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Dissrtation abstr act

This dissertation traces developments in commercia radio in the UK from
its inception in the 1930’s up to the present day. The aithor examines the
struggles faced by the industry, initially against prejudice on the part of the
BBC and government, and more recently the twin challenges of financial
presaure and rew techndogy which threaen its future.

In following the progress of UK commercia radio for most of the 20™
century and a small part of the 21%, the author explores how changes in
wider society have prompted, and sometimes have been prompted by,
developments in commercial radio. Finally he asks whether commercial

radio can survivein the 21% century.
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Risk and Reward - The Challenges and Triumphs of
UK Commercial Radio

Chapter 1

I ntroduction —the power and influence of radio

Thisis astudy of commercia radio in the UK, from its originsin the ealy
20" century, through to its chall enges in the early 21%. | will | ook at the
types of issuesit hasfaced in the past, and haw it is placel to med the
chall enges of the future. But it isfirst appropriate to addressthe question o
why one shoud consider radio, and commercial radio in particular, asa
subjed for study.

The influence of radio upon ou lives is enormous. While television
appeas to carry greater weight in society today, the placeof radio in ou
national and cultural life caana be denied. In numericd terms, 90 per cent
of the UK popuation listen to the radio and, of those, 63 fer cent listen to
commercia radio. (RAJAR, 2006". These numbers alone do nd prove that
radio has influence, bu they do show its paotentia to influence and, as |
will show, it is passible to trace apects of the impad of radio onsociety

sinceitsinceptionin the ealy 20" century.

Radio was influencing and shaping our society long before televisonwas a
viable propasition. Its importance was e a the outset, when in the
1930s the UK sought to regulate radio in arder to avoid the “chaos of the
arwaves’ (Ward, 1989 which was prevalent in the US with their free
market approach. The BBC was formed, and set abou trying to crede a
certain type of society, a modd of “Britishness' which to some degreestill

dictates how the BBC exerts its influencetoday. In the years leading up to
the Second World War “the BBC had identified itself with the wider

! RAJAR (Radio Joint Audience Research Ltd) undertakes regular research on listening
figuresand isjointly owned by the Commercial Radio Companies Association and the
BBC.
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national interest, bu had been important in constructing for the listening
pubic what form that interest took” (Ward, 1989,p 87).

It was during the Seaond World War that the placeof radio was cemented.
It was widely used for propaganda by the Nazis, and it is fair to say that
coded messages broadcast by the BBC to the French Resistance, and the
broadcasting of Winston Churchill’s inspirational oratory, were anong the
crucia elementsin winning thewar. In the post war years, radio continued
to make possble “aradically new kind d common pubic life” (Scammell,
1995, p.20. Whilt it istrue that television has usurped much of the role of
radio in this resped, | would argue that radio continues to influence pulic
life, habits and attitudes.

Radio —Indications of Power and Influence

Examples of the power of radio can perhaps be best gleaned from its ealy
days. Classc comedies such as Hancock's Half Hour, Round the Horne
and The Goon Shav are still fondy remembered by many, and it is quite
common for shows which started onradio to transfer to television at a later
date, such as the spod documentary comedy People Like Us, the talent
show Oppartunity Knocks (see diapter 2) and the skill s of presenters like
Jimmy Savill e, Kenny Everett and Noel Edmondk.

Attempts made to change, even in small ways, what is regularly broadcast
can prompt considerable puldic concern. A recent example @mncerned the
propcsal by the BBC to dispense with the Radio Four “ UK Theme’, the
music which herads the start of Radio Four programmes eat day. The
ensuing outcry led to questions in Parliament, and a website being started,

www.savetheradio4dtheme.co.uk At the time of writing an orline petition
to ‘save the theme' had gleaned 15,950signatures. Similar objedions have
been raised ower the yeas to aher changes on Radio Four, such as
alterations to broadcast times of The Archers and the Sundg programme.



Radio and music

Radio has always had considerable power and influence in the redm of
music. This pre-dated television, and continues today as radio promotes
and makes popuar avery wide range of music. It follows that radio is very
important to the music industry, as radio airplay is a mgor determinant as
to whether a song o artist succeeds or fails. “ Buyers learn abou the CDs,
tapes and records they plan to puchase mainly from radio and music
video chanrels. Radio remains the main popuarizer of music.”
(RothenbuHer and McCourt, 1992). Despite the emergence of new
techndogy, such as music downloading, since that was written, radio till
has enormous power to make or break an artist or song. Through music,

radio is able to influence the culture around s.

Para-social interaction

Evidence of afurther, rather extraordinary, influence of radio onsociety is
found in the phenomenon knavn as “para-social interadion.” This
describes a process where people feel they know those who kroadcast to
them. In fad they have only ever encourtered broadcasters though the
mediaitself, bu nonethelessfeel an association or affinity with them. Asa
regular presenter on a small locd commercia station, and certainly not a
“celebrity” in the generally accepted sense of the word, even | frequently
sped to listeners who telephore into the programme and address me by
my first name, and in such a way that suggests we are the best of friends.
In redity they know virtually nothing abou me. Horton and Wohl (1956
make the point that it is the socially disadvantaged people, the isolated,
socidly inept or “rgeded” on whom para-socia interaction hes the
gredest effect, but it is not confined to thase. That this is a widespread
tendency is clear from listening to many live interadions between
broadcasters and their audience Mostly it is harmless bu can leal to
“stalking” and even murders such as that of John Lennonwhere Lennan’'s
killer, Mark Chapman, “was convinced he knew JohnLennon qute well .”
(Gooresekera, 1990, p38). This phenomenon can equally be found in
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television, bu with radio tending to be a more one-to-one, intimate

medium where solitary listening is common, the effed can be magnified.

People listen to commercia radio for information and entertainment, or
sometimes just as “something in the badkground' to aid socialising, study,
or passng the time. McQuail’s (2000) comment on media generdly is
espedally relevant to radio. “[The media] are the largest focus of leisure
time interest, providing the shared ‘cultural environment’ for most people”
(p-4). In hislater discusson McQuail goesonto give examples of everyday
adivities which are ostensibly influenced by radio in particular, such as
dressng for the weaher as it is forecast, buying music we hear on the
radio, a buying something because of an advertisement ( p.419. To this
one oud add, with commercia radio in mind, attending an event
promoted as a “what’s on’, or avoiding traffic jams after hearing a travel

report.

Finally, the fad that advertisers are willi ng to spend millionsonradio isin

itself an indicaion d the perceved power of the medium.

Outline of Chapters

In Chapter 2, | will give abrief accourt of the history of commercial radio
in the UK from its tentative beginnings around 1930 through to the late
1980s when it had bewmme firmly established. | will look a the
phenomenon d ‘pirate’ radio in the 1960s which coincided with the
growth o a“youth culture”, where so much o the demand for commercial
radio still resides. Commercia radio was born amid much oppaition and
questioning of its viability. It struggled to survive within an oppessve
regulatory regime, which it gradually overcame, to become a vibrant part
of the UK emnamy and part of the daily influence to which McQuail
refers abowve.

Chapter 3 will ook at commercial radio in the UK today. Now firmly
established and aacepted as part, na only of people’'s everyday
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environment, bu also playing a key role in the eonamy (CRCA, 2009,
commercia radio is gill expanding. Many people still want to work in
radio and to start radio stations. What motivates people to run radio
stations? From interviews with industry figures | will explore how they
seetheir motivation and the dhall enge of commercial radio. | will examine
the presaures radio faces in a new multimedia, multichannel, digital
environment.  With many stations now owned by nationa media
organisations, has the “locd” dynamic disappeared? Has financial surviva
bemme more important than serving the community? Is there still the
pioneaing spirit which charaderised so much of the 1960's ‘pirate
phenomenon? Most importantly, | will explore if and hav commercial
radio can survive the challenges of the 21% century.

Chapter 4 will take the form of a cae study of one particular station,
Sdash FM in Worthing, West Susex. This locd station lkegan
broadcasting on 5" May 2003 and quickly developed a loyal audience |
will examine the dynamics surroundng the establishment of the station, by
interviewing its founder and Managing Director and considering the local
media “environment” at the time. | will also spend time & the station
talking to staff working in the fields of both music and rews, to gain a
better understanding of how they see their work. How do they chocse
which music the station days, which artists to include or exclude, and hawv
will this change over time? On alocd station dolocad musicians have a
place? Interms of news, what values inform choiceof stories? How much

locd news must alocd station cover?

I will ask whether stations like Sdash FM have afuture, or are they
destined to be subsumed into a corporate media “giant”? If society is
becwming increasingly “global”, is there till a place for radio stations that

serve alocd community?

Conclusion
In studying the development of commercial radio in the UK, | will also

describe how the various phases in its development in many ways mirror
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changes in wider society. That Briti sh society has changed sincethe 1930s
isan uncerstatement, and | will seehow it is possible to trace & least some

of these dhanges in the changing shape of commercial radio over thistime.

I make the paint that radio bah influences, and isinfluenced by, changesin
the society around it. The 21% century appears to be in a state of
increasingly rapid change both in wider society and in adoption d new
tedindogy, which presents challenges and opportunities for commercial

radio in particular.

“Commercial” radio takes many forms. There ae national, regiona and
locd commercial stations. Some ae small, independent stations, others are
part of large groups. Stations which use new tedndogy such as the
internet, satellite and dgita radio are dso commercial. What they al have
in common is that they are financed by selling advertising spacein their
programmes. All these stations face tallenges, athough some ae better
placel to med them than athers. Undouliedly some form of commercial
radio will survive well into the 21¥ century, bu in what form? Will it
adapt to med the dallenges and so survive in something resembling what
we have now, or are we going to seeradica change in the years ahead?

These ae some of the questions that | will explore in the foll owing pages.
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Chapter 2

A History of Commercial Radio in the UK

Introduction

Commercial radio has been firmly established in the UK for over 30 years.
Today’s commercia radio companies form a significant part of the UK’s
media “landscape”, where the oppatunity to listen to commercia radio is
taken for granted, and where millions is ent by companies advertising a
wide range of products to the audience. (Radio Advertising Bureau, 2006.
The sometimes mundane, often colourful and dramatic origins of
commercia radio are ahealy mixture of padliti cs, self-interest, prejudice,
pleasure, €iti sm, greed and tragedy, going back as far as the beginning of
broadcasting itself.

For most of the 20" century, the legal monopdy on radio broadcasting in
the UK was held by the BBC. Founded as a @rporationin 1927 unér Lord
Reith, the BBC was “a compromise solution to the immediate problems of
reconciling the demands of commerce and government” (Ward, 1989, p
86). Radio manufadurers recognised the need for broadcast programmes in
order to sell their products, and six main companies had come together in
1923 to make receving sets for the British Broadcasting Company. The
BBC recaved an income from the sale of sets as well as from the licence
fee Acrossthe Atlantic, the American solution was entirely different, as
broadcasting was given over to private enterprise. The resulting plethora of
independent, urregulated stations was ®en as “chaos’ by the British.
(Ward, 1989. However, in the BBC, Reith creaed the concept of pulic
service broadcasting, independent from both commerce and the state. He
went on to buld an organisation which served what it saw as the national
interest, set standards of quality in broadcasting, and, kesed in London
attempted to impaose acertain set of values and perception d culture on to
the nation as a whale. (Ward, 1989. This approach | believe refleded a
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rather paternalistic society, where dites told the general popuation what
they ought to doand knav. Women had na long had the vote and “pubic

opinion” as aprocessin democracy was largely undevel oped.

Monopoly broken

The BBC strongly disapproved of commercial broadcasting, (Chapman,
2006 and yet even in the 1930s there was popular demand for it. It was
not legaly possble to set up commercial stations in the UK, bu stations
based on the nea continent broadcast programmes in English which
attracted a significant audience On 3 Decenber 1933, the Engli sh service
of Radio Luxemboug was launched on Long Wave. Radio Luxembourg
was in effed an international service operated from within Luxembourg,
with ather languages broadcast at other times of the day. (The English
service programmes were in fad recorded in London and sent out to
Luxembourg for broadcast). The technicd charaderistics of Medium Wave
allow radio signals to travel long distances after dark, such that reasonable
reception is possble in the UK. Radios Luxembourg and Normande were
listened to by “between 50 and 80 mr cent of the pee time audience on
Sundays’. (Eckerdey, 1946. This is a somewhat vague statistic, bu
appeas to demonstrate the popuarity of these stations. The BBC looked
down on light entertainment, whereas radio talent shows wch as
“Oppartunity Knocks’, soap operas, band shows and personality presenters
were the daily fare of the cmmercia competition. The BBC accused the
commercial stations of amateurism, and regarded advertising on the radio
as abharent to their high cultural stance (Chapman, 1993.

The ommercia stations attraded a good deal of advertising. In 1934a
British enginea, Leonard Plugge, saw the potential of commercial radio to
make money, and he set up the Internationd Broadcasters Club (IBC) to
buy and sell sporsorship on Radios Luxembourg, Normande and caher
French based stations. It is said that the term “plugging” (to promote a
song to radio stations and persuade them to play it) is derived from his
name. (USP, 200Q. The IBC soon had 90 companies ontheir books, 71 per
cent of which advertised on Radio Luxemboug. (Head, 1980.
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Governments, however, appeaed to view these developments with
concern. Radio advertising was already banned in a number of European
courtries. The French station Poste Parisien was taken over by the French
Government in 1933and advertising banned. By early 1939 orly Radio
Luxembourg and some small French stations were still taking advertising.
It was not only Governments which oppaed commercia radio, bu the
printed presswere dso hatile, in view of what they saw as athred to their
advertising revenue.

