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AIRPLANE MONITOR TAKES OFF ... A FEW
MINUTES TO REFLEGT ON ITS HISTORY

Over the last five years, Airplay Moni-
tor’s relatively small editorial stafl has spent
a lot of time polishing its product, which
leaves very little time for publicizing it,
something that's driven home to us at least
once a week by various racho station re-
CEPLONISIS (Or even CoNSUIMEr-press writ-
ers) who think the name of this publication
is “Airplane Monitor.” Despite this, the four
Airplay Monitor magazines became near-
mstantaneous successes among the inclus-
try’s decisionmakers as they rolled out over
the course of 1993, proving that the de-
mand for accurate airplay data was so
great that we just had 1o put it out there—
the industry took care of the rest.

But we couldn’t et our fifth anniversary
vear (which, as former publisher Michael
Ellis points out, is now three-townrths over)
pass completely without stopping to reflect
on the changes that this publica-
tion—and the mdustry
serves—has been through. This
special 1ssue of Airplay Monitor
combines the regular fecatures
found in our Country, R&B,
Rock, and “Top 40 Airplay Moni-
tors with a special ook back at
the impact of monitored airplay
on the indusiry and at the
biggest artists, songs, and labels
of the Monitor era in every for-
mat we cover. If you're secing Airplay
Monitor for the first time at the National

Assn. of Broadcasters fall radio show, orif’

you have access to only one of our publica-
tions on a regular basis, this special issue is
meant to show the full breadth and depth
of the four Monitors (which become four
separate publications again next weck).
From the beginning, it’s been our inten-
tion 1o ofter raclio programming and label
promotion stalts Broadcast Data Systems in-
formation i an easy-to-use package and in
as timely a manner as possible. And since
1994, when our country publication be-
came the first Monitor to ofter news and ed-
itorial features, we’ve tried to offer the in-
dustry a forum for the serous (although not
solemn) exchange of programming ideas—
a trade magazine without clichés (although
we hope to help take your business to the
“next level” anyway) or record hype. At a
time when most tracles are as much in the
record-promotion business as the journal-
ism business, it means a lot to us when ma-
jor programmers tell us they consider ours
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the only one without a hidden agenda.
While any overview of the last five vears
shows a massive change in this industry’s
mind-set toward the way in which records
should be charted and promoted, we re-
alize the job isn’t done for any of us. The
advent of monitored airplay in the early
‘90s changed what the mdustry was able
to see. It did not obliterate the sometime
mentality that pursuing chart success is
more important than actually selling
product. The ongoing controversy in
country radio about reporting-station
ethics bears witness to that. And so far, the
chief difterence between country and oth-
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er formats, in that regard. is the public na-
ture of the debate.

I'he good news here is that, for the first
time, a debate is indeed taking place in
public. And that when the countrv com-
munity was ready to talk, it
chose Country Airplay Moniton,
which first covered the report-
ing-ethics issue Oct. 4, 1996. 1t
our publications can continue to
help faciliate those discussions,
it will be as significant an ac-
complishment as helping abol-
ish the terms “paper add” or
“unreported airplay” from the
mdustry vernacular. At the end
, of the day, the support for this
| publication from both sides of the business
| shows that people want honest informa-
tion and the most accurate research possi-
ble to help them cope with an industry
that has become mfinitely more complex
over the past five years.

\mong its many feature articles, this
week’s special combined issue surveys the
development of the four Airplay Monitors
and their changes over the past five years.
I’s a listory that was, and continues to be,
written with your help and continued
feedback. We're always looking for new
and better wavs to distill the BDS data at
the heart of this publication and to contin-
ue to expand the editorial offerings that
will make Airplay Monitor not just your
trade ol choice but your only trade. For
this we’re counting on your continued in-
put. While the likelihood of us being
caught up m tull deadline frenzy is pretty
good at this publication. you'll always have
access 1o our decisionmakers. And vou'll al-
ways have our gratitude for your suppont,
t00o. SEAN ROSS
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WE GOULDN'T SKIP THE ‘THANK-YOUS®

When Airplay Monitor's managing cditors turn in a profile of'a PD or rezord exeautive. | usu-
ally instruct them o skip the shoutouts—the several paragraphs in which a D feels comipelled 10
thank everybody on the stafl by name. Still, I hope Airplay Monitor’s maniging editors—Dana
Hall, Marc Schiffman, Jeff Silberman, and Phyllis Stark—ill overlook mv glaring inconsisten-
cv here and accept my gravitude for the immense time and effort they put into this publication
under normal circumstances, much less weeks when there ave 180-page special issues involved.

