midnight,
WSB offered "Sleepy Hollow," a program of live organ music
and poetry. These programs and others, produced only for
local audiences by stations in middle-sized-to-large cities,
such as WLW's domestic comedy "Sister's of the Skillet," had
large audiences and were commercially successful-—same of them
for many years.



Recorded music was not divided into as many classifications
as it came to be later, and because there were fewer local
stations, special appeal formats were virtually unknown--
though stations in the mid and southwest tended to play more
"cowboy" songs and stations in the south tended to play more
"country" music. The musical staple of local stations across
the United states from the 1920's through the 1940's was that
broad category of music called "popular."

SUMMARY

Radio programming in the typical local station across the
United States changed very little from the earliest days of
radio through the first decades of commercial radio. Though
there were a few notable exceptions, local programming was
limited almost exclusively to recorded music, with brief and
relatively few newscasts during the broadcast day.



4Chester, p. 27.
SIbid.
6chester, et al., page 27.

7TBannister, Harry, The Education of a Broadcaster, Simon
and Shuster, New York, 1965, p. 16.

81bid., page 20.

9coldsmith, Alfred N. and Lescarbours, Austin C., This
Thing Called Broadcasting, New York, 1930, pp. 279-28l.
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CHAPTER 3 - NETWORKS AND "THE GOLDEN AGE" OF RADIO

It was not until the advent of networks that radio entered
its "golden age" that was to last for two decades. No one is
certain where the term came from. Perhaps it was so named
because it was the most prosperous era for radio stations in
their history. More likely, it was because of the universal
popularity and prestige which the medium enjoyed during the
period. Certainly those who grew up in this generation have
"golden memories" of this fabulous era of broadcasting, which
succeeding generations find it difficult, if not impossible,
to appreciate. "Radioing"--the medium had even spawned a verb
form of its name--became a perfectly respectable activity. It
oonsisted of tuning around the dial to see how many stations
one could receive and from what distance. Results often became
the subject of conversation, or even boasting, the next day.

Radio was never, so far as is known, attacked from the
pulpit or in print as being an instrument of the devil, an
opiate of the people, or likely to produce a generation of
illiterates--all of which have been said and/or written about
television. No one was every heard to say "I'd never have one
of tnose things in my house, I can tell you," which some have
said about television.

Perhaps Stan Freeburg's Award Winning 60 seocond radio spot
entitled "Stretching the Imagination," provides the most
significant clue to the appeal that radio had in its heyday.

MAN: Radio? Why should I advertise on radio? There's
nothing to look at . . . no pictures.

GUY: Listen, you can & things on radio you couldn't
possibly do on TV.

MAN: That'll be the day.

GUY: &Ah huh. All right, watch this. (AHEM) O.K. people
now when I give you the cue I want the seven hundred
foot mountain of whipped cream to roll into Lake
Michigan which has been drained and filled with hot
chocolate. Then the Royal Canadian Air Force will
fly overhead towing the ten~-ton maraschino cherry
which will be dropped into the whipped cream, to the
cheering of twenty-five thousand extras. All right...
cue mountain...

11



SOUND: GROANING AND CREAKING OF MOUNTAIN INTO BIG SPLASH!

GUY: Cue the Air Force!

SOUND: DRONE OF MANY PLANES

GUY: Cue the maraschino cherry...

SOUND: WHISTLE OF BOMB INTO BLOOP! OF CHERRY HITTING

WHIPPED CREAM.

GUY: Okay, twenty-five thousand cheering extras...

SOUND: ROAR OF MIGHTY CROWD. SOUND BUILDS UP AND CUTS OFF

SHARP!
GUY: Now...you want to try that on television?
MAN: Well...

GUY: You see...radio is a very special medium, because it
stretches the imagination.

MAN: Doesn't television stretch the imagination?

GUY: Up to 21 inches, yes.10

Granting the inherent appeal of the medium, which harnessed
the public's imagination, it was still quality programming
that captured the public's heart.

By the early 1930's broadcasters had learned how to bring
"show business" to their medium and already had introduced a
wide variety of programs that soon became favorites of the
variaus segments of the listening public. During the day,
those at home and even on certain kinds of jobs could go
about their chores while listening to the trials, tribulations,
and celebrations of such "soap operas"--so named because most
were sponsored by manufacturers of various cleansing agents—
as "Ma Perkins," "Backstage Wife" and Stella Dallas." The
former ran for twenty-seven years on radio.