The Sewmond World War put a temporary stop to the cmmercial
development of Radio Luxemboug. The powerful transmitters were
instead used by the Nazis to broadcast propagandato Britain.

The rock ‘n’ roll years

After the war, with a burgeoning econamy in the UK, presare for
commercia radio re-emerged. Again it was Radio Luxembourg which led
the way with programmes ponsored by companies sich as Ovaltine. “T he
Ovaltinies” children’s programme drew a large audience. The mgor
recrd companies such as Deca@, Pye, EMI and Philli ps aso sporsored
programmes of their music on Radio Luxembourg. In order to squeeze &
many songs as possble into the avail able time, they would often play only
aminute of each song, but having nothing to compare it with, young people

in the UK tuned in every night.

In 1948 Radio Luxembourg broadcast the first Top 20 show, based on
shed music sales. It was the ga of rock and roll, and a new youth market
was emerging. In 1951 Radio Luxembourg moved to its famous medium
wave 208 metres wavelength, where it stayed until its transfer to satellite
broadcasting in 1991 The BBC, bogged down in establishment
respedability, simply coud na accommodate the rebellious, anti-social
and anti-establishment youth culture with its Teddy Boys, Mods, Rockers
and “beat music”.
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Music from the seas

In the 1960s, athred to the popuarity of Radio Luxembourg came in the
form of the ‘pirate’ radio stations which broadcast from ships anchored off
the British coast. Mostly based in international waters, these stations were
not exadly illegal, bu they were naot fully legal either, and openly flouted
regulations such as wavelength and copyright agreements. The most
famous of the stations were Radio Caroline and Radio London athough
there were many others. Some, like Radio City, were based in dsused
World War Two defensive forts in the Thames Estuary. Radio Caroline
was darted by Irishman Ronan O’ Rahilly, who saw that money could be
made out of the new youth culture. He was agent for pop singer Georgie
Fame, but fourd that he could not get his records played on Radio
Luxembourg since most of the time was bodked by the major labels. Heis
said to have started Radio Caroline to breg that monopdy (Harris, 1977.

Between 1964and 1968as many as 21 ‘pirate’ or “offshore” radio stations
were operating along the coasts of the UK. Some were very professonal
organisations like Radio London others were rather comicd operations
like Radio Such, operated by the colourful “Screaming Lord Sutch”, who
later stoodfor Parliament representing the “Monster Raving Loony Party”.
Boardroom battles and mergers affected many of these stations just as in
the established commercia world, bu their ambiguous legal positionled to
rather more shady goings-on. The most natorious case was the shoading
dead of Radio City bass Reg Calvert, at the home of Oliver Smedley, one
of the owners of Radio Atlanta, which had merged with Radio Caroline.
This event was preceded by the boarding and silencing of the Radio City
station onthe Shivering Sands Fort in the Thames estuary, by a group of 10
“unknown people’. (Harris, 1977.

Measuring popularity

Whether it was the romantic notion d radio stations broadcasting on the
high seas, a youthful 1960s irit of adventure, or the dtradion of
dramatic events such as the Radio City shoding, the off shore stations were

cetainly popuar, as they were dso playing music which was smply not
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avail able to any extent on the BBC. In a survey in 1965the BBC fourd
that “Caroline audiences by no means consist entirely of truants from the
BBC”, implying that the *pirates had founda new audience of under 30's,
described as working classand “less choosey” than the average listener
(i.e. perhaps lessrefined in their choice of radio listening, as perceived by a
somewhat €liti st BBC of thetime). The ‘pirates’ were gpealing to youth in
away the BBC could not. (BBC, 196§. By this time Radio Caroline had
two ships, broadcasting to dfferent regions of the wurtry. A padll
commissoned by Radio Caroline in 1964 fourd that the Caroline North
station was reaching up to 9 per cent of the potential audience, and
Caroline Souh up to 15 per cent. Numerous other surveys by the ‘ pirates
gave estimates of anything up to 24 million listeners, bu these were
thowght to be wildly inacarate, using inadequate sample sizes and

“massaging” figuresto a ansiderable degree. (Chapman, 1999

The ‘pirates seemed to represent more than just a way of listening to
music, as this contemporary view attests. “ The ‘pirates became for
example fully established as an integral part of the teenage way of life, a
symbaol of their separation, like their clothes and harstyles” (New
Statesman, 1965. These seminal commercial radio stations were reflecting
a danging society, as the emerging youth culture of the 1960s clashed
with the paternali stic goproacdhes of the past.

Why bea‘pirate' ?

Running a ‘pirate’ radio station was a risky undertaking. They were on the
edges of the law, and the North Sea ca be an inhaspitable place & times.
However, the 1960s were full of youthful enthusiasm, and the new music
from the likes of the Beatles and the Rolling Sones was well loved. The
BBC seemed urable to med the demands of this culture, and so it is not
surprising that such a novel solution was found. The ideawas nat entirely
new — in the ealy 1960's Radio Nord broadcast to Sweden from a ship,
Radio Antwerpen served Flemish spedkers from off the Belgian coast, and
Radio Syd broadcast to Sweden from the vessel M.V. Chedah.
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For the station owners, money was also amajor fador. Radio Luxembourg
had proved that commercial radio was both viable and popuiar. Ronan
O'Rahilly wanted to promote his artists, and Allan Crawford, the founcer
of Radio Atlanta, was Managing Diredor of Southern Music, ore of the
world’s largest pop music puldishers. The 21 ‘pirate’ stations arourd the
UK came to be owned by just six syndicaes. Then, as now, commercial

radio was sen by some, rightly or wrongly, as away of making money.

The end of the‘pirates

With a situation badering on anarchy, and fierce oppasition from the BBC,
the Government felt obliged to act against the ‘pirates. Among the
arguments used against them were that they were using unauthorised
frequencies, causing interference to aher radio and emergency services,
and nd paying royalties on the music they played. The BBC was limited
by “needle time” restrictions imposed by the @pyright organisation PRL
(Phonayraphic Performance Ltd), allowing them to pay only a few hous
of recorded music per week. The ‘pirates adhered to no such limitations
and dayed pop music more or lesscontinuotsly. On August 14", 1967the
Marine (Etc) Broadcasting Offences Bill became law, forbidding any
Briti sh citizen from broadcasting, supdying or indee listening to stations
broadcasting from off the British coast. This effedively put an end to the
‘pirates’ revenue, and amost al the dtations closed dowvn. Radio
Caroline, typically rebellious, stayed on air for a time, serviced from
Holland. Before long it too was forcibly closed dowvn by a Dutch supdy
company for non-payment of debts. Interestingly the pioneeing “spirit” of
Carolinelived on,and it is gill broadcasting to this day on the internet and
satellite, bu legally from land-based studios rather than the high seas.

A pardle development with the ‘pirates’ took dacein June 1964 onan
island df the north west coast of Britain. The Isle of Man became home to
the British Isles first legal commercial radio station, Manx Radio. Given
the oppasition d the BBC to commercial broadcasting, and d course the
growing ‘pirate’ popuation, it was with some reluctance that the British
GPO (Genera Post Office — charged with licencing all telecommunications
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at the time) agreed to grant a licence to the station. However, the Isle of
Man is nat part of the United Kingdom, bu is a Crown Dependency with
its own laws and Government, the Tynwald. The licence was granted after
a two year battle with the GPO by Manx businessman and Tynwald
member T.H. Colbourn. The programmes came from a caavan parked on
a hilltop in Onchan, near the capital Douglas, with an initial transmitter
power of 50 watts, against Radio Carolines 10 klowatts! A locd
competitive situation emerged when Radio Caroline dropped anchor in

Ramsey Bay, prompting an increase in Manx Radio’ s transmitter power.

Unlike the ‘pirates’, Manx Radio is gill on the ar, partly funded by the
Tynwald and partly by advertising. It is seen as a national station, and
broadcasts many expensive speech programmes which would namally be

viable by commercial financing alone. (Manx Radio, 2009

The aftermath of the ‘pirates

It was generally accepted, even in Parliament, that the demise of the
‘pirates would disappadnt a grea many people. The presaure was on for
the BBC to introduce acomparable service, and in September 1967, abou
SiX weeks after the Marine (etc) Broadcasting Offences Act became law,
BBC Radio Onewas born. It involved a complete rebranding o BBC radio
services, as the Light Programne, the Third Programne and the Home
Service became Radios Two, Threeand Four respedively, overnight. Both
the BBC and the Government denied that the new network had anything to
do with the dosure of the ‘pirates, as this exchange with Postmaster

General, Tony Benn, confirms:

Sir R. Thomson: Will the Right Honouable gentleman firmly resist al
presaure from vested interests to deprive the British pubic of a very good
and amusing programme? Would he regard it (the ‘pirates’) as a spur to

‘geeup the BBC to provide something like it?

Mr Benn: No Sir, | shall not keep that particular consideration in mind.
(Hansard, 1969.
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In June 1967 when the new pop music service was annourced,
Conservative MP Paul Bryan teased the Postmaster General, “The Right
Honouable Gentleman has doggedly continued to assrt that this
programme has nothing to do with the replacement, and it is by pure
chance that it will come onair at abou the same time & the ‘pirates’ leave
the scene” (Hansard, 19%7).

Radio One hired many of the former ‘pirate’ DJ's as its first presenters,
including Tony Blackburn, Ed Stewart, John Ped and Kenny Everett,
alongside eisting BBC talent including Alan Freeman and Jmmy Savill e.
Radio One's sound,though, was unlike the ‘pirates’, as it was dill limit ed
by nedalle time restrictions and joined forces with Radio Two for “light
programme” fare after 7 pm. (Fortunately for Radio Luxembourg, this
evening dearth of pop music on the BBC coincided with the daily opening
of their English pg music service which ran in the evenings only, so they
kept their audience.)

Thelegal alternative

By 1970 there was an adive commercia radio lobby with pdential
advertisers and businessmen keen to make money from alegal commercia
pop station in the UK. Commercia television hed launched as far back as
the 1950 s and was once famously described by Scottish Television's boss
Roy Thomson as a “licenceto print money”. Furthermore, Edward Heah's
Conservative Government, which came to power in 1970, was more
favourably disposed towards the idea of commercia radio than Harold
Wilson's Labour administration hed been. The SoundBroadcasting Act,
1972, provided for the Independent Television Authority (ITA) which
governed commercial television, to become the Independent Broadcasting
Authority (IBA), and aso regulate what it termed Independent Locd
Radio (ILR).

This termindlogy was important. The new services were not cdled
“commercia radio.” Essentialy they were to be like BBC local radio bu
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with advertisements - a pulic service radio network financed by
advertising. Potential operators had hgped for a national commercial radio
station which would be &le to maximise profit. Instead the IBA was to
licence an initial 19 “local” stations, including two in London They were
tightly regulated with exading tedchnicd and editorial standards. The
stations were franchises, or contractors of the IBA rather than entirely
independent concerns. The first contrador on air, on October 8th 1973was
the London Broadcasting Compary. (LBC), which had been awarded the
‘LondonNews and Information' franchise. LBC would also provide anews
service, Independent Radio News (IRN) to the other ILR stations which
would follow. Soonafter LBC came on air, Capital Radio, brainchild of Sir
Richard Attenbarough, launched on 1@h October 1973.The station hed a
remit to apped to the widest possble audience, and included spedalist
music programmes, radio plays, soap operas, classcd music, community

feaures and rews documentaries.

More stations soonfoll owed, such as Radio Clyde in Glasgow in December
1973, BRMIB in Birmingham in February 1974 and Piccadilly Radio in
Manchester on 2ndApril 1974.

Politi cswas 4dill to play a part in the development of commercial radio, and
after the planned 19 stations had launched, James Callaghan’s Labour
government, traditionally more in favour of state ownership, stopped
further expansion. With the return of the Tories in 1979, more stations
came on air, including CBC in Cardiff and Mercia Soundn Coventry and
Warwickshire.

Successand failure

Many of these new stations were very successul. For example Mercia
Soundmade a profit of £250,000in its first yea on air, won a maor
international award in 1992 and was regarded as a model station. Others,
such as Leicester's Centre FM, were much less successful. Centre FM
launched in September 1981, bu closed in 1983with debts of £1 million.
(West, 2009
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The erly days were tough for the new radio operators. They were dosely
regulated by the IBA, to whom they paid high rentals for the transmisson
fadlities. They had to dfer a “puldic service’ style of programming,
including expensive speet elements. Their royalties to the music
copyright organisations were anong the highest in the world. As much as
25 per cent of their income was committed to these kind d costs before
any staff were paid. On top d that, they had to persuade potentia
advertisers of their commercia value a an advertising medium. (West.,
2004).

An easier time but a future challenge

In 1984 the industry group The Association d Independent Radio
Companies (AIRC) began to lobby for changes in the law. This adion
“stopped an industry from collapse.” The 1987 Green Paper, *“ Radio-
Choice and Oppartunities’ , offered the deregulation the industry wanted.
From 19851989,their revenues increased by 85% (West, 2009.