Every member of the Airplay Monitor staff, ficin copy editor Carl Rosen to production man-
agers Barry Bishin and Marcia Repinski and their teams, work under sinsitar conditions. doing
the jobs that are handled by two or three staffers at any other trade. Rather than rewrite the masi-
head in prose form, the acluevements of “feam Monitor, and the industryites who have support-
ed it from its inception, are celebrated both individually and collectively throughout this publi-
cion, but a few folks who made unustal contributions to this issue shou/d be singled out.

Art director Ray Carlson has spent a lot of 1998 helping revamp the overall look of Airplay
Monitor, a publication that was originally intended to be functional, not visnally dvnamic. In be-
tween, he's sotuehow managed 1o help deliver our lagest slate of special issues ever, bringing this
one 1o fiwion with the help of the production department’s David Tay.

Director of charts Theda Sandiford-Waller Legan generating the information that bevame the
basis of the Monitor Record Beok pages of this special several months ago. initially foreseeing it
only as part of her weekly “fap 40 \urplay Moniior column, the Spin. Thanks go to ler, chart pro-
duction manager Michael Gusson, rock chart inanager Anthony Colombe, and benit n°s Gor-
don Murray for the heavy lifing behind most of the charts, as well as to Joe Wallace and the
Broadeast Data Systems statf tor the most-played singles of all time.

Monitor’s sales stafl. led by Hank Spann, has shattered all house recortls for the largest issue
evel. Spann’s salcs stafl, Lee Ann Photoglo, Jeff Somerstein, and Sharon White, cwe acdvertising
procluction managers Lydia Mikulko and Len Durham and advertising services manager Alyse
Zigman a debt of gratitude for making it all fit somehow. as do 1.

Kinally, a note of thanks 1o publisher Jon Guynn, whose vision this issue was and who made sure
we alllocked up from the girndstone long enough to celebrate our own birthday this year. Thanks
also to Billboard Music Group president Howard Lander for his ongomg commiinent to Mo-
itor and for lus help in making Monitor’s speaals take shape this year. More than just a com-
memorative. this fifth antiversary issuc is meant to be one that the record and radio industrics find
wsetul all vear: Those who contribuied 1o it (and t the developmem of Airplay Monitor and BDS)
can be proud of 1t right away. SEAN ROSS J
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DR. DETEGTION. . . OR, HOW
WE BEGAN T0 MONITOR AND
LEARNED TO LOVE THE SPINS

by Jeff Silberman 1
with additional reporting
by Dana Hall, Sean Ross,
Marc Schiffman, and
Phyllis Stark

Spins. Plays. Rotations. Airplay. Day-
parts.

By themselves, thev're innocuous l
terms, vague radiospeak. However,
when they're attached to chart numbers
compiled by Broadcast Data Systems
and published in the four Airplay Mon-
itor magazines, they add up 10 the mea-
sure ol a record’s success, not only on
radio, but, more often than not, at retail.

Shortly before the turn of the decade,
BDS came into being. Five years ago,
Airplay Monitor debuted as the pub-
lished resource for that information. It
has since become radio’s and the record
industry’s most reliable and honest mea-
suring stick for airplay exposure.

To best appreciate how Monitor be-
came the standard by which records’
and radio’s weekly dance of the discs is
Judged, one need only look back to how
this business used to be done in the era
when all trade publications, including
Biliboard, relied on reported airplay,
called 1n by the stations themselves—
numbered radio station charts in Bill-
board’s case, a combination of rotations
and numberecd charts at other trades.

“When stations called in their list, peo-
ple took the programmers’ word for
what they were doing,” says A&M senior
VP of urban promotion Dave Rosas, an
R&B programmer in the late '80s. “And

JIM ELUOTT

mers (o move my songs from light 1o
medium rotation, and proof o’ expo-
sure was inconsequential.”

Epic Records VP of marketing Ron
Cerrito worked in the Billboard chart
department in the late '80s. e recalls
that “in the old days, when we took re-
ports at country. for instance. a record
would chimb two notches every week un-
ul it hit No. 1 and then immediately

tion—record-company propaganca in-
spired by radio broadcasters trying 1o
get things they didn’t deserve.”

Not everyone was a happy camper in
the Land That Truth Forgot. "Working
for an independent label. Tommy Boy,
I had to rely on people saying they were
plaving our records, when I reallv had
no clue what their ‘medium rowation’
meant,” recalls now-retired promotion
veteran Mike Becce. “Phus. for a guy
who worked by himself, I needed access
to a system that could verify wirplay.”

But over the course of the early '90s,
these concerns would eventually be
gone with the spins. And frankly, every-
one gave a damn.

A NEW GAME IN TOWN

The story of BDS’ early days, its initial
reception from the label and racdio com-
munity—warmer in some quarters than

If someone said they were playing a song
in heavy, there was no accountability to
prove it. It was a brutal game that was

not everyone was honest about what
they were playing.