12



when the kids got home from school, an ever impressing
number of them tuned into such programs as "Jack Ammstrong,
the All American Boy," "Chandu, the Magician," "The Lone
Ranger,” and "Little Orphan Amnie." During the dinner hour,
young and old alike were entertained by "Amos and Andy,"
"Lum and Abner," and "One Man's Family," as well as others,
while the adults listened to news reports and commentaries
(which began incorporating short wave broadcasts by the mid
1930's) from such distinguished newsmen as H.V. Kaltenborn,
Boak Carter, Gabrial Heater, and Lowell Thomas. Later, most
of the family would enjoy such comedy-variety shows as those
of Jack Benny, Fred Allen, George Burns and Gracie Allen,
Al Pierce, and a little later on, Bob Hope.

Those who preferred drama were almost certain to listen
to "Mr. First Nighter," and "Lux Radio Theater." Those with
a taste for adventure had, among others, "Dangerous Assignment,
"The Shadow," and "Gangbusters." Mystery buffs had "I Love
a Mystery," "Inner Sanctum," and "Mr. and Mrs. North" to turn
to.

Good music lovers found "The Bell Telephone Hour," "The
Firestone Hour," "The NBC Symphony Orchestra,” and "The
Metropolitan Opera" broadcasts to their likeing.

These, and myriad others, entertained without offending.
Inuendo and double entendre with even the most remote sexual
connotation were rate. Such references as were made were
innocent enough for the entire family's ears. But there was
at least one controversial program, which nevertheless
received wide acclaim for its artistry, imagination, and
effect, for if success can be measured in terms of how much
a program is talked about,or how much furor it stirs up,
then certainly the most successful radio program of all times
would be Orson Welles' "War of the Worlds," which was broadcast
on October 30, 1938.

According to Howard Koch, who wrote the radio play "War
of the Worlds"--adapted from H. G. Wells' book of the same
title——and also "The Panic Broadcast"ll: "Here, there,
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everywhere, people suddenly dropped to their knees and began

to moan and babble. Housewives wept, tore their hair and fell
into swoons. Grown men wept too, and dashed about the streets."
Police switchboards all over the country lit up. Massive
traffic jams were caused in Eastern cities by people fleeing
the supposed invasion. What qualities did the program have
which enabled it to have such far reaching effects?

Perhaps it was the format or form which the program took.

"On-the-spot" broadcasts were still pretty much a novelty
in October of 1938, for one thing, and they usually began with
"Ladies and Gentlemen, we interrupt this regularly scheduled
program to take you to . . ." after which the listener had
already learned to expect some report of a news event—one that
was actually happening. Short wave broadcasts from Europe had
become more frequent, too, because Hitler was on the move and
the entire world was edgy. Invasions, then, were very much
in the news.

Our own country was just beginning to recover from the
worst depression in its history, many Americans were still
apprehensive and insecure.

Science fiction books, motion pictures, and comic
strips, had stirred people's imagination and perhaps at the
same time provided a certain base of credibility for the 1912
novel, War of the Worlds.

Science and technology were being credited with remarkable
developments also. A number of reports had already been
released about experiments that had been going on for
several decades on a new medium called television, which
same described as "radio with pictures," and which would be
unveiled for the public the following year at the New York
World's Fair. Scientists were monitoring the heavens with
new high-powered radio receivers and it was already known
that Hitler's scientists were experimenting with rockets.

All this provided further credibility for the sensational
radio program, "War of the Worlds," then, for Welles, incased
his one hour radio show in the format of "Actuality" reports—

14



first from the observatory, and then from the scenes of first,
the landing sight, and later, the movements of extraterrestrial
beings—made more authoritative by the use of a so-called
eminent scientist from Princeton, the part he played himself.

So imaginative and convincing was the radio dramatization.
of "War of the Worlds," that thirty-seven years later a movie,
"The Night That Panicked America," was made depicting the
broadcast itself and its effect. Some critics called it "too
convincing"—in spite of numerous "tip-offs" within the program,
not to mention the customary Mercury Theatre intro and station
break a little past the middle of it to remind listeners that
it was, after all, fiction. Perhaps one of the reasons why
so many people were "taken in" by the program is that "dial
twiddling" was quite common among "radioers." More powerful
receiving sets, plus a proliferation of stations with a wide
variety of programs, encouraged a good many listeners to tune
around the dial sampling various programming fare and often
just seeing how many stations they could receive clearly.