These events coincided with wider trends towards deregulation in
broadcasting and society generally. A “neo-liberal” strategy in the 1980s
was designed to modernise the econamy by privatisation and “engendering
an enterprise allture’. It was argued that this would be more efficient and
would combat waste in nationalised industry. There was a belief that the
market would ensure that the pulic interest would be maintained. Where
there was no demand, services would fail. Margaret Thatcher's
Conservative government was well to the fore in these aguments, and
widespread deregulation in broadcasting and telecmmunicaions aaoss

Europe was the result. (Papathanassopouos and Negrine, 19949.

By 1990, therefore, the number of commercial radio services had increased
to owver 100. This was also pertly due to the end of “simulcasting.”, which
is where the same programme is dudicaed on AM and FM. This was a
common pactice until 1988 when the Government began to pu presare

on the stations to stop it, in order to free up scarce frequency resources.
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Many did so, dften setting up a new “Gold” service on AM, aiming at an
older audience, while the FM service gppeded more to youth. In addition,
new stations have continued to be licenced, including the national stations
Classc FM, Virgin Radio and TalkSpat (formerly Talk Radio). There ae
now also regional stations, such as Wave 105 in the South, stations for
different age groups, such as SagaRadio, appealing to the over 55's, and
youth-oriented XFM. Smaller locd stations, serving towns and citi es rather
than large metropditan aress, are now more viable due to changing
techndogy allowing costs to be reduced. In al, at the time of writing there
are 285commercia radio servicesonthe ar inthe UK (CRCA, 2006.

There remain many challenges to the success of commercial radio.
Powerful media groups now own the mgjority of stations, and hanogenised
music playlists and centralised programming are @wmmon. The rise of
digital radio offers the listener greaer choice, whilst many young people
are dandoring radio in favour of portable music players such as the Apple
iPod. Listening online is ancther growth area It may be that commercial
radio will have to rediscover the spirit of its pioneeing history in order to

ensure aviable future. Thiswill be explored in Chapter 3.
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Chapter 3

Commercial Radio in the UK today — Challenges and
Opportunities

In 2006we stand onthe alge of arevolution in radio listening in the UK.
Local, regional and retional radio is well established, but the expansion in
numbers of stations which has taken placeover the past twenty years, has
creded a very competitive situation in which na all stations thrive. In
addition, rew ways of listening to radio, rapid developments in techndogy
and the changing lifestyles of the popuation have aeded a situation where
thereis great concern in the radio industry asto how it will survive.

Popularity

Commercial radio is extraordinarily popuar today. Figures produced by
Radio Joint Audience Research Ltd (RAJAR) reved that 37 million people
in the UK listen to commercial radio each week, and commercia radio has
a 42.8% share of the UK radio listening market. Most of the audience to
commercial radio is young (15 —24), becaise the stations by and large play
the music young people want to hea. (RAJAR Q4, 2005.

There are currently 285 analogue commercial stations operating, of which
282 are locd and regiona stations, and three have national coverage,
namely Classc FM, Virgin Radio and TalkSpat. (CRCA, 20086.

FM remains the most popdar and well used “platform”, (the term
describing which wave band a frequency bandis used). Most new stations
launch on FM, and FM stations have the most listeners. This is largely
because of the high quality stereo soundwhich it offers. However, other
platforms are beginning to pcse a challenge and take listeners away from
FM. Of these, digital radio is gaining the most ground.
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Digital radio

The UK has adopted the DAB standard (Digital Audio Broadcasting) for
digital radio. (Other standards are in use in the USA and parts of Europe).
Digital radio allows for many more stations to be receved in a given area,
with more reliable, interference-free recetion, ease of tuning, and, in
theory at least, better sound qulity than is currently available on FM?2.
The system is organised as a network of “multi plexes’. Each multiplex can
broadcast around 8 stations. The BBC owns one of two mational
multiplexes. The other is owned and operated by the cmmercia group
GCap Media — the company formed out of a recent merger between the
Capital and GWR radio groups. A further national commercial multi plex
isplanned. There ae dso a number of locd multiplexes, again owned by
commercial companies, mostly the establi shed radio groups. The multi plex
owners dedde which radio services to cary, bu have “must-cary”
obligations for BBC locd radio. This g/stem of alowing commercia
companies to be the “gatekeepers’ of digital radio is a departure from the
traditional method whereby a government appointed regulator would
dedde who is to broadcast. In this way a lot more power has been paced
into commercial hands, which is not necessarily a good thing since one
radio group can now effedively deny a competing company aacess to
DAB.

Listeners have to puchase new recevers to hea DAB programmes.
Acoording to the industry body the Digita Radio Development Bureau
(2006 , sales of digital radio receivers areincreasing:
f 483,500DAB radios were sold in the Christmas period, 2005
f 1.449million DAB digital radio devices were sold in the UK in
2005.(GfK)

2 The sound quality of digital radio has been the subjed of much criticism lately. It
depends mainly on what “bit rate” the broadcaster uses. Generally this may be lessfor
speed radio and more for music radio, where quality is more aiticd. Bit ratesvary, asa
lower bit rate dlows for more channelsto be broadcast. While initially digital radio was
“sold” in part on the quality of its sund, this asped is promoted lessthese days. See
Sound on Sound Magazne online &
http://www.soundonsound.com/sos/apr04/articles/cuttingedge.htm
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f 11.1% of the popuationlivein aDAB househdd (RAJAR Q4, 05.
(upfrom 5.3% in December 04).

Whil e these figures appear to show that digital radio is fast becoming the
“platform of choice” for many listeners, there is another side to it. Digital
radio does nat yet cover the whale of the UK and in many areas adequate
reception is only possble with an external, rooftop aaial. The recevers
themselves are still more expensive than most portable FM radios, the
chegpest being in the region of £60 at present. DAB therefore has some
way to go before becoming as ubiquitous as FM radio, bu with
considerable investment in infrastructure still taking place, and a growing
listener base, it is ®en to represent the future of radio li stening.

At the time of writing, there ae 8 national commercial digital services,
and 155locd commercial digital services. (CRCA, 2009. At present there
is limited cgpadty onlocal multiplexes, and the cost of entry is prohibitive
for small locd stations. Herein lies a significant threa to these stations. It
is envisaged that the analogue broadcasts may one day be switched off, just
as analogue television will be switched off by 2012. (Digita television
Government website, 2006) If this sioud eventually happen for radio, the
cost of digital transfer may render smaller stations uneconamic. In the
meantime new, digital only stations, often owned by the large groups, are

growing in popuarity.

Smaller stations are increasingly using other digital methods such as

internet streaming.

Internet Radio

“Streaning” a radio service on the internet is a very cost effedive method
of expanding one’'s potential audience It is inexpensive and technicdly
straightforward. Many commercial stations gream their output, and a great
many stations from around the world are avail able only on the internet.
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For UK commercia radio, the internet is in many respeds a “two-edged
sword”. On the one hand, they can stream their programmes to a wide
audience acrossthe UK andindeed the world. A locd station can therefore
become anational and international station. If however, their focus remains
on serving their locd areg (as Roy Stannard, the Managing Director of
Sdash FM would maintain to be vital, see Appendix 2) there seems littl e
pradicd value in streaming, apart from the nowelty of having some
listeners across the globe. As greaming usualy means having a website,
that can be put to good se & an additional means of relating to the local
audience For example, Sgash FM in Worthing pullishes on its web site
pictures taken by listeners at events such as concets, and listeners are
referred to the web site for detalls of competitions, locd news and

information.

On the other hand, internet radio represents another significant threa to
commercia radio. Roy Stannard (seeAppendix 2) refersto the “increasing
portability” of internet radio, as new techndogy begins to allows users to
conred to internet radio on cedicaed recevers, using wireless points in
the home axd elsewhere. There ae now many “internet-only” radio
stations which, in future, will pose athred to existing commercial stations.

Radio on the TV

Listening to the radio via the television is a growing phenomenon, and
poses yet ancther thred to commercial radio. Satellite TV operators such
as BskyB, cable operators such as NTL, and terrestrial digital TV carrier
Freevew, al offer alarge number of radio stations which can be received
by the set top box. Many of these ae the existing national stations such as
the BBC networks and the national commercial stations, but there ae a
number of channels, previously only available in certain areas, which now
can be tuned in via the television anywhere in the counry, thus increasing
the competiti ve presaure in that area Examples include the Londonstations
Smooth FM, Heart FM and Premier Christian Radio. New stations which
are dso onDAB either locdly or nationally can also be heard nation-wide

viathe television set, such as rock stations The Arrow and Core Radio. The



-25-

advantage to these stations is that they can broadcast to a larger audience,
but in dang so they enter a more competitive environment, and pce a
thred to local radio stations aready there. At one time very few people
were said to listen to radio on the TV. Rather like mobile phore text
messaging, it was an added service nat thought to be of great value. But
the growth of satellite, cable and dgital terrestrial television has increased
the popdarity of this platform and it continues to register growth (RAJAR,
2006. People sean to be more “a home” with techndogy, and dten link
their TV set top bokesto hi-fi systems.

Community Radio

The Broadcasting Act 1990 povided for a new “tier” of radio, serving
small communities or interest groups. Community Radio has proved
popdar in terms of applicaions for licences, with 194 applicaions
recaved by the regulator Ofcom when it first advertised the licences in
September 2004. The licencing processhas proceeded stealily and Ofcom
expeds to licence 100 community stations by the end o 2006 (Brown,
2009.

In establishing community radio, the Government has made radio much
more accessble than previoudly. It is a move which enhances democracy
by all owing a much wider range of “voices’ to be head. Theregulator still
has to approve licences, but appeas to doso realily, and the rapid growth
of the sedor suggests thisis being welcomed by many.

Commercial operators regarded the launch of community radio with some
concern in view of the potential threa to their audience and revenue (ibid,
2009. This highlights the difference between stations that exist to make
money and those that wish to serve the community — two dstinct
motivations which sometimes come together in ore station, bu often do
not. Asaresult there ae statutory limitsto hov much finance community
radio can seek from commercia advertising, and community radio canna
be establi shed where there is an existing commercia station serving 50,00

people or less (Ofcom 2006. Nonetheless community radio, as ancther
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player in the market, will undouliedly have an impad on commercia
radio.

TheBBC

Some hald that the greatest challenge to commercia radio comes from its
traditional opporent, the BBC. The UK’s public service broadcaster
operates five national analogue radio networks and five national digita
stations. In addition, it has a network of locd and retional radio stations
covering the whole of the United Kingdom, and dedicaed services for
Scotland and Wales. In recent years BBC radio listening figures have been
consistently dlightly ahead of its commercial rivals. It uses its television
channels to promote its radio services, and vice versa, much to the chagrin
of commercia operators, who do nd have such easy accessto television

advertising.

The indwstry body the Commercial Radio Companies Association, (CRCA)
sees proposed increases in the BBC licence fee & potentially fatal for
commercia radio. Their recent (20069 report “ A Licence to Kill — The
impact of the BBC licence fee settlement on comnercial radio” predicts
that if the licence fee ontinues to increase, commercial stations will close
with the loss of thousands of jobs, creativity will be stunted and £11
billi on lost to the eonamy. In particular CRCA feds that the BBC shoud
not be financed to provide services such as 1Xtra and BBC 7, where
similar services are being provided succesdully by the commercial sedor.
Paul Brown, CRCA Chief Exeautive, told me “It's almost impossble to
take on a naiond radio andtelevision lroadcaster which crosspromotes
its products on those dnanrels and is also a local radio ard local media
broadcaster.” (Persona Interview, 2009. Initsreport CRCA cdls on the
Government to “cap” the licence fee so that the BBC can only spend

money on services which “ increase rather thanreducediversity.”

For its part, the BBC vigorously defends its invavement in every type of
media. In its charter review document, “Building Public Value”, referring

to cdl s to reduce the number of its srvices, the BBC assrts “Every option
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would reduce the BBC's reach andtherefore the \alue it offers to licence
payers. For example, if all the BBC's digital services were dosed, this
would save abou £415m, bu the impact would be to freeze the BBC in the
andogwe ga, ..... . Or Radio 1 andBBC Three muld be dosed, privatised
or taken ou of the BBC. But this would remove one of the BBC's main
ways of maintainingits value to young people within a unversal system.”
Further, the BBC does not believe that its expansion threaens commercial
sedor: “First, there is little ewdence that the BBC depresses commercial
success for the UK’s media indwstry. In fact the oppcite seems to be
true..... The UK leads the world in dgital television andradio take-up and
has been atednical innovator in many fields. These are not the hall marks
of a strugding a crowded-out media industry. (BBC, 2005, p.9

Clealy the BBC is the maor current competitor to commercial radio, and
has the grea advantage of being publicly funded. Whether or nat it is as
serious a threa to the future of commercia as CRCA would have us
believe is debatedle, but it certainly presents very effedive mmpetition
and a potential future threa. It rightly clams to be ale to offer
programming that the market onits own could na sustain, bu the question
of whether it shoud dredly compete with the cmmercia sedor is one
that shoud be adresed. Given its history, popuarity and cultural
significance, while the licence fee itself is nat universaly popuar, it is
difficult to see Governments ever serioudly restricting the BBC to any great
extent.