“It was not uncommon for a label rep
to ask a major-market station’s PD or

costing the labels a fot of money.’
—Lynn Shuits,
General Manager

MD 10 report something without play-
ing it,” Rosas recalls. “There were
[R&B] songs back in the *80s that went
to No. I and probably didi’t even have
album sales of 100,000. So now here
comes BDS, the police.”

“It was alt about pushing hot reports,”
MCA VP of top 40 promotion Steve Zap
recalls. “1 remember asking program-

drop to No. 20. We knew that wasn
actly what was going on airplaywise.”

“Prior 10 BDS, the charis were tre-
mendously manipulated by people with
deep: pockets,” recalls Hayes Street Mu-
sic M Lynn Shults, who was a Bill-
board chart manager during the tumul-
tuous changeover 1o BDS data. “Also,
you had no SoundScan, so there was
manipulation in both promotion de-
partments and marketing deparunents.
Very few people had access to any valid
information.

“1I soineone said they were playing a
song in heavy, there was no accountabil-
ity ta prove it. It was a brutal game that
was costing the labels a lot of money,”
Shults adds.

“Alot of programmers admire war
strategizing,” says WCKW New Orleans
PD Ted Edwards, a veteran of both the
record and radio sides. *One of the ways
you can distract your enemy is through
propaganda, which is misinformation.
Back then. a lot of us were program-
ming our stations based on misinforma-

TtD EDWARDS

I

Hayes Street Music

the ind the launch of Airplay Mon-
itor are detailed in separate stories in
this issue. Suffice it to say, once BDS
monitoring began, and both radio and
records had access to the same informa-
tion, the way the promotion and airplay
game was played changed dramatically,
especiatly once some reps could see the
disparity between what was being re-
ported and what was actually being
plaved.

“When I was doing research lor every-
one at [Active Industry Research], it
shocked me how a record’s profile
looked so good in R&R. yet sometimes
60% of stations that had it in their top 10
weren't even playing it once a day,”
Arista VP of pop promotion Jim Elliott
recalls.

“You had to change the way you pre-
sented music to MDs and PDs,” Colum-
bia senior VP of promotion Charlie
Walk says. “You had to focus and discuss
the true merits of the record. So much
ol the past was, ‘Do me a favor and give
my record a 10-point jump to help its

l

‘ chart position nationally.” All of those

factors were fabricated in many cases,
but now reality was setting in.

“Promotion people, who based every-
thing on relationships and not music
savvy, had to relearn promotion, learn
what Selector was and how songs were
dlayparted.” he continues. “They had to
learn how to speak mtelligently 1o PDs.
In turn, knowing the spins weeded out
records that may have been priorities
but weren't hits.”

“It makes us be a lot more careful in
selecting the music that we present to
radio.” Epic Records Nashville senior
VP of national promotion Jack Lameier
savs. “[Now a song needs 1o work] in the
first few weeks without the underwriting
we could do in putting up a fagade of
success that wasn’t there anymore. It’s
either there or it 1sn’t, and BDS has
changed the country business.”

“You had 10 become a better promo-
tion person,” independent promoter
Tom Callahan of Callahan & Associates
savs. “Promotion people, in general, use
information a tot better and a lot more

to their advantage. The research has

played a much greater major role be-
Continued on page 8

REVOLUTIONARIES

‘Reality can be a very
ltough concept. But I'd
rather have reality
than bullshit.’
—Danny Buch,
Senior VP of Promotion
Atlantic Records
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HOW WE LEARNED TO LOVE THE SPINS

Continued from page 7

cause of BDS. Now, as a promoter, I lis-
ten more to what they’re saying with re-
search, and the mix of their music is
more important in my approach to
them.

I DG

“Now, it’s more important for promo-
tion people to maintain the record,” he
adds. “Getting spins is as important as
getting the add. If the record is being
spun, you have something to talk about
at the station.”

“It forced everyone to realize that pa-
per adds were never any good, and this
cleaned up that problem,” says Clear
Channel/Miami VP of programming
Greg Steele. “If a radio station is confi-
dent enough to put a record on its
playlist, they should be playing it. Now
you can analyze how much of a commit-

ment they're making by the number of

spins they’re giving a record. Now
everyone can see how a record’s really
doing.”

“I recall specific instances where pro-
grammers were telling me they were
playing something 18 times, and I could
show them it wasn’t true,” Universal se-
nior VP of promotion Steve Leeds
notes. “And when 1 told them they were
wrong, they weren’t aware of it. They
would go back to their computer and
find that there were glitches in Selector.
In general, BDS forced people to take a
look at how they programmed.”

“Coming from a record-promotion per-

REVOLUTIONARIES

‘The truth is self-
evident for everyone to
see. There’s no hiding
behind the curtain like

the Wizard of 0z.