Those who tuned in "War of the Worlds," missing the introduction,
certainly were more likely to think they were listening to
special news bulletins. Whatever the reasons for the wide-
spread effect that the program had, it is to its credit that

it was so convincing.

SUMMARY

The 1930's and '40's cover the period in broadcasting
known as the "Golden Age of Radio." It was during these years
that the medium earned such loyalty and respect that no one
ever accused it of corrupting morals or of being a "vast
wasteland." According to Stan Freeburg, radio "stretches
the imagination." Radio dramatists call it "theatre of the
mind." Whatever the reason or reasons, no one can review
the reaction to The Mercury Theatre production of "War of the
Worlds" and deny the effectiveness of the medium.
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FOOTNOTES

10Hilliard, Robert L., Writing for Television and Radio,
Hastings House, New York, 1967, p. 62.

llKoch, Howard, The Panic Broadcast (--1970) Cover insert
and page 38.
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CHAPTER 4 - RADIO PROGRAMMING TODAY

Local

Radio began, for all intents and purposes, as a wireless
juke box-—though the term was unknown at the time. Radio
programming appears, then, to have come full circle: fraom
the 1950's, when television attracted most of the radio shows
to the new medium, radio has again been used for little
more than as a wireless juke box! Wwhile a few radio stations
have teased their audiences by replaying a few of the "old
time" radio shows, most are content to spin records and give
news, weather, and sports—-—the latter for usually no more than
five minutes at a time.

Because of the proliferation of stations, both AM and
FM, in the '60's and '70's, most radio stations by the 1980's
had adopted special appeal formats in order to attract a
significant or large enough audience. That is, they had
determined that there were sizeable audiences in their
respective areas who preferred a certain type of music, and
the individual stations built their formats around that
specific type. They had subscribed to Henry J. Kaiser's
motto of "Find a need and fill it!"

Programming Formats

The term "format" in television refers to the form or
pattern of organization or arrangement of a program. In radio,
format has come to refer to the type of music featured on the

typical programming day.

Radio formats are becoming more and more difficult to
identify. From the Golden Days of Radio to just a few years
ago, a station's format was easily definable in terms of the
type of music featured on it, such as pop standard, top forty,
country and western, classical, etc.

That is not the case today, says Dave Kelm, director of
marketing at Blair Radio. "The fragmentation of formats and
the interchange of types of music from one format to
another makes it virtually impossible to classify radio
stations in a standardized way."12
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For the nost part, however, both 2AM & FM stations aim for
a particular audience-—or segment of "The Audience"——and
therefore will play largely top forty (many are still entirely
top forty), country and western, (with a steadily increasing
audience nationwide) , middle-of-the-road (MOR), classical, etc.
If a station has little competition, or is attempting to appeal
to a number of segments of the audience, it might use a
"variety" format; that is, it might modify or mix two or more
of the foregoing categories of music. Or it might use "block-
variety" format: have a period of time set aside for one type
of music and a period of time set aside for another type of
rusic, or eéven other programming fare.

Contemporary

The music format that features the current hit recordings
is referred to as contemporary. "A contemporary station is
‘contemporary' or modern in sound, programming primarily the
current hit records of the day."13 It might also be called
rock and roll, top forty radio, pop rock, pop standard, or
Formula radio. The personality of the station is exciting
and the music is up-tempo. The disc jocket is enthusiastic
and intimate with his audience. Two or three gold hits are
included in the format and gimmicks and contests are
frequently utilized to build and hold an audience.

The top forty station is fast paced
and loud. It has tight production. The
sound "rock" is the same throughout the
broadcast day and news is minimal, consisting
mainly of headlines. Many promotional
gimmicks are used on the air, including
contests of various kinds.l4

Bill Gavin, the editor of weekly programming guide, The
Gavin Report has this to say about contemporary radio.
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Top forties feel that hot-test competition.
Their audiences are very fickle and because their
play lists change so rapidly, they are under constant
pressure to be ahead of the new releases and
breaking hits.15

This type of format programs all of the top forty of the
past from about six months old to the beginning of rock and
roll in the early 1950's. Often, some of the gold format
stations program a few current hits with the old hits on an

equal basis.
Middle-of-the-Road

The format which includes the widest variety of music is
probably that called middle-of-the-road. This type of music,
says a program director of a New York MOR station, has no
clear cut musical niche as does C&V or rock. Musical
continuity is maintained through arrangement. Rock sound is
fully acceptable as part of an MOR playlist, depending on the
stress of the format, if it is soft and melodic. MOR's
rarely include the extremes of hard rock or Cs&W, but MOR's
vary drastically in their programming from one to another.