Non-radio challenges

Apart from al the dallenges posed by alternative ways to listen to radio,
there is a perhaps even greaer challenge to commercial radio’s traditi onal
market from new technology which obviates the neal for radio entirely.
Radio may be avery portable medium, bu young people ae increasingly
listening to their favourite music on personal mp3 dayers such as the
AppleiPod. Fans can either download their favourite music from dedicated
internet sites such as Apple’'s iTunes, or use “podcasting” software to

automaticdly download the music and programmes they want to listen to.
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Advocates of podcasting exped it to have amajor effect on music radio, as
listeners move awvay from traditional commercia radio to ather forms.
(Vallance, 2005

If there is a glimmer of hope for commercia radio in the light of such
challenges, it may be in the words of Adam Curry, one of the fourders of
podcasting, "you real this wonderful piecein the middle which is the guy
talking abou something he's passonae abou" (Curry, 2005. In ather
words, there is gill a role for the radio presenter talking abou, and

enthusing abou, the music, the places people live and the lives they lead.

Radio is beginning to fight badk against the move towards podcasting, by
starting to occupy the grounditself. Virgin Radio was one of the first to
podcast a daily show, the “Pete and Geoff Breakfast Shav.” The show is
available on their own website and through iTunes, and they say it is
downloaded 80,0® times a month. James Cridland, Head of New Media
at Virgin believes their listeners do nd mind how they hear the show.
“Qur listeners are beacoming more platform promiscuous. The future from
our paint is multi-platform. And podasting is a bit like Sky+2 in that it
makes it easy to record programnes and time-shift them, bu it's portable
aswell.” (Cridland, 2009.

Why bother?

In the light of all these challenges facing commercial radio operators, ore
may well ask why the sedor is growing and what motivates people to set
up rew stations? There ae surely more promising ways of making money
than running a radio station, so it canna be purely for financial gain. Paul
Brown, the Chief Exeautive of the Commercia Radio Companies
Asciation, pants to a cetain “type of person” who enjoys the idea of
both working in radio, and runnng a station. “ People who work in radio —

they quite like their own world andtheylike communicating that to people,

3 Sky Plusisthe hard disk recording fadlity available to Sky subscribers which replaces
video recording and all ows viewers to record programmes and pause and rewind “live”
television.
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and that’s quite important because right at the heart of radio is - why do
people warnt to performon it? If you haven’t got performers onit then you
haven't got a radio station really. And at the heart of performing on the
radio is a desire to entertain, cdesire to inform, and a @sire for

involvement.” (Personal interview, January 2006

Roy Stannard, d Sgdash FM in Worthing, (200§ says his personal
motivation arose from a percaved nedl in the community: “ Worthing has
a dgtinct identity and persondity and we felt it wasn't being served by
radio acequaely at the time. We felt we could contribute to that, knowing
the area reasonaldy well, and haing had ahistory of providing radio,
albeit amateur radio, for some years. (Personal interview, January 2006

Brown also cites the nation d wanting influence, “It isa way of being part
of local puliclife.” (ibid)

Thaose who set up radio stations appea to have mixed motives. Thereisa
“desire to perform”, a “need” for influence in the aea, and a perception
that financial rewards will come, adthough na immediately. There may
also be a desire to serve the community, to use their skills to “offer
something badk.” However, despite the influence and perhaps fame which
it brings, setting up a radio station is no simple task, espedally in these
times of rapid techndogicd change.

A crisisof confidence

Paul Brown feels that radio operators are much less sire of their grourd
these days: “T here’'s more competition nawv — more licences being isaued,
internet radio, satellite stations, digital stations —there's much morein the
market, and you don't know where to invest. Sations are asking
themselves, ‘shoud we go dgital, domore on the web, compete with local
television, will these new outlets take our advertising avay? Those sorts
of worries didn't really exst 10 years ago. People are not less certain
abou why they are setting upstations, bu they may be less certain albout
what theyare doing, in that sense.” (Personal interview, January 2006).
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For some, the outlook is distinctly gloomy. Kevin Stewart, Chief
Exeautive of the Tindle Radio group, refers to small stations being “fragile
busineses’ and “confidence low” among the groups, with share prices
faling. “What is the future for [small stations] in a dgital age? The
answer at the moment is nore!” He dtes the cost of adopting DAB as
prohibitive and advocaes a new approach to patforms as the only way
forward for small stations. He suggests a new generation d radio recavers
which would be “platform invisible.” The listener would simply press a
button to hea a station, whether it be on FM, AM, DAB or whatever.
Echoing Cridland' s view (2005, above) of “platform promiscuity”, Stewart
believes listeners do nd mind and do nd neal to knowv how the station is
being received, just that they can hea it. (Stewart, 2005. While that may
be one awswer, it is perhaps a long way off. No ore knows just how
techndogy will develop, and which, if any, of the means of listening will
cometo daminate.

In spite of thislevel of uncertainty, new commercial radio stations continue
to be licenced a a brisk rate. By 2007 it is expeded that ancther 20
analogue stations will be licenced, which will exhaust the available
analogue spedrum. Scores more &isting analogue stations will have the
oppatunity (if not the funds) to transfer to DAB, and a further new
national commercial multiplex is expeded to breahe new life into the UK
radio scene (Robinson, 2006.

From regulation to auction

Commercial radio started life under a heavy burden o regulation.
Programme ontent and technicd standards were rigorous and kecame a
major liability for stations trying to survive in a competitive market.
Current thinking onthe subjed of regulation is for more autonamy to be
granted to the individual operators. In its recent Statement on the subject,
the regulator Ofcom referred to “ the emphasis [moving] away from input
regulation (rules on hav programmes sioud be made, such as automation

and rews hubs) towards output regulation (the overall sound d the
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station).” Studios and newsrooms will no longer be required to be located
in the geographical area served by the station, and limits on “automation”
of programmes will be removed. A new “self-reporting” system will
oblige stations to kegp a “Public File”, judging its “output” against the
standards %t down in its “Format”, (i.e., how the station described its

serviceinitsoriginal licence gplication) (Ofcom, 2009.

Whil e there will always be arole for regulation, for example to proted the
listener from harm or offence and determine broader padlicy iswes, in a
digital multi-channel environment the case for heavy regulation weakens,
and rules become difficult to enforce Even the present “beauty parade’
method d granting licences may come under pressure, perhaps leading to a
system of auctions where licences are sold to the highest bidder. This has
arealy taken placein television and mobile phanes, and could well be the
norm for commercia radio in the next decale. Such a system could result
in a stronger, more vibrant commercial radio sector, as is the cae in New
Zedand, where there is said to be more variety and stations are more
profitable than in the UK. (Brown, 200§

Consolidation

A digtinctive fedure of UK commercia radio is the extent to which
stations are owned by large media groups, which often have other media
interests. Stations often start out as independent companies, only to be
taken over by agroup when financial presaures threaen their viability. The
groups themselves have often grown ou of a single independent station,
which, through acquisitions and mergers, has become a major media
company in its own right. Perhaps the best known example is Capital
Radio, the second commercia station to be launched in the UK, in 1973.
The Capital Radio group came to owvn a large number of stations, and
following a merger in May 2005 with the second largest group, GWR,
formed GCap Media PLC, which is now the UK’s largest group with a
portfolio of 56 analogue stations including the national broadcaster Classc
FM, and 100 dgital stations. (Gcap Media, 2006.
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The processof consolidation within media mmpanies is not new, and not
confined to radio. In 1973 Murdock and Golding set down a processwhich
was true of al media A smal scale operation expands, becomes
industrialised, followed by a period d growth and saturation in the
indwstry. Presaures of rising costs lead to concentration, and a tension
developing between technicd paosshiliti es and econamic redities. Thisis
exadly what many small radio stations now face, as digita radio offers a

future, entry to which is presently beyondtheir resources.

Murdock and Golding (1973 go on to describe horizontal and \erticd
integration, the two types commonly seen in business Horizonta
integration is where businesses expand at the same level of production,in
the cae of commercial radio, ore station kuying ancther, or many others.
Verticd integration is where acompany invests in another business at a
different stage in the process such as a reoord label buying a dain of
record shops or a CD presang facility. These trends are certainly seen in
UK commercia radio, although there ae not many groups with very wide-
ranging interests. Of the groups currently operating radio stations, most are
purely media, and some just radio. Emap Communicaions has magazine
pulishing interests. The Guardian Media Group (GMG) has newspaper
interests including The Guardian, The Observer and many regional titl es,
as well as radio stations. The Chrysalis group hes interests in music
pulishing and recording, book pulishing and mobile phore ntent
delivery. Virgin Radio was fourded by Sir Richard Branson with his many
interests from records to airlines to soft drinks, but that national stationis

now owned by SMG, owners of Scottish Television.

My interviews with two industry figures reved differing views onthe value
of consolidation. Paul Brown, o CRCA, (the Commercial Radio
Companies Association), sees it as the only way to med the dallenges
posed by new techndogy, “The only way you can [adog new techndogy]
is by finarcial resource  Soif you ae going to run a goodwebsite that
rivals that of the local newspaper, or carry the odd moving dcture astime

goes on, a diversify the use of your reporters in the local area, there’'s a
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lot to be said for investing in ather media forms. Andif you haven’t got the
expertise on hand you haven't gaot the skill s base to dothose other things.
Exparsion isn't the name of the game, bu you do hae to expand to
maximise the usefulnessto listeners. You reed cash to doit, and to market
it.” (Personal interview, 20086.

For Brown, consolidation is nat just an answer to the threa of new
techndogy, it makes ®nse & a padicy: “What one hopes to gain is a
compary of greater strength and more investment power. Consolidation
has gathered pace very quicky recently, for example there is no question
that Emap's takeover of SRH has worked exremely smoathly, they are
generating more @ash as a result, andinvesting more cash in ouput. The
stations are as good @, or slightly better thanthey were prior to Emap's
takeover.” (Personal Interview, 2009.

An aternative view was expresed in my interview with Roy Stannard,
Managing Diredor of Sdash FM, an independent commercial station
serving Worthing, West Sussex. While recognising that group ownership
might make for greaer efficiency and profitability, the downside was
significant: “A locally run andmanaged radio station has its roots deg
within the comnunity it serves. Speaking for myself, 1 spend a lot of my
gpare time out in the commnunity, acting a an ambassada ..... and & a
condut for people in the comnunity to make their views known abou the
station...... There's a tendency, where radio stations are owned by larger
groups, for those activities to take second pace........ We have a sense of
‘living anongst your listeners’ which larger groups tend nd to have”
(Personal Interview, 2006).

Stannard’s view of the importance of the local asped of radio is aso his
answer to the techndogicd chall enges the industry faces. For him, it isthe
stations owned by groups which are in the greatest danger. There will
aways be aplacefor the smaller stations, committed to their community,
and ading as its ‘voice.’ “I think local radio is the future of radio. The

thing that radio does best is get down to a very grassmoats leve with its
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listeners.....But | think the role of local radio in terms of being the li stening
paost for people in towns and pa&sbly vill agesin the future, will continue to
play arole, because thereisn’'t a better way of commnunicating information
to alocal popdationthanradio.” (Ibid. 20@®)

Undouliedly, consolidation will continue. It may be that increasing
numbers of small stations will find that financial presaures force them into
the ams of one of the large groups. As that occurs, it is likely that locd
popuations will fed that “their” local station hes distanced itself from their
needs and concerns. We can see the same processtaking dace in many
other areas of life, such as when the presence of a large supermarket is
thought to have caused the dosure of the “corner shop’, or small “family

firms’ are taken over by larger businesses.

“Locdness’ in radio terms is perhaps the equivalent of “old-fashioned
service” in ather businesses, and it is nat difficult to seehow that may be
threaened by major corporations moving in.  Paul Brown (2006 would
disagree *“A station in, say, Portsmouth, deesn’'t sound ary less local
because it shares a paylist with a station in Brighton. What makes a local
radio station local is the things it talks abou and the way it talks about

them.”

Radio is in the business of communicaion, something which has a
personal, even intimate quality to it. In the commercial marketplace a
radio station which does not employ true communicaors is in a perilous

pasition.

Conclusion

“ Communicating information to a local popuation”, (Stannard 2009 is
what locd radio can do very well, whether it is by broadcasting locd news,
weaher and travel information, a promoting locd charities, music, events
and bwsinesses. Thelocal, knowledgeable presenter is best placed to ad as

the condut, the communicaor, in this process Curry (2005 abowve, aso
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recognised that a “pasgonate” presenter will always have a key role to
play. Furthermore, in a survey commissoned by Ofcom in 2005 witty,
entertaining and intelli gent presenters” were dted as one of the three most
important comporents of radio. Presenters were seen by those surveyed to
be an area where radio is not doing well at present, and young people in
particular wanted to hear “new talent”. (Ofcom, 2005).

So as commercial radio faces 21% century chalenges, it is perhaps in
requiting, training and retaining talented people, as presenters and
communicaors, that its future lies. This may prove to be the salvation o
locd commercia radio, and will, no dult, be of immense help to groups,
and retional and regional stations, as they continue to compete for a share

of the audience in an increasingly competitive and tedhnd ogy-led market.
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Chapter 4

Splash FM —a Case Study

Having naw looked at the history of commercial radio, the presaures for its
establi shment, and the various challenges it has facel ever sinceit started,
| now turn to a cae study of one particular commercia radio station. | will
examine the drcumstances surroundng its formation, and the socia and
media environment into which it was “born.” | will | ook at what motivated
the founders to set up the station. | will aso examine the main elements of
the wntent of its programmes, namely music and rews, and study the

considerations behind these dements.