—Brian Burns,
Operations Manager
Capstar/Raleigh, N.C.

spective, the most important element is to
be able to get a record started and heard
by an audience. Once the record reaches
fa medium or heavy rotation], it’s there not
because the PD wants it there, but because
the audience—through requests and call-
out—really wants to hear it,” says Jeft
McClusky, president of McClusky and As-
sociates.

BDS was also a godsend for indepen-
dent labels that were often the victims of
unreported airplay, something that was
as rampant in the pre-BDS era as paper
adds. “I always put stations in two cate-
gories—Pls, which played our records,
and PUs, which didn’t,” says Robbins
Entertainment’s Heidi Jo Spiegel, the
head of promotion for Next Plateau
back then. “BDS finally put us in the
game. Being at a small independent like
Next Plateau, I didn’t have locals to
know what was happening in individual
markets, so I'd know where to spend the
money to make the records bigger. Now
I know where to market the product ef-
tectively.”

For labels of all sizes, BDS provided a
detailed road map to the multi-format
success that has come to define hit
records in the late '90s. “Monitored air-
play has allowed us the opportunity to
patiently nurture our music, particularly
focusing on crossing records from for-
mat to format and from market to mar-
ket,” Columbia Records Group senior
VP Jerry Blair states. “We’ve been able
to sustain and develop success stories on
records that do not fit the ‘instant grati-
fication’ mold. It gave us the belief and
understanding that a hit song can take
52 weeks to reach its peak, a la Sophie B.
Hawkins’ ‘As 1 Lay Me Down,’ the tangi-
ble evidence to follow our belief in
Shawn Colvin’s ‘Sunny Came Home,’
and many other examples.”

Senior VP of promotion Danny Buch
goes as far as noting, “I've been at At-
lantic for 20 years, and we’ve only been
the No. | label for the past five years
[that] Monitor has been around. The re-
alities of SoundScan and BDS have
helped catapult us to No. 1.”

MEANWHILE, AGROSS THE STREET

The impact of BDS was not lost on the
other trades. They, too, had to adapt
their charts to meet the new reality,
many of them adding charts that repli-
cated BDS spin counts but that were still
based on conventional reports.

“1 was aware of BDS probably earlier

RON ATKINS

iored.”

nia.”

enabled us to close the record out.”

try, from format to format.”

PROOF POSITIVE: THE FIRST
BANDS BROKEN BY BDS

Airplay is nice, but the bottom line for the music business is sales. Here's how
some label reps first used BDS to break their bands at retail:

* Before monitored airplay, album cuts rarely made it to a station’s playlist if
they weren't being worked. “When I first heard about BDS, I was a co-national
at Virgin,” A&M’s Dave Rosas recalls. “We were working the After 7 project; it
was their second album. We had released one single, but it just did OK—it didn’t
really sell. Well, I wanted one single, someone else wanted a different single.
And here comes this brand-new BDS monitoring. which showed that radio was
playing ‘Baby I'm For Real." There was our answer—and we were about to come
with a completely different record. It had something like 400 spins as an album
cut, which back then was quite good, because there were less stations being mon-

* “When I was at Atlantic, BDS was very instrumental in finding a hit record
for Hootie & the Blowlish,” McGathy Promotions” Mark Fischer recalls. “1 did a
report every week for Val Azzoli and Danny Goldberg. BDS was a useful tool
when married to SoundScan; we really saw this record literally break market by
market. As we got the dayparts happening, the record responded. It was a wag-
on train from the East Coast to the West. It took nine months to get to Califor-

* “Jon Secada’s Just Another Day’ was one of those records that didn’t blow the
phones off the hook,” notes Universal’s Monte Lipman, then with SBK. “It just
crept up the charts. As the research kicked in, we saw rotations increase, which

* “Sophie B. Hawkins” ‘Damn I Wish | Was Your Lover' was
on the charts for 17 weeks and would not die,” Columbia’s
Charlie Walk remembers. “BDS actually helped relay our story
week after week. We could see a growth of rotations in the right
dayparts on credible stations. We just spread it across the coun-

* And the hits keep on happening. Just recently. Lari White's
best sales market was Chicago, despite no airplay at Chicago’s
only country station. “We figured out that bleed-over from
WMIL Milwaukee hitting the record hard was boosting sales in Chicago,” notes
Lyric Street president Randy Goodman.

JEFF SILBERMAN

than most people since I was at R&R at
the time, and we were originally offered
the system,” says former rock editor
Harvey Kojan, now PD of WNOR Nor-
folk, Va. “That had a direct impact on
me trying to bring more [of a] sem-
blance of reality [to] the reports.