An upbeat, lean MOR may sound totally different from one with
a good music or easy listening emphasis.l6

The MOR format is primarily directed to the adult
audience. It deletes the teen oriented and hard rock music
from its format. The mood of the station is casual and relaxing
to the audience. All elements of programming must match this
mood in order to sound pleasing to the listener.

Middle-of-the-road is background music and
the integration of message should match it
acoordingly. The ability to capture smoothly the
attention of the casual listener is one of
subtle attention-getting, getting with the mood
of the slightly older listener. The danger of
integrating message with the casualness of this
programing is that it is easy to get lost in
the quiet environment or to violate it with an
excessively intruding commercial to the annoyance
of the listener. How to jar the customer to
attention without making him mad is the trick.l7
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The middle-of-the-road format (MOR) was referred to as
"chicken~-rock" in the early years of rock and roll music.
A nmiddle-of-the-road (MOR) station is theoretically exactly
that: programming in the middle of the road, not too far
to the right, not too far to the left.l8

This format is very flexible, and many types of music
might be included in the programming.

Country and Western

This category includes all types of country music:
ocountry-rock, bluegrass, the Nashville sound, the Memphis
sound and western. Even some gospel is not infrequently
incorporated in the broadcast day. : Country and western, as
a format, has shown more rapid growth over the past few
years than any other. In the top 25 markets, C&W has
experienced as much as a 100% audience increase in certain
age groups since 1974.19

Qountry music is folk music with a beat,
giving 1it. elaborate production and sophisticated
rendition. Stations lowest in popularity in
markets have switched to a country format and
their ratings and their billings have increased.20

Specialization in a particular area of country music is
common. The town and country format consists of the lighter
contemporary hits and uptown country music. ‘This programming
resembles the MOR format in sound. It is sometimes
referred to as a country-politan format.

A oountry-rock format programs the more up~beat music
and sound somewhat like a contemporary rock station. The
programming is fast paced and tight. The Nashville and
Menphis sound is utilized in ‘this format.

The folk-and bluegrass features the down-home, banjo-
picking and fiddle playing music which portrays, in music
form, legends and folklore of the American people. The
mood is relaxed and pact conservative.
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Religious Format

_ The all-religious station format usually consists of
various church programs and religious music. Religious
programs are often blocked in’the morning hours, leaving
the afternoon hours for playing religious music of all
types.

There is specialization in religious music programming,
just as there is in CsW. The gospel ard country music
format features religious programs, gospel music, and
country music. The religious programs and religious music
are usually limited to the morning hours, with country music
in the afternoon hours. The mood of the religious programs
and music is evangelican and informal. The religion and
gospel is basically the same, with the exception of the
ocountry music.

The religion and sacred music format restricts
programming to quality religious programs and music. The
atmosphere and personality of the station and its programming
is reserved. The entire mood is polished and professional.

Black Radio Format

The 1960's saw a tremendous increase in the black radio
markets.

Even with the increased exposure of blacks
on television and the great emphasis of "soul"
sound on "white" radio, black stations are enjoying
a heyday they've never known before.

The continuous uptrend of black radio is
significant for several reasons. First, its
own indication that advertisers have pretty much
cut out separate "black budgets" which, as tokens
would be expendable in a recession year. Second,
it hints ‘that more marketers are beginning to
appreciate the fact that blacks, though on lower
earning levels than whites, are more desireable
targets for many products.
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Third, it suggests that black awareness is here
to stay, despite attempts by broadcasters to lure
blacks to racially mixed media. Fourth, it
implies that agencies are not satisfied that
sufficient marketing data is available on blacks.
Agencies can no longer ignore black stations with
the excuse that "demographic information doesn't
exist." And lastly, it suggests that black radio
is doing. for young blacks what.blatk magazines
can't do since the annual take of black radio i