Spash FM began broadcasting on 5" May 2003, with a standard eight yea
FM licence granted by the then regulator, the Radio Authority. Based in
Worthing, West Sussex, it serves a popuation of 167,000 aong the
coastal area from Shoreham-by-Sea in the east, to Littlehampton in the
west. Its transmissons north are largely restricted by the South Downs.
(Seefig. 1). Sdash FM isapopuar station in its areg recently registering
al7 per cent reach of the available audience, and an audience share of 6.9
per cent. (RAJAR Q4, 20085.

Thearea

Worthing's popuarity as a seaside resort can be traced bad to the visit of
PrincessAmelia, the daughter of King George Il1. Her visit was foll owed
by an increasing number of well-to-do people, taking advantage of new rall
links to enjoy the hospitality of the newly founded haels and guest houses
in the town. Worthing was incorporated as a Borough in 1890. The visit



-37-

of Osca Wilde in 1894 and the writing, duing his day, of “The
Importance of Being Earnest” added to the town’s cdebrity.

Inthe 1960s and 1970 s Worthing devel oped something of areputation for
having a large dderly popuation, and still has a high propation d over
60's, bu in more recent years large anployers such as Norwich Union
Insurance, Glaxo SmithKline and the Inland Revenue have attracted
increasing numbers of yourger people. The last 20 yeas have seen many

new housing developments for young famili es.

To the eat and west of the aeg Shoreham-by-Sea ad Littlehampton are
eat significant towns in their own right, and certainly not regarded as
‘parts of Worthing'. They would na, however, be large enough to sustain
their own radio stations and they form a natural boundxry, with the Rivers
Adur and Arun to the eat and west respedively. Beyond Shoreham is
Brighton and Hove, a aty with its own particular identity and radio service,
and keyond Littlehampton is Chichester, a cahedral city, served by Sprit
FM.

Figure 1 — Spash FM Servicearea
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The LicenceApplication

The Radio Authority advertised the licencefor Worthing in 2002. This had
been preceded by a flurry of adivity among eight different competing
groups, all of which applied for the licence The adivity included a
number of short term RSL (Restricted Service Licence) broadcasts, where
stations are dlowed to broadcast to an areafor up to ore month, to test the
level of demand for a full time station. There were dso aher spedal
events, road shows and publdic gpeaances by the cmpeting goups. It
was then up to the Radio Authority to consider ead applicaion onits

merits and dedde uponthe “winner”.

Existing media

Prior to the commencement of Sdash FM, there was a sense anong the
competing groups that Worthing was not well served by radio. The nearest
BBC locd station, BBC Souhern Courties Radio, was based in Brighton,
some 15 miles away. Whilst it had a remit to cover Worthing, its srvice
areais very large and inevitably Worthing did na receve more atention
than any other town in the whoe of Susex and Surrey. The nearest
commercia station was Souhern FM, again based nea Brighton, and
covering a large aea of East and West Sussx. Aiming a a younger
audience than was typical for Worthing, much of the locd popdation dd
not seeit as meding their needs. (Splash FM, 2002). Apart from radio, the
regional commercial television company, Meridian, and BBC Souh, were
both based some 60 miles away in Southampton. Worthing does have its
own locd newspaper, the Worthing Herald, plus two free papers, al of
which are owned by a large media @rporation. The Evening Argus is a
regional paper centred mostly on Brighton. Sgdash FM's Managing
Diredor, Roy Stannard, told me how he felt the other media readed to the
new station: “No ather media welcomed us with open arms because we
would constitute competition in the marke place The Argus were a lot
more relaxed, probaldy beause it’s based in Brighton rather than
Worthing. The Herald were a lot less ielaxed abou it... there was a
certain amourt of suspicion—would the market place be able to sustain yet

anaher provider of advertisingto esentially the same sort of audence?”
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Asto the other radio stations: * Southern FM accepted that there would be
anaher radio station. They weren't particularly happy abou it, bu they
had dready got used to the idea of other stations being based in their
patch..... The BBC onthe other hand.. would na have engaged with mein
advance, andwould have assumed, possbly rightly, that we were going to
target a dfferent audence to theirs, which is a largely more mature
audencethan ous.”

Public demand

As part of the licence gplicaion pocessapplicants had to demonstrate a
level of demand for their service For Sgdash FM this was achieved by
means of research comprising 651 faceto face interviews in the stred with
residents aged 15— 70. This reseach showed, inter alia, that 44% of
adults aged 35+ were dissatisfied with existing radio services for Worthing,

and “there is a desire for a station committed to locd interests among 71%
of adults aged 3H+.” (Sdash FM, 2002 p.59). Addtiondly, the
application contained extrads from suppative letters from loca

dignitaries, and afile of suppative letters from members of the publdic was
appended. Reflecting on the process Roy Stannard ndes “ there was an
interest in the medium of radio, anda feding that the town shoud haveits
own radio station. | have to contrast it to Brighton where they had been
spailt a hit by the exstence of quite a lot of radio stations — Southern FM,
BBC Southern Courties Radio, and dher substantial [temporary radio]

projeds. They had gd used to having their own radio stations. Worthing
hadrit and therefore was a lot more enthusiastic abou the prosped. S it

wasn't a dfficult jobto corvince people it would be a goodthing.”

Behind the formation d Sgdash FM, then, were three @nsiderations.
Firstly, that Worthing was not well served by existing radio. The other
stations in question would deny this, since Worthing was a dea part of
their remit. However, the size of areathey were expeded to cover meant
that they would have found it hard to do justice to a town the size of

Worthing. The second consideration was that there was a certain level of
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puldic demand for the service This is difficult to prove, and there was
certainly no masscampaign by Worthing residents to have their own radio
station, bu when they were presented with the passbility, in the surveys
and pubic events undertaken by Sdash FM, they seemed to express an
interest in the prosped.

The third consideration was that the tean behind Sgdash FM were
enthusiasts of radio. Experienced in haspital radio and in small, vountary
RSL stations in the aea, radio had been a hobly for many of them, and
they gained a sense of pleasure and satisfadion simply from “doing radio.”
In my view this experience and enthusiasm were major fadors in winning
the licence and continue to be afactor in the station’s continuing success

So far, so goal

Having now been on the ar for amost three years, Sdash FM is
considered a success It has been hail ed by the current regulator Ofcom as
a xemplar of stations of its sze and type. In February 2006 Ofcom
published a statement “Radio - Preparing for the Future (Phase 2)” in
which it outlined a new processof “pulic sampling” for commercial radio.
Thiswill enable both the puldic and the regulator to ascertain if astationis
complying with the “Format”, i.e. the content which it promised in its
licence gplication to deliver. Three examples of sampling reports were
given in the Statement, based on randam listening to the stationsin a given
period, and Sdash FM was one of the threg which were deemed to be
operating within their Formats. Being chasen as one of the three was
considered a major achievement by the management. Roy Stannard
believes that part of the station's siccess is down to making steady
progress and m mgor changes: “l think radio audences dont like
dramatic change. Theylikegradud change over time - the stationto grow
at the same rate theythemselves are growing. If you atempt rewolutionary
change on ar, you are in dangr of losing the audience you' ve arefully
bullt up. That's refleded in our RAJAR figures that have shown a

consistent growth over the last year.”
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Paul Brown, d CRCA, had words of praise: “ Splash FM in Worthingis a
very goodexample of a compary that understands its market, uncderstands
its audence markets to them in a cost-effedive way but targets the
audence vey predsely, andthen ddivers what it says on the tin, andthat
really is easy to say but much lesseasy to dd’. (Personal Interview, January
2006.

News

News can sometimes be awed& pant in commercial radio. Music has
priority, and news is often given as “headlines,” with “soundbtes’ which
may not do justice to the underlying issues. Why is this? Firstly, most
commercia stations are “music-driven.” They believe that most listeners
want to hear music more or less continuowsly, and that any speech longer
than, say, threeminutes, will cause the listener to switch off. Second, rews
is expensive. Skilled journalists can demand high saaries, and most
stations coud nd sustain the large team of journalists which a more
speedtr-orientated station would require. For the same reasons, thereisllittl e
analysis of news on commercia radio. Stations purchase their national and
international news from London-lased providers sich as Independent
Radio News (IRN), whilst the station's own news tean — nat always
comprising fully qualified journalists - covers locd stories. The result of
this is that national or international news is naot interpreted for the locd
audience and as IRN, the largest provider, tends to have a somewhat
“tabloid” approad, thisisrefleded in the locd bull etins.

Asaloca station, committed to its community, Sgash FM’s news srvice
is designed, within the constraints of the IRN provision, to refled the
interests of its audience  On weekdays and Saturday mornings, a team of
(usually two) journalists compile 3 minute bull etins which are read onthe
hou from the locd studio, with headlines on the half hou during peak
listening periods in the morning and late dternoon. IRN supdy scripts,
interviews and feaures for stations to include in their bulletins. Every
weekday at 6 pm, a 10 minute bulletin is broadcast, combining both loca

and raetional sources. It includes a more in-depth feaure on the main story
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of the day, businessnews, showbusinessnews, and sport. As Worthing is
by the sea every local news bull etin also includes the time of the next high
tide. During evenings, overnight, Saturday afternoors and Sundhys, an
houly live news bulletin isread from IRN in London.

Local stories are obtained from sources in the area by the Sdash FM
journdlists. In asingle bulletin, the station aims for eighty per cent local
stories, bu this may change if a number of significant nationa stories
occur onthe same day. On the day that | interviewed the station's Head of
News, Kerry Warman, it happened that two national stories had come to
light mid morning, so the emphasis changed from locd to netional a few
hous into the day’s programming. She explained how she determines
whether a national story will be prominent “ It depends how many peopleit
affeds. Becuse the pdice shodingis the second orein two months, and
it's a young pdicevoman just coming df her probaion period with the
padlice it’s throwing upa lot of arguments which do dfed not just the area
where she's been shat but the whole wurtry. Police forces around the
courtry are going to be looking & this and wondering if they need to be
armed o nat in the future. Soit does affect everybody.” (Personal
interview, February 2006).

On Sdash FM, just as in any newsroom, news values inform how bull etins
are ompiled. Galtung and Ruge (1970 described a set of news values
which are cmmonly used to determine whether a story makes the news.
These include:

f frequency — events taking place in such atimeframe that they fit a
daily publishing schedule.

f comprehensibility — events which are dear and undrstandable in
terms of the socia values of the intended audience.

f threshold —eventswhich attain alevel of interest or importance

f unexpeded events.
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f negative events.

f continuity — events which made the news once ae likely to

continue to doso.

f personification — events which make abstract concepts personal, or

relate them to a person.

This classc definition d news values applies equally well at Sdash FM,
and was sucdnctly summarised by Warman: “People tend to want to know
what’s going onin aher people's lives as well as their own, so if some
traumatic incident has happened to somebody dse, people do want to
know abou it, which is why news is largely negative as oppased to
paositive”

Acoording to Warman, the important asped for a station like Sdash FM is
that the news $houd be of interest to its audience. “ Certainly anyone who
comes to work at Splash is made aware of the audence they are
broadcasting to, andwhat is going to be of interest to that audence and

the area that we over.”

The question d how interested people arein locd newsisacrucia one for
stations like Sdash FM. Clealy asalocd station, they have to cover local
news, bu the balance of locd and retional stories is open to question.
Clealy, “big” locd stories sich as fires and murders are of interest, but
whether listeners would rather hear how well a locd schod is doing on
league tables, or abou violent riots in some distant courtry, for example,
isuncertain. “Importance” is arelative term, and diff erent audiences have

varying views onwhat is “important” to them.

Music

Music is vital to most commercial radio stations. It is what people tunein
to listen to, and what will keep them listening. Music forms the bulk of the
output of Sdash FM, and it is closely targeted to the audience which the
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station is aiming to attrad. This applies across al radio stations, and
means that you will not normally hear different genres on the same station.
Many commercia stations, espedally long-established stations owned by
large groups, pay chart-based music which will apped to 15— 24 year
olds. Classc FM plays popuar classcal music to apped to its chosen
audience and Virgin Radio plays rock. This market segmentationis rarely,
if ever transgressed. It would be regarded as commercial suicide for Virgin
Radio to have aclasscal music programme in the midde of the day, for
example. Commercial radio is often seen as a “tap”. You turn on the tap,

and cet the same product out, every time.

The music played on Splash FM is, in fad, qute unusual for alocd FM
station. For example, an Elvis Presley song from 1955will be played next
to a Coldplay tradk from 2006. Much of the music played is what AM
“gold” stations play, and Sdash has been able to revisit many songs from
the 1960s, 70s, and 8's which are rarely heard onthe radio today. Why
isthis? The answer goes bad to the formation d the station.

Sdash FM targets an audience mainly among the over 35's. Its Format
prescribes * all four decades must be represented in the playlist, but a slight
bias towards material from the last two decades (other than current/recent
chart hits) is permissble. Current/recent chart hits snoudd na account for
more than 2@ of total music output during weelday daytime’
(Ofcom/Sgash FM 200B). This means that 80 per cent of the music played
will not be of recent origin. The licence gplicaion asks very detailed
questions abou the type of music to be played, including representative
names of artists, what times of day they might be played, and what
propation d music from different decades will be included.

Sdash FM’'s Hea of Music is Kevin Spedor. He described to me the
different fadors taken into acourt when a new song arrives at the station,
as to whether it shoud be played: “ One is whether it’s a core artist,
someone whose music we think we shoud be refleding, andher is whether

it would contrast favourably with what we are playing & the moment, and
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whether we think it’s smething people would like to hear and be aware
of.” (Personal Interview February 2006. There is therefore astrong sense
that there are some tradks that “shoud be” played, and a dear perception d
what the audiencewould “like to hea”.