“I had always heard . . . that people
would report songs they weren’t play-
ing, but I didn’t have the tools to prop-
erly monitor what was going on. 1 often
said that since I didn’t have access to
BDS, 1 was like the cop without a gun.
It had a tremendous impact on making
people honest about what they reported
they were playing.”

“1 certainly recognize the fact that
there was a certain amount of inherent
accuracy to [a monitored airplay] situa-
tion,” adds All Access president Joel
Denver, a former R&R editor and per-
haps its most visible figure. “When com-
pared with a mixture of sales, requests,
call-out, and all the things people used
to do, this had to be a more accurate
representation.”

Brian Burns, OM of Capstar’s Ra-
leigh, N.C.. stations, was at Network 40
when he and the publication’s Dwayne
Ward conceived of their own version of
spin methodology soon after BDS hit.
“Initially, the record labels were less
than excited [about the new chart
methodology] because it was clear that
chart manipulation was going to become
obsolete,” he says. “Conversely, some
very imajor programmers were reluctant
to report actual spins because they

STEVE LEEDS

couldn’t manipulate the system . . . and,
in effect, were giving away trade secrets.
They didn’t want other stations seeing
what they were playing.”

“They felt robbed, like something was
being tzken from them without any re-
course,” Denver adds. “Their clocks, ro-
tations, and secret weapons, which com-
petitors could only get through their
own monitoring or from Monday Morn-
ing Replay [which relied on hand mon-
itoring of radio stations], was now avail-
able for everyone to see.”

“Were people concerned? Yes, but we
adapted to the system,” notes Island VP

Continued on page 10
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in 1987, most CHR stations on weekends sounded like they had undergone a "charisma bypass.”

A parade of feeble 18-year-old part-timers and 60’s-sounding countdown shows infected CHR
w th chronic adult ratings-droop. Every weekend the grown-up demos went away.

Trten exactly 11 years ago, the incredible live Open House Party debuted on KISS108/Boston.
Instead of predictable, ho-hum ten-in-a-row, the airwaves crackled with superstar guests,
live performances, cutting-edge production, live studio audience, and the incredible electricity
of host John Garabedian. Open House Party
John Garabedian’'s immediately became their highest share daypart! .

OPEN HOUSE PARTY /% | -;,.‘

»
-~ ‘ \

Pictured here are just some of the superstar guests |g. + ¥ =8 2y WJ

who have appeared live on Open House Party in the \“-', il -8 ,‘:

last 60 days! Every Saturday and Sunday night, over

half of America's major-market CHR stations throb .

in unison to the beat of “the biggest party on the MR ZEICLLz Neu./tan |
planet”, building big ratings and premium sales AL’. NIGHT CAFE
dollars on America’s most respected major market R — T T

lodd
NOW WAKE UP YOUR MONDAY THRU FRIDAY TOO! newton.

Lith /0/7/7 QﬁbEdlaﬂ Now your Monday through Friday late nights/overnights can have

the legendary excitement of Open House Party. All Nite Cafe is
hosted from Hollywood by the exciting and talented Todd Newton.
Seen nightly on "E" Entertainment Television, Todd is one of the ten
best sounding CHR jocks in America!

Now these same superstar guests, exciting contests and features, and great
cutting-edge production can be yours Monday-Friday to build charisma

for your listeners and give your sales department something

to sell at premium rates!

IT'S LIKE COMPARING HOME MOVIES
TO HOLLYWOOD!

Because Todd interviews Hollywood’s biggest stars
every day, All Nite Cafe is compelling listening,
loaded with hot gossip, exciting features, and big
stars even the biggest radio stations can only dream
of getting. And the top testing hits from America’s
best CHR research.

Your call letters and liners are flawlessly dropped
into the program production by Superadio’s digital
interface, making Todd Newton sound like he's
broadcasting from your studio! Lots of optional windows
acccmmodate your station promos and "indie spins.”

Today's tight radio budgets force managers to increase quality
= and reduce overhead. All Night Cafe immedisately frees you

" to increase your promotion and morning show budget while

Simnltaneouslg boosting late night listening!

“[ﬁa spectacular aircheck of Rll Nite Café now! CAI'I' SUPERADIO AT;

mpare to what you're doing. 1.508.480.9000
b .\ OR E-MAIL: CAFE@SUPERADIO.COM.

R T




HOW WE LEARNED TO LOVE THE SPINS

Continued from page 8

of promotion Dave Sholin, who was the
top 40 editor of Gavin when BDS de-
buted. “When it all shook out, it turned
out for the better. New technology
changes things, and we all have adapt-
ed. Change isn't always welcomed by
any of us, because we have to learn new
ways of doing things. Once we do, it’s all
for the better.”