In common with many stations, Sdash FM uses powerful software, cdled
Sledor, to create aflow of musicd styles and eras across the day, to
ensure that all decades are featured in the corred propations, and that no
undwe prominenceis given to any one atist, for example to avoid playing

two songs by The Beatles in the same programme.

Presenters

Many of the presenters on Sgash FM are drawn from the locd community.
Some went to schod in the aea and ore presenter is  well known in his
other business of leisure and party equipment hire, that he is nicknamed
“Mr Worthing’. The station hes recently employed a Worthing—based
presenter who urtil recently was a well-known figure on BBC Souhern
Counties Radio. It isimportant to the station that presenters know the aea,
and can talk abou it, that they attend locd theares and aher functions, and
communicae their love of the town to the audience | have shown
elsewhere that the presenter has a key role to pay in the future of radio,
and giving this a high priority will clealy help Sdash FM secure its
pasition.

Sdash FM adknowledges and promotes the work of locd musicians.
These ae nat usualy included in the pe&k programme times, but in more
spedalist segments of programme outside peak hous. For example,
“Stage One” isaweely feaure at the end of the “Drive Time” show at 7
pm where unsigned local bands can showcase their work. In partnership
with alocd music producer, a monthly hou long programme, “The White
Room”, also a 7 pm, alows for a thoughtful critique of locd artists. The
station sporsors an annua “Battle of the Bands’ competition where local

artists compete for atop prize such as gudio time and a professonal video.
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Last year this culminated in a free open air concert by local bands in the

town’s main seafront park, which attraded a large audience

Sdash FM’s promotion d locd artists refleds not only their commitment
to the community, bu also their marketing skill in using loca artists to
attrad a wider audience, and in puting on pubic events to crede greater

awarenessof the station among the puldic as awhole.

Advertising

In common with all commercial radio, Sdash FM derives its income from
advertising sales. The station employs a team of two sales exeautives, in
addition to Roy Stannard, who sees sles as one of hiskey roles. Again, in
sales, the wmmunity is central to the station's philosophy. Most
advertising is by businesssin the locd areg since larger companies, which
may be based in Worthing, prefer to advertise to a wider geographica
area Some radio stations setheir role & “delivering an audience to the
advertiser”, bu Sdash does not seeit this way, as Roy Stannard (2006
explained: “I see Splash FM as a living agansm, something that exsts
beyondthe need to provide an adrertising datform and keyond the need to
educate and inform, the old Reithian phl osophy. It does more thanthat. It
does represent something that’s very close to being a the heart of the

comrunity.”

Case Study —Conclusion

Splash FM has built it s reputation ona commitment to the locdity it
serves. It is aso staffed and managed by people who enjoy what they do.
Thereis asense of ownership of the station, and an awarenessof its value
to the ommunity. These fadors undoultedly contribute to its current

successand future prospeds.

Like aay well run concern, Sdash FM islooking to the future. As we have
seen elsewhere, in common with aher commercia radio stations, that
future is uncertain. So far the station appears to be doing well, with a

loyal, growing audience and li stening figures which show a steady increase
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eat quarter. Its commitment to the locdity it servesis evident. However,
in a difficult ecnamic environment even the best can fal on herd times,
and any sustained financia difficulties would render it prone to takeover by
one of the radio groups. Just last year ancther independent commercial
station, Sprit FM, serving nearby Chichester and Bognor Regis, was taken
over by The Local Radio Compary which owns a number of small stations
aroundthe ountry and operates a similar “branding” and music palicy on
al of them. Roy Stannard fears that were this to happen to his dation the
emphasis on local adivities would be diluted: “There's a tendency where
radio stations are owned hy larger groups for those activities to take
seaond pace, to be used strategically from time to time, when it suits the
station's purpose in PR terms, whereas | would argue that Splash FM’s

commitment to the commnunity isan ongang, da/ by day commitment.”

In terms of the future of radio on a broader scde, what seans to be
emerging from this gudy is that locd stations do have afuture based upm
the talent and local knowledge of the presenters. Roy Stannard agrees: “I
think local radio isthe future of radio. Thethingthat radio does best is get
down to avery grassmoaots leve with its li steners.”

We have seen that the development of commercial radio can be amirror of
changes in wider society. Sdash FM also sees itself as having a role in
helping the society around it, the locd community, to develop and prosper.
Despite the advance of techndogy and the ever onward march of corporate
groups, there dtill seems to be aplace for the individual and the loca
community. A community-focussed radio station like Sdash FM, that
servesits audience well, would bein agood paitionto benefit from this.
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Chapter 5
Conclusion

Commercial radio is a risky business and aways has been. It has faced
challenges from the outset. To begin with, the oppasition was from a
paternali stic establi shment, where dites were dominant and resisted ceding
control to market forces for ideologicd reasons. As 1960s youth and
music aulture dhallenged prevailing norms, the ‘pirates sought to change
this mindset and paved the way for legal commercial radio. A general
societal move towards deregulation opened upthe market further andled to
commercial radio becoming an econamic and social success Inthe 1990s
the general trend towards media consolidation had its impad on the sedor,
and, in the 2000s, rapidly changing techndogy is making its mark and

pointing to an urcertain future.

What we have dso seen, in contrast to the mid 20" century, is that
paternalism is now well out of favour. In many spheres, power is being
vested increasingly in the individual, and consumer choice is paramount.
In terms of this discusson, this is e in the growth in popuarity of
personal music devices such as the Apple iPod, and the wider choice of
listening available. Conversely, globalisation is making the world seem
smaller, and individuals are increasingly interested in global concerns sich
as climate dnange and world powerty. Thereis certainly a significant place
for the “wonderful piecein the middle” (Curry, 2005, above), meaning the
talented radio presenter, to talk abou these isaues in ways which his or her

audiencewill engage with.

So we see onflicting forces at work. On the one hand, media
conglomerates ek to crede anational market for advertisers, while loca
communities and individuals also want to make their mark and take their
place How will commercia radio develop in the future? Just as mobile

phore text messaging was nat foreseen as ever beaoming very popuar, so
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it is not passble to predict how changing techndogy will ultimately affed
how we listen to radio and howv the induwstry will be shaped. But, as it
always has done, radio is certainly changing to med these new chall enges,
and history suggests that how well it does so will determine its health and
shape in the future.
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Appendix |
Transcript of Interview with Paul Brown, Chief Exeautive of the

Commercial Radio Companies Association
Monday 30" January 2006

What are the dhallengesinvolved in starting anew station?

First of al, people who listen to radio tend to be quite conservative in their
station choice, and if you can persuade them to listen to you they're only
going to give it alimited amourt of time, and if they don’t like what they
hea within the first 10 minutes redly, the chances are they’ll go and never
come badk again. That's why it’s such a huge marketing task, and it’s vita
that the marketing message is in line with what's actually going on onair.
Sdash FM in Worthing is a very good example of a @mpany that
understands its market, understands its audience, markets to them in a st-
effective way but targets the audience very precisely, and then delivers
what it says on the tin, and that redly is easy to say but much lesseasy to
do.

What are the motivations? Why do people want to start stations?

People who want to work in radio tend to be people who like sitting in a
white room with a microphore talking to themselves! You've got to be a
bit weird want to work in radio! People who work in radio — they quite like
their own world and they like communicating that to people, and that's
quite important because right at the heat of radio is - why do people want
to perform onit? If you haven't got performers on it then you haven’'t got
a radio station redly. And at the heat of performing on the radio is a
desire to entertain, desire to inform, and a desire for involvement. A desire
to serve the listener — I'm not entirely sure they see it as srving the
community — but serving the listener must be & the heat of it, otherwise
you've got nothing to talk abou redly. It's an intimate medium, and so |

guessyou like entertaining and informing in an intimate setting.

Why dolocal businesgnen want to get involved? Well I'm sure they know
that an element of profit may come dong, but not instantaneously, they

must take along term view. In order to have abusinesslocdly, the locdity
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is important to you, and you want to be someone, to be useful in the locd
community, and clearly as it’s a business you want to make sure you
reward your shareholders as well. It isaway of being part of locd pulic
life, and as radio stations tend to have afixed area they cover, you have at
the outset, or develop, ared affedionfor the aea. You'll probably livein
the aea bu if you dan't, say if youre alarge company from outside,

you'll probably partner with someonein the aea

Is “localness’ asimportant now as it oncewas, espedally now with big
groupsinvolved?

For small radio stations it’s a USP. It's what makes you dfferent from
Radio 2, in Londonwhat makes you different from Heart, or Magic or
Capital —it’s“locd”. The difficulty is for the “older players’ who were the
locd stations once, bu are now surrounced by lots of others who are, if
you like, “stealing those dothes’. But when you are cwvering avery large
areg which the older stations are, they are in fad metropditan stations.
They may have felt as though they were serving the aeas, bu that's
because there was no ore else there to doit. When you have ancther five or
SiX or seven or eight stations,. as you doin those metropditan areas, the
element of competition means you are going to niche your output down,
until you are comfortable with the audience you are trying to readh, gain its
appredation and therefore monetise that relationship. To say that the older

stations have dtered their focus ssemsto meto beinevitable.

A lot of stations now are taken over by larger groups — is that
inevitable now, with a smaller station struggling to make it in its
market?

The smaller station, especialy if it’s going to include in its audience those
between the ages of 20 and 35,is alrealy in a highly competiti ve situation.
There’'s a lot of radio abou, you've got a lot of choice In that kind o
environment it’s nat surprising that people seek strength in numbers, and
it’s aso na surprising that in certain areas they exploit whatever synergies
they can, areas like financial control, the sale of national advertising.

Because you have financial, sales and marketing synergies, the dhances are
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you're going to be ale to invest more in programming and sound more
proficient. That’sthe plan, it may not alwayswork. The [particular group]
is very well run, bu its having a lot of difficulty convincing national
advertisers that the group of stations it represents is worth buying as a
block. Advertisers say they would rather go to the five or six well-known
brands they’ re used to dealing with.

Stations owned by groups metimes sem to sound the same,
musically, they play dl the same songs, so does their localness
disappear ?

A stationin, say, Portsmouth, deesn’'t soundany lesslocd because it shares
aplaylist with a stationin Brighton. What makes alocd radio station local
isthe things it talks abou and the way it talks about them. Where agroup
owns a number of stations in dfferent aress, where the aeas are different
in terms of audience make up, the music they play doesrefled that. So it’s
nat true that radio stations in groups al play the same music, but clearly
thereisaTop 20,aTop 40and Top 60, there ae a number of very familiar
popuar artists, so you are boundto hea a goodded of al of that on most

popuar music stations.

What isgained by group ownership?

What one hopes to gain is a company of greater strength and more
investment power. Consolidation has gathered pace very quickly recently,
for example there is no question that Emap's takeover of SRH has worked
extremely smoathly, they are generating more cah as a result, and
investing more cash in ouput. The stations are & goodas, or slightly better
than they were prior to Emap's takeover. When you look at the stations
Chrysalis has taken over, they are dl solidly in profit, and before the
takeover some of them were solidly in loss so those ae very good example
of where it works. One of the problems with very small stations is that
they don’t want to sound amateur, they want to soundlarge, but have to cut
al the arners they paossibly can. But where strength in numbers can be
made to work, as in those examples, it is to the benefit of the company, the

sharehdders and the listeners. Where people are having more trouble
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doing it, becaise of the anourt of money you reead to run a successul
locd business then it’s more problematic, but the radio stations on their
own, before takeover, weren't making any money either, and so eventually
would have withered and died.

There seems to have been a time when people ran radio stations with a
pioneering spirit, for thelove of doing it and serving their community.
Have the accountants now taken over the ship?

| don't think they have. Every station hes accountants. The successul
locd radio stations are those that start small and get big. This goes bad to
when commercia radio started in the UK. A local businessnan wanted to
have something that looked like the BBC and had a big shop window, so
they spent an awful lot of capital before they started, and got themselves
into troube. Succesdul stations garted simply, with second hend furniture
and kesic equipment. They built from nothing and made something. And
it's the same today. Otherwise why would anybody invest in small locd
stations today? They have alocd “driver” within them. | think people have
becme more redistic aout the extent to which you can make money out
of locd radio, bu it doesn't mean that they are any less keen to do so.
There ae more people now who knav what they are doing than was the
case in the ealy days. It's a more epert industry, and a less certain
indwstry. There's more competition nov — more licences being issued,
internet radio, satellit e stations, digital stations — there’s much more in the
market, and you dont know where to invest. Stations are aking
themselves, “shoud we go dgital, do more on the web, compete with
locd television, will these new outlets take our advertising away?’ Those
sorts of worriesdidn’t really exist 10 years ago. People ae nat lesscertain
abou why they are setting up stations, bu they may be less certain about

what they are doing, in that sense.

Do radio stationslook at new technology and seeit asa threat?
There are lots of other ways people can spent their leisure time now,
particularly aroundlistening to popuar music, which iswhat alot of radio

ventures are. | think everybody knows that they need to diversify in arder
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to keep their listener base up. Anybody with ore radio station hes a
sne&king feding that if he had two, it would close down the oppatunity for
somebody else to sted his listeners away from him. That’s one good thing
abou consolidation. The only way you can do it is by financia resource.
So if you are going to run a good website that rivals that of the locd
newspaper, or cary the odd moving picture & time goes on, a diversify
the use of your reporters in the locd area, there's a lot to be said for
investing in ather media forms. And if you haven't got the expertise on
hand, you haven't got the skill s base to do those other things. Expansion
isn’'t the name of the game, bu you do lave to expand to maximise the

usefulnessto listeners. You read cash to doit, and to market it.