L LA
(AR

15 WAYS T0 NEED YOUR MONITOR

Because of BDS and the Airplay Mon-
itor publications, the industry has a ton
of spin counts at its disposal. How to use
them? Let our readers count the ways:

1. Know exactly what your peers are doing.
“It’s a great way to track credible sta-
tions, whether it’s B.J. Harris at WFLZ
Tampa, Fla., or Tommy Austin at KKRZ
Portland, Ore., or Rob Morris at KDWB
Minneapolis. You can spot records that
are starting out there,” says KIIS Los
Angeles PD Dan Kieley.

“If we see a lot of stations on a record,
we certainly see where those stations are

DAVE ROSAS

playing it. In a case like Brian Setzer,
he’s got the No. 2 record in Chicago.
Cumulative spins are like 15. We're cu-
rious as to what’s going on here. low
did this happen? This tells us it’s a street
marketing campaign,” says WRCX Chi-
cago PD Dave Richards.

2. Helps research-deprived PDs. “Since 1
don’t have a budget for research, BDS is
my main tool in making programming
decisions. It’s the only tool that I have,
in terms of raw numbers, when 1 look at
the entire country. I don’t just look at
the charts; I like to see what other sta-
tions are playing. 1 can compare one
song on several different stations in one
region and make decisions based on
that,” says WAMO-FM Pittsburgh PD
Ron Atkins.

“For those stations that can’t afford re-
search, they can look at stations in their
region where they might know research
is being done and use it as a means for
comparison. If not mirror some of that
station’s list, at least ask the question,
‘Why wouldn’t we play these records in a
similar rotation?’ ” says R&B consultant
‘Tony Gray of Gray Communications.

3. Can tell you when songs are ready lo re-
search. “Radio always has to be cognizant
of spins on a record, so you'll know
when it’s actually being heard by your
P2s and P3s for call-out,” says KDMX
Dallas OM Jimmy Steal.

“We always look at spins as far as fa-
miliarity. We know that it a song is spun
around 150 times, you should see some
signs of it working. Most stations that do
not have call-out track stations that have
it. When songs keep steady rotations,
you know it probably is showing up well

in call-out,” says Michael Newman of

Steve Smith Consulting.

4. Great for evaluating recurrents. “We
use spins to sometimes determine
whether to retire [a song] to recurrent
or to kill it,” says Newman.

5. Provides untainted numbers for objec-
tive decistons. “lts beauty is in its simplic-
ity. BDS just reports facts, then lets ra-
dio and records interpret their true
meaning. No matter what the top 30
most-played records are on a station,
you can’t really [know] what it sounds
like unless you pull a song-by-song
[monitor]. Rather than having maga-
zines try to draw a lot of conclusions, the
raw data lets the PDs, MDs, and consul-
tants draw their own conclusions.” says
Capstar’s Burns.
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HARLIE WALK

6. Create your oun charts. “Using BDS, 1
can run a most-played list of nine other sta-
tions that do call-out and that I think are
similar to us . . . Because BDS gives me ac-
tual spins at stations I care about, I can cre-
ate the best chart suited for this station,”
says WBBM-I'M (B96) Chicago PD Todd
Cavanah.

7. Daypart stats help set strategy. “[What's
important] is not only the number of
spins. Knowing which dayparts our
songs are being played [in] is critical,”
says Universal Records senior VP Monte
Lipman.

“As a station that's monitored 24-7. |
have a chance to look at stations | respect
and see exactly what they're playing and.
most importantly, when they’re playing it.
It gives you a lot of opportunities to ana-
lyze stations to see if a song is real or not,”
says WPXY Rochester, N.Y., OM Clarke
Ingram.

8. Chart records’ impact daily. “1 do it on
a daily basis to see how we're doing.
Then I look at a week’s growth to get a
true grasp of how the spins are increas-

MICHAEL STEELE

ing. We use a rolling chart as well,” says
MCA's Zap.

“The beauty of it is when you start
pulling it on a daily basis. You can liter-
ally see a record’s rotations explode in
markets and see it react within a four- 1o
seven-day period of time as you line up
the marketplace to react to the airplay
you're getting,” says Capitol senior VP
of promotion Phil Costello.

Def Jam VP of R&B promotion John-
nie Walker says, “The first thing I look
at is the audience. This gives me an idea
of the number of listeners my product is
being exposed to. Then I look at the to-
tal number of detections, and | begin
dissecting the markets, the stations, and
their airplay, so I can see where my
strength is or isn’t. I look for erosion as
well as growth potential so that [ can de-
cide whether to continue my present
strategy or go to another phase.”

9. Helps you pinpoint marketing strategy.
“Having that kind of market research
regarding airplay really allows us to pin-
point our marketing efforts for our
artists. That’s an efliciency that allows us
to do our job better,” says Epic’s Cerri-
to.