When ILR first started it was very tightly regulated, it's not so much
now. How much regulation is a goal thing, a would it be better if
therewas no regulation at all ?

People’'s views on this vary. My view has adways been that you must
proted your listener, and so you d need advertising and programme rules
which people must adhere to, and if they don’'t adhere to them then
sanctions must be gplied. The other thing that’s probably useful in a
crowded courtry like ours, is that while you gve licences away in the
current “beauty parade” system, you shoud seek to ensure that one service
is different from another. So some kind d “format” has to be at the heart
of that regulation. If you change the way you do it, to an auction system,
it's different. Ofcom are probably asking themselves, at the end d the
current round d licensing, and when more digital licences are on dfer,
“what is the interest for the puldic in going through this extraordinary
rigmarole of reapplying for licences in the way its aways been dane?’
There comes a time when you say “we're going to extend these licences
and nd re-advertise them, bu in 10 yeas time we're going to auction
them”. Once you auction them, and | guessthat may be aound 2015
there’s no neal to have aregulator controlli ng the style of the output — but
you shoud still have rules you have to adhere to.
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What' s goad about auctioning? —when they auctioned the TV licences
it was criticised.

There are different ways of doing it. An auction invoves far less
subedive judgement from the regulators and it's far less complicated.
When they auctioned the TV licences there was no competition, so you got
ridiculously inflated prices being asked........ but these days with more
services abou, the results won't be so silly. There's a time to introduce
auctioning, and | don't think it’s a good idea when you have asituation of
pubic service broadcasting resporsibiliti es. Those have been eroded now.

The timing may have been wrong, bu the ideal don't think was abad ore.

In New Zealand for example dl spedrum is auctioned...bu if you go and
listen to New Zedand radio there’ s a huge variety, much more variety than
you get over here, far more different formats, it’s a far more lively scene,
and each of those radio stations makes much more money than radio
stations over here. Having an audience of 100000 in New Zedand will
make you - 7 million ayear. Having an audience of 100, 0@ here wil |
make you, if you're lucky, abou £550,000 So that’s what can happen if
you have avery lively competitive auction, bu you have to doit carefully.

How do you see radio listening in 10 — 15 yarstime?

Music radio is losing its grip on young people. There ae so many new
things on the horizon, like podcasting, which automaticdly downloads a
programme that they want to listen to. If we face tall enges now, there will
be even more challenges in 10 years time. | don't think radio will ook
anything like it looks now. | think the whoe model of fundng
broadcasting out of advertising and sponsorship is under severe presaire,
there are so many people trying to feed off that, and there ae so many
other ways in which advertisers and sponsors can reach the audience that
they want, withou using a mass medium like television a radio. Mass
media will still flourish, whether in the same numbers I’'m not sure. With
the radio groups, | think some of them will work and some will nat. | think
there will be television stations that own radio stations in ways they don’t

do at the moment in the UK. They have to do that because of their main
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competitor, the BBC. The only way you can compete with the BBC is if
you crede asignificant size. It's amost impassble to take on a national
radio and television lroadcaster which crosspromotes its products on those
channelsandis also alocal radio andloca media broadcaster.

The only other way to go is subscription, which is proving to be the caein
the United States, where people will pay to get the kind o service they
want. But | susped they will only pay where thereisn't already a pulicly
funded venture which has aready got its subscription keing paid by the
taxpayer. By the time we get to 2015l think there will still be locd radio
stations and till a demand for them. There will be anumber of larger
independent broadcasters and they’ll have radio and television services,
available on lroadband and satellit e. There will be rather lessof them than
there ae now, and the BBC will be even more dominant. If you go on
distorting the market the way the BBC does now, you end upwith orly one
player in town. But if you want to encourage other media entrepreneurs
who want to be useful to the coommunity but also want to take money, you
donit do that by putting the state in such a dominant pasition in the market
as they are currently becoming — certainly in radio. Radio is far more
endangered by the activities of the BBC than televisionis.

One of my gred regretsis that no ore has been succesful in providing any
kind d nationa commercia speed service of any standing, and so we do
not compete with the BBC with what | think will be increasingly what
people want out of radio, which is both comedic and serious geech radio.
WEe' ve never been able to generate the cah to do it, because the BBC has
aways been there to take a least 50% of the market. If Radio 4 was a
subscription service, other people @ud do it. You would have
competition for news and dacumentary and dama and information. But it
hasn't been possble becaise the state has aways intervened, and |

personally think that’s pernicious and anti-democratic.



-61-

What' s your view on network programming on commercial radio, like
UK Radio Aid* and others? There was talk of getting cdebrity

presentersto do nationwide programming. Is that likely to happen?

There will be more network adivity, bu not to the detriment of local radio.
People talk abou it and it attrads the atention d advertisers. The
difficulty is getting stations to take it. | used to run the Pepsi Chart®, and it
was very difficult getting stations to take anything other than the Pepsi
Chart , becaise they didn’t seeit aslocd. There ae st problemstoo, we
can't always afford the ceebrities, again competing with the BBC.
National broadcasting is associated with the BBC, so they have that
advantage. I'm not sure that’s the answer for commercia radio anyway.
Most of Radio One's current presenters have come from commercia radio.
| don’'t think that getting one of them back again is the future. What
commercia radio can do is do things which haven't been dore before, like
satellit e interviews with major stars. The network company is Hit 40 UK®

which is owned by the major companies and can do what it does best.

4 UK Radio Aid was a charity broadcast on 17 January 2005for the Asian tsunami apped
in which 268radio stations joined forces.

® The Pepsi Chart was a previous weekly chart show broadcast on commercial stations
aaossthe UK

® Hit 40 UK isthe aurrent weekly chart show.
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Appendix Il

Transcript of interview with Roy Stannard, Managing Director
of Splash FM, Worthing.

6 February 2006

Why did you want to start Splash FM?

It wasn't my dedsion alone, with athers | set up a hospital radio station,
progressing from that to do RSL — based projeds’ in Adur and Brighton,
and identifying the ladk of a locd community based radio station in
Worthing. Worthing hes a distinct identity and personality and we felt it
wasn't being served by radio adequately at the time. We felt we could
contribute to that, knowing the area reasonably well, and having had a

history of providing radio, albeit amateur radio, for some years.

What were some of theinitial challengesthat you faced when you came
tolaunch it?

First of al, people had not experienced locd radio before in any great
depth, therefore didn't redly know what to make of it, and were basing
their perceptions of locd radio on some of the bigger radio stations like
Souhern FM, and therefore assuumed that Sdash or whoever won the
licence would soundlike that. What we had to demonstrate was that loca
radio would be much closer to the audience we'd have much more acess
for them to participate in it, to have their businesses, groups, organisations,
charities, invalved with it. So the obstades were, ore, perception, secondy
we had to win the licence which meant overcoming the callenge of five
other groups who kid for it, some of whom were good hds, badked by
other locd radio stations.

Thirdly there was a natural tendency in this areato listen to the BBC,
becaise of the dsence of commercial radio for so long, Worthing is a
natural BBC audience, and therefore whatever Splash did, it had to provide
an alternative to the BBC, that wasn't a diametric contrast to it —it couldn’'t

" RSL “Restricted Service Licence”. These can be set up for periods of up to one month
for spedal events, charity events, or asatrial for aproposed full time radio service
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be abrash, low intelled station to provide a omplete @ntrast with the
BBC, it had to at least incorporate some of the same dements. So that
informed ou approad.

Wasthere apathy towards a new station, or atentativeinterest?

| think there was a lot of interest. Worthing is a strong radio community —
it has produced a lot of radio talent over the years. Therefore there was an
interest in the medium of radio, and a feeling that the town shoud have its
own radio station. | have to contrast it to Brighton where they had been
spailt a bit by the existence of quite alot of radio stations — Souhern FM,
BBC Souhern Counties Radio, and aher substantial Festival Radio type
projeds. They had got used to having their own radio stations. Worthing
hadn't and therefore was a lot more enthusiastic aou the prospect. So it

wasn't adifficult job to convince people it would be agoodthing.

What was the viewpoint of the other media in the area to the thought
of a new station?

| went to hdd talks with the management of both the Argus and the Herald
group® locdly, as well as magazines like Worthing Plus. No ather media
welcomed us with open arms becaise we would constitute competition in
the market place The Argus were alot more relaxed, probably becauseit’s
based in Brighton rather than Worthing. The Herald were alot lessrelaxed
abou it. Organisations like Worthing Plus, because of persona contads,
were quite friendly. But overall, there was a certain amourt of suspicion —
would the market place be &le to sustain yet ancther provider of

advertising to essentially the same sort of audience?

Did you get any fed about what the other radio stations thought —
Southern FM, BBC Southern Counties?

Souhern FM acacepted that there would be another radio station. They
weren't particularly happy abou it, bu they had already got used to the

8 The Evening Argusis aregional newspaper, mainly read in Brighton but has a Worthing
edition and a Worthing office. 1t was involved with one of the competing bids for the
Worthing radio licence The Worthing Herald is the locd newspaper. Worthing Plusisa
locd monthly magazne
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idea of other stations being based in their patch, such as Sovereign in
Eastbourne and Arrow FM in Hastings. | didn't go to seethem to discussit,
because | was very keen nat to give avay too many ideas in terms of what
we were intending to do. Any conversation would have been indiscreet, |
think, at that stage. Infact | would suggest that they recognised there was a
separate need for amore locd stationin Worthing, and kind d “lived with”
that idea The BBC onthe other hand, hes always tended to be alittl e dodf,
and nd to worry too much abou the mmpetition, would na have engaged
with me in advance, and would have asumed, possbly rightly, that we
were going to target a diff erent audience to theirs, which is alargely more

mature audiencethan ours.

What are the aims of Splash FM?

First and foremost to give the people of Worthing, Shoreham and
Littlehampton, its own vaice which it’s ladked for many years. | think in
many respects the newspaper indwstry has walked away from that
commitment of providing avoicefor the ommunity. It'staken onmore of
anicherole. To provide atrue voice for any community you redly need to
be there every day, otherwise it’s by definition a slightly historical process
if you have to wait a week before the cmmmunity’s fedings and comments
are put forward. So to fill the gap of areal-time medium that refleded the
events of Worthing as they happen, and in addition reflect the aspirations,
the hopes and the dreams of the locd community, | think Worthing for
many years had been owerlooked, under-resourced, nd been managed
terribly well as atown by its pdliti cd masters, certainly it had been under-
invested in. Splash coincided with a time in which there was a sense of
new hope, of growth, d progresson. That’'s in the pdliti cd, econamic and
socia sense. We arived, possbly coincidentally, when Worthing began to
move again. The aemployment figures darted to fall, job oppatunities
started to rise, abeit slowly, howse prices started to grow, and migration
into the town also started, particularly among the 30 — 40 age group, who
are the natural audiencefor the station. So it was atime when our audience

was growing in the area
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What' s the balance between serving the mmmunity and, Splash as a
business making aprofit?

The community is partly made up by its businesses, and there ae alarge
number of businesses in Worthing. | would suggest it’s probably higher
than some towns. There ae more proprietor-owned businesses in Worthing
than just abou any other town onthe south coast, based from home or run
by a single person. Sgdash goes out of its way to serve those people, in
providing them with an aff ordable advertising platform, a means of freePR
through ather adivities, and by providing a means through which they can

hea what is happening in the town, and link with ather businesss.

Is there a conflict between, on the one hand, providing a quality
serviceto the mmmunity, and making it work economically?

There neadn’'t be. If you take the view, as | do, that a businesscan be run
horestly and ethically, provide very good vaue to its advertisers, and
reflect their aspirations, then the two ambitions of being entertaining as a
broadcaster and informative, and commercially viable, are congruent with
one ancther. They don't conflict. We tend to serve the small to medium
business ®dor rather than the very large employers in the town, because
they tend nd to sell within the town exclusively. We tend to provide
advertising oppatunities for those businesses that sell within a 10 mile
radius, and we ae sold out alot of the time. But we do provide very good
value to those alvertisers. The locd audience like to hea abou locd
business So it works both ways. The audience like the locdness and the
advertisers like the fact that the audienceislocd to them, becaise they are

more likely to sell to them.

The station has been going for nearly 3 years. Over that time have you
sean any changein how the station is viewed by thelocal community?

I think the community’s grown to like it, to become acwistomed to it, to
rely uponit. In the ealy days we had to work hard to win its resped and
its interest, because they’d na had it before, they’ d noidea what to exped.
Our output, although it has evolved, is dill very recognisable as the output
we started with. The team on air hasn’t changed dramaticdly, the style, the
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kind d music we play, hasn't changed enormoudly. It's changed at the
edges, there' s been some evolution, bu no sea dange in hov we gproach
things. | think radio audiences don't like dramatic change. They like
gradual change over time, the station to goow at the same rate they
themselves are growing. If you attempt revolutionary change on air, you
are in danger of losing the audience you've carefully built up. That's
reflected in o RAJAR?® figures that have shown a @mnsistent growth over
the last year. Eadh quarter we add 1000 listeners or so. That's nat
dramatic growth, bu it shows that the audience is gaying with us, and
telli ng their friends.

I’ve heard it said by some station managers that their purpose is to
“deliver an audience to the advertisers’. Do you seethe audiencein
those terms?

No. | seeSgash FM as aliving organism, something that exists beyondthe
neal to provide an advertising platform and beyond the need to educae
and inform, the old Reithian philosophy. It does more than that. It does
represent something that's very close to being at the heat of the
community, and asin the old days when the vill age ncoticeboard, the dwrch
naticeboard passhbly, might provide the means by which people could sell
their second hand furniture or whatever, well Splash FM enables people
who make their living in the community to sell, bu we ae not abou just
producing an audience for advertisers. We genuinely endeavour to produce
a service that will keg Worthing entertained, will tell Worthing abou
what is happening in its midst, keep it abreast of locd events and retional
events and isaues like traffic, weaher and so onthat only we can supgdy on
that locd level. Put al that together and you ve got something that people

can listen to consistently aaossaday and nd get bored by.

° RAJAR (Radio Joint Audience Reseach Ltd) undertakes regular reseach on listening
figuresand isjointly owned by the Commercial Radio Companies Association and the
BBC.
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How important to you, to the station, is listener interaction — letters,
phone alls, textsand so on? And what doesit show you?

It's very important. We enjoy heaing from our listeners, and they are
ceatainly not shy in telling us what they think. We get an enormous
number of telephme cdls, texts and e-mail s, interading with the station. It
may be for competitions, bu often it’sjust to tell us what they are thinking,
to ask us to wish their relatives happy birthday, or to play a song for them.
That, to me, demonstrates that we're in touch with people not becaise
simply they think they are going to win something, bu becaise they like to
hea their names on air, they like to use us as a means of communication.
In nealy three years of broadcasting | have to say | have only receved
abou threeletters or e-mail s of complaint in that time, ore per year, which
isnot abad average. At least one of thase was for atraffic incident that we
hadn't covered. Our traffic informationis supgied to us by athird party in
any case, so even one of those complaints was abou somebody else, not

us!

How isthe budget split between sales, programmes and news?

Salaries acourt for around 6@%6 of the station's budget. Sales would
probably accourt for a dlightly larger share than news, and probably abou
half what the programme budget is, which is mainly made up o salaries
again. The programming comporent would be the largest segment,
probably 65-70 per cent of the total, news 15 per cent, and sales abou 15
per cent.

What do you think would be gained, and/or logt, if the station was ever
taken over by a goup?

What would be lost is pretty clea. A locdly run and managed radio station
has its roots deg within the community it serves. Speding for myself, |
spend a lot of my spare time out in the community, acting as an
ambassador, as a lightning rod at times, and as a condut for people in the
community to make their views known abou the station. There's an
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involvement in adivities like the Worthing Festival'®, like the business
forum Worthing First, like a lot of charity events. Others on the
programming side ae dso invalved in the community, whether it’s church
adivities, charity adivities. There's a tendency where radio stations are
owned by larger groups for thase adivities to take second place, to be used
strategicdly from time to time, when it suits the station's purpose in PR
terms, whereas | would argue that Sdash FM’s commitment to the
community is an orgoing, day by day commitment, which is clealy visible
in the high profile we have in the local community, given our relatively
small budget and revenue, compared with, say the locd paper that is part of
a multi-million poundgroup. We have asense of “living amongst your
listeners” which larger groups tend nd to have. They are managed from
afar and tend to have locd programme cntrollers or more junior local
personrel. | think the businessconredions are important too. | run alocal
business group with 130 members — you don't get that in large corporate
structures. People running stations locally for one of the larger groups are
told what they shoud and shoudn't be doing. If | was reporting to a direct
line manager he would be saying to me “dont doit, it's not good se of
your time”. | would argue it is good wse of my time, becaise it gains us all
sorts of credibility with ou audience, our customer base, the paliticd and

other seadors whom we' re looking to get stories from.

What would be gained from being part of alarge group? Gredaer efficiency
in some aeas, some badk office functions could be supfdied more dealy,
we might gain larger advertising contrads, fed through from a head office,
so we might be better off financially. We might generate more revenue,
but we might generate less locdly, because alvertising rates would
probably go upto kring it in line with ather stations.

%\Worthing Festival isapopular annual event organised by the Rotary Club and athers,
incorporating afun fair, fireworks, charity stalls and afreeconcert arranged by Splash
FM.
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Finally to broaden it out from beyond Splash, and look at the future of
local radio in general terms. There are a lot of challenges around in
terms of new tednology, digital, more competition from internet
stations, digital stations. Haslocal radio ga a future?

| think locd radio is the future of radio. The thing that radio daes best is
get down to avery grasgoats level with itslisteners. At the other extreme,
something like Radio Four does what it does brilliantly, bu Radio Four is
an incredibly expensive organisation to run, and withou licence-payers
badking would struggle. So you're probably going to find a diametric
podarization going on ketween the large, behemoth radio stations, or radio
groups, that are dfedively going national but pretending to be local, and |
think people will soon ¢t tired o that,. Therefore the midde ground may
bewme quite a painful placeto be in the next few years, because the
plethora of other , internet based stations will provide ether very local, or
very niche programming, Niche in the sense of types of programme, type
of music, comedy, theare, whatever, and that will find an audience.

But | think the role of locd radio in terms of being the listening post for
people in towns and pcgbly vill ages in the future, will continue to play a
role, because there isn’'t a better way of communicating information to a
locd popuationthan radio. Radio remains the most portable medium there
is, apart from a mohile phore, which of course radio dces use anyway.
Even when internet radio becomes truly portable, locd radio can till
contribute to that medium. So | think the future for loca radio is bright.
Where radio attempts to entertain listeners acrossawide areg bu does nat
have the resources of nationa stations, | think this will become incredibly

competiti ve.
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Appendix I
Transcript of interview with Kevin Spedor, Head of Music at Splash
FM , Tuesday 14February 2006

Can you describe what the music policy of Splash is?

It covers 40 years, badk to the mid 1960s, it’saimed at people who are 35
plus, andit’s not quite amellow sound b it’s not frantic dther.

Is there any reason for that policy?

Yes, the gplication pocesswas preceded by a host of research that went
on face to face locdly, and the vast majority of people questioned said
they would like to hear music from the 60's back again onthe radio, and
gave an overview asto the type of music that they would listen to.

How important isit, then, to get the music right?

It's esential. The vast magjority of our output is the music content, so it’s
what goes in and the way its mixed together that makes the difference We
try to use the Seledor software to have a flow of tempo, style, era, genre
and type. There ae dl sorts of parameters st in Seledor. We describe
eadh piece of music that goes into it and then it fits a format that Simon™*
and | have built up ower the past coude of yeas to give the sound that

we've got.

There's a constant flow of new music coming into the station. How do
you choase which new songs you’re going to play?

There are two o three different things we take into acourt. One is
whether it's a @re atist, someone whaose music we think we shoud be
reflecting, another is whether it would contrast favourably with what we
are playing at the moment, and whether we think it's ssmething people
would liketo hea and be aware of .

! Simon Osborne, Programme Controll er.
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What about the older songs? How do you know which are going to be
popular?

In an ideal world we would have ongoing research to tell us that, bu in
pradice Simon and | listen to the output, we get an idea & to which ores
have been payed too much, soundtoo familiar, they’ve “burnt out”. We
also compile reports regularly in Seledor. It's a very powerful piece of
software, so we can compil e reports that say which are the most frequently
played songs from the 60's, 70s, 80s. We look at their rotation, haw
frequently they come out, and ad acwrdingly. Every now and then Simon
and | will put awhale host of songsinto a “resting” category, which means
they’ll get no expasure for three to six months. Then we review it again,
and pu other songs in their place ad kring others badk again to try and
keep it reasonably fresh.

Would listener’ srequests have any bearing on what you play?
They have beaing onwhat we play, but they don’t have agreat bearing on

the music padlicy as such.

So if a lot of people ask for Abba songs, do you say “Abbais popular,
we nedl to play more of that?”

Not necessarily. If we aedoing aspecial event like the Leo Saer concert,
we made sure that Leo Sa/er songs had a higher profil e than they normally
would, bu listener requests won't so much influenceit overal. It's when
we see eents that people will relate to and make an impad on their life we

liketo ke them high profil e.

Do you bear in mind the dharts?

Yes. We bear them in mind bu we're not a slave to the dharts. So o the
top 10singles this week we're probably playing three of them, becaise
those ae the ones that fit our listener profile. When hard edged rap, or a
dance tradk makes it into the darts its doesn’'t mean to say we'll play it

because it’s charted. If its fits our listener profile we will consider it, but
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for the listener who wants purely a refledion of today’s charts played in
high repetition, there are other radio stations that fulfil that very well.

What about local artists? Do you play them?

We play locd artists. Pete Mclntosh plays a lot of locd artists in his
evening programme where we do give a profil e to thase who are unsigned.
We dso play songs by locd artists who have got arearding ded, and we
do favour them if we possbly can, bu it doesn’'t mean that if you are a
locd artists you will automaticdly get played. It comes down to musicd

content, musica quality, and if there’sajustificaion for us playing them.

How will the music policy of Splash develop into the future? Will there
come atime for example when you don't play the 60 s?

The 60's will automatically drop from our music scheduling because our
licence says we play the past 40 years, so eventually the 60's will be
outside our remit. One of the difficult things about music programming is
labelling things as “the 60's’, because there is a branch of research that
says if you are playing songs from the 60's that means that your listener
will have head those songs in their formative yeas, their teens, which
would make them now in their 50's and 60s, which is e as too old for
most marketing and sales needs. However, when you consider the success
of things like Heartbeat (TV series) and you look at the songs from the
60's that have been used very succesdully in film soundradks, thereis a
whole amy of younger people who like that song, who wouldn't have
head it first time round We cdegorise things as “60's’ but then we look
again and say “but is there areason why somebody much younger would
reagnise and appredate that song?’ So yes, logicdly, ou licence tells us
that the 60's will drop away, bu sometimes there mere fad that it was a
nostalgic song overcomes the fad that it was a 60’s. and they remember it

in ather ways.
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Appendix IV
Transcript of Interview with Kerry Warman, News Editor, Splash FM
Tuesday 14February 2006

When preparing anews bulletin, what isthe balance between local and

national or international stories?

We usudly try and hit an 80%/20% balance— 80% locd and 2% national,
but that depends on the day. It doesn’t normally drop below 80%, it’s
normally 80% or abowe. It entirely depends what locad we have. Today is
an interesting case because we've got two top national stories runnng
which is quite unusual. We've got one to do with Iragq and the Basra
Courxcil’s said it doesn’t want anything to dowith the British Army at the
moment, which has just broken this morning, and we've aso go the
shoating in Nottinghamshire of the podicewoman. So adually our first
locd story is running third in the bulletin line up today, bu that is really
unwual. Normally we have something locd running top a sewmnd, and
until the shoding story broke this morning we did have alocd story
runnng top. Then the Iraq story came in so that went top. But for two or
threehours this morning it waslocd.

So how do you judge what isgoing to bethetop story?

Depends how many people it affeds. Because the padlice shoaing is the
seaond ore in two months, and it’s a young policevoman just coming off
her probation period with the pdlice it’s throwing up a lot of arguments
which do affed naot just the aea where she's been shat but the whoe
courtry. Police forces aroundthe @urtry are going to be looking at this
and wondering if they neal to be amed o nat in the future. So it does
affect everybody. With locd stories its more éout people power and how
much it’s going to affect people in the aea that we broadcast to. For
example acar crash somewhere dse will not mean alot to people here, but
if it was down here dealy it would affect mean a lot more to them. Often
it’s crime or pdlitics. Politics does switch people off, bu so much is

centred around pditi cs and courcil work that if you can reword it in away
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that makes people listen because it affeds their lives, whether that’s bin
colledions, spedaling “boy racers’, road works taking far longer than
expeded, that’s going to affect alot of people aoundthat area

So the storiesthat affed people directly are the most important onesto
cover?

It's like gossp magazines. People tend to want to know what’s goingonin
other people’s lives as well as their own, so if some traumatic incident has
happened to somebody else people do want to know abou it, which iswhy
news islargely negative, as oppased to pasitive. You'relooking for stories
that would perhaps either alert people to something that’ s happened in their
neighbaurhood, @ something that would affect them from a national
perspedive, or something that would make them think, and stop that thing
happening to themselves. With the pdlice giving alot of crime alvice for
example, there's been a lot of cars getting their wing mirrors broken off
which the pdlice think is down to a group of schod children, so warnings
are going out are going to alert parents, schods and aher people in that
neighbaurhood. So the larger number of people astory affects, the further
up the scde it goes. Light heated stories tend to go down the list, more
negative stories up the list.

Do you work to aset policy regarding the stories you put on Splash, or
isit down to yaur own journalistic knowledge and skill ?

A mixture | suppcse. You have to have an eye and an ear for what would
adually make people listen, so in a way there is a set agenda but that
agenda is probably going to be the same acoss most newsrooms in the
courtry. It's flexible acording to the needs of your radio station and the
audience you are trying to broadcast to. Certainly anyone who comes to
work at Sgash is made aware of the audiencethey are broadcasting to, and
what is going to be of interest to that audience and the aeathat we wver,
so that our news gories are focusd on the area that we cver. Anything
beyond that has to be treated with care. Instinct, and rews values towards

your audience.