“My business is as much targeted as
the format business,” says Marty Raab of
syndicator AMFM Networks. “Radio has
become very fragmented, and radio
programmers have had the opportuni-
ty to become experts in their fields.
[Having airplay data] allows me to go in
and target them.”

10. Crack back at PDs about bad research.
“I wouldn’t know what to say to a station
that was getting poor research on a
song. Now I can say, ‘You’ve spun the
record 57 times; you need to spin the
record 100 more times,” ” says Tom
Callahan.

11. Catch jocks when they screw up. “1 also
use it to keep my jocks in check. I'll pull
a random hour and check it against the
scheduled music. They think I'm always
listening,” says WUSL. Philadelphia OM
(and Monitor contributor) Helen Little.

12. Saves the need for a local. “1t’s a great
road map to tell where your records are,
and it’s a great way to see in markets
where you don’t have a local rep or field
staff. You can still know how many times
people are playing your [songs],” says
Mercury Records senior VP of promo-
tion Steve Ellis.

13. Helps you find receptive stations for
your producl. “When I’'m setting up a
record, if there’s an artist I feel has a
similar appeal, it’s easy to research
where it’s getting played, which helps
set up my record,” says Wind-Up Rec-
ords VP of promotion Shanna Fischer.

14. Helps labels direct their promotional re-
sources lo the stations that are really support-
ing their product. “BDS cleaned everything
up. It saves the labels money because now
they could drop stations that play their

Continued on page 12

VINNY BROWN
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HOW WE LEARNED TO LOVE THE SPINS

Continued from page 10

records one time and ask for a trip to the
moon. We all have more accurate infor-
mation,” B96’s Cavanah says.

15. Helps label reps get through voice-mail
and talk directly to the PDs. OK, so BDS
can’t do this, but if it did, Atlantic’s Buch
says he would be very, very happy.

SPIN GONTROL

Terri Rossi, who oversaw the conver-
sion of Billboard’s R&B charts to moni-
tored data, sums up its impact thus: “lt
forced a sense of realism on the busi-
ness. And it became a leveler.” But while
monitored airplay changed the playing
field, it didn’t necessarily change the ob-
jecuives of the game. Even today, PDs
say, there are some labels more con-
cerned with chart position than with re-
sults at the cash register that are still
willing 1o do “whatever it takes.” The
difference 1s that stations that were once
willing to report a record in exchange
for, say, a track date now have to actual-
ly put that record on the air.

“Charts were still manipulated, but it
brought a much better degree of honesty
to the manipulation process,” WNOR'’s
Kojan asserts. “Now, when people are of-
fered promotions for airplay, at least the
airplay’s real and not fake. Lven with
BDS, it’s still a game about who has the
bigger promotional budget and can get a
song played. Only now if you add a
song, you have to play it. Labels even ask
how many spins they’ll get ”

REVOLUTIONARIES

‘Several years ago,
the focus and
emphasis was on BIN,
then . .. R&R became
more prevalent. . .
Now BDS is the
Magna Carta. It’s the
spins and audience
that count, that’s it.’
—NManny Bella,
Senior VP of Promotion
Atlantic Records
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“ltis funny someumes how the labels
use BDS,” says WBLS New York PD
Vinny Brown. “Radio is still going 10
play records based on their perfor-

mance demands or on the potential of

their performance, yet we still get ‘or-
ders’ from labels for 10 more spins this
week. There are better ways to use the
information available in BDS to garner
support at radio.”

the] charts in pre-BDS days. Powers stay
in power for a long time.”

How long? Consider the No. | record
30 years ago this week, “Hey Jude” by
the Beatles. That song, the biggest chart
record of the band’s career, spent a total
of 19 weeks on Billboard’s Hot 100. Last
week, Aerosmith’s “I Don’t Want To
Miss A Thing” hit 19 weeks on Moni-
tor’'s Mainstream Top 40 Airplay chart
and hadn’t fallen from the No. 1 spot
yet. And Edwin McCain’s “I’ll Be” was

‘The biggest thing we found out is
how fong hit records stay around,
which is a lot longer than [they did
on the] charts in pre-BDS days.
Powers stay in power for a long time.’
—PDave Sholin,
VP of Promotion
Island Records

Some industryites offer other concerns
about the way monitored data is used.
One is information overload. “On a per-
sonal level, [the BDS era] felt like | was
taking oft a pair of sunglasses in a dark
room,” Capitol’s Costello says. “Then as
I peered deeper into what it was all
about, I almost swung the pendulum so
far that I took my eye off the importance
of some radio stations that weren’t mon-
itored ver.” Likewise, K1IS’ Kieley wor-
ries that with “too much information . . .
you could rely too much on the data and
not concentrate enough on the music.”

“In some instances, it made my job
more difhicult,” A&M VP of pop promo-
tion Michael Steele says. “It caused some
yroblems because heavily dayparied
records took more time to make an im-
pact, and by not charting quickly, they
looked like they weren’t doing well. Ra-
dio is very impatient, which puts more
pressure on proemotion to deliver hit
records, and some stations didn’t have
the time to let dance records break.”

“T'here was concern that it conld ham-
per certain records,” Island’s Sholin

adds. “But BDS is only a reflection of

what people are doing. Hit records are
hit records. The biggest thing we found
out is how long hit records stay around.
which is a lot longer than [they did on

|
|

still at its peak position, to date, ol No.
11 after 30 weeks. The longer stays re-
flect the fact that PDs in the reported-
airplay era used to drop songs from
their printed lists as soon as labels had
moved on to a follow-up, as well as the
greater influence ol call-out research at
radio.

The end resuli: “The process of
scheduling releases and formulating
plans has become more saentific,” Co-
lumbia Record Group’s Jerry Blair says.
“Previously, a maximum of 16 weeks

MONTE LIPMAN

i

|

was allocated for each record and then
onto the next single. Now we know it’s
not uncommon for a massive hit to en-
dure for 20 weeks or more in a current
rotation; Aerosmith 1s currently 92 mil-
lion in audience, [is] still growing, and
has been No. 1 for two months with no
end in sight.”

Even so, labels are still grappling with
the new, slower reality. “I understand
that we, as an industry, pressure radio to
move lots of hit inventory through the
system, so we can get a lot of adds,”
DreamWorks’ Mark Gorlick says. “On
the other side of the coin, how can they
expect records to become hits when
they’re played once a day? If | get two
spins a day [on a song], one of them
during overnights, listeners have a bet-
ter chance of being hit by lightning than
encountering that record. I'd rather
have stations add less records and play
them more.”

However, the bottem line is that only
through BDS have the realities of radio
airplay finally come o light. At least now
both parties can discuss their concerns
on level ground. “For the first time,
[BDS] gave the industry a true reflection
of what was being played at radio and
gave the record industry a better idea of
how slow the hit music process really is
at radio,” consultant Guy Zapoleon says.
“Getting a read on the truth also helped
the business do a better job of maximiz-
ing the sales iinpact of each hit.”

“Thanks to BDS, a hit is actually a hit,”
WBLK Bulfalo, N.Y., PD Skip Dillard
says. “As a programmer, | have the abili-
ty to find ‘the real story’ behind the oc-
casional bull that hits us. I know where
songs are being plaved and where they
aren’t. Spins are what counts, and that’s
why BDS is so effective.”
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ADDS: THE THING THAT WOULON'T
EAVE, BUT WHAT DOES IT STILL MEAN?

by Sean Ross

Throughout the pages of this special
1ssue, “The Detection Revolution,” nu-
merous label executives olffer extensive
testimony on the impact of Broadcasi
Data Systems information and Airplay
Monitor itself. Over a decade’s time, the
emphasis for many label execs has clear-
ly switched from the nebulousness of sta-
tion reports to the reality ol monitored
spins.

So wlty are so many labels still obsessed
with being “most added” in a record’s
early weeks? Seeing monitored airplay
proved to the industry what it already
knew: Many adds weren’t backed up by
real airplay, while some records, partic-
ularly (but not exclusively) those on in-
dependent labels, could garner exten-
sive airplay at some stations without ever
being reported. In 1998, being most
added gives a record only a slightly bet-
ter chance of going top 10 than it gets
from not charting a1 all (see sidebar,
page 16). So why are adds sull an issue?

For most of the label execs surveyed by
Airplay Monitor, the continued pursuit

of adds comes down to one or both of

the following: Adds signily a commit-
ment to a project when unreported air-
play may represent only tinkering with a
song on a station’s part; or, they say, big
first-week adds are a necessary bell-
wether that compels other radio stations
to take a record seriously, although the
programmers we spoke to gave adds a
qualified endorsement, at best. “You still
need the razzle-dazzle of adds to make
your case and create momentum,” says
Atlantic senior VP of promotion Danny
Buch.

“Adds are still important to us,” says
Mercury senior VP of promotion Steve
Ellis, speaking for many of his col-
leagues. “We look at it as a commitment

REVOLUTIONARIES

‘The Monitor is the
CNN of radio’
—Steve Hegwood,
VP of Programming
Radio One

DAN KIELEY

from the station that they will support
the project. When they don’t add a
record, it means they're testing the wa-
ters to see how it does.” Adds former
Billboard rock chart manager Ron Cer-
rito, now VP of marketng at Epic
Records, “A programmer may be dab-
bling in a record, but that add is a com-
mitment from him to add it to his ofTicial
playlist and play it with conviction.
There has 1o be a moment in time when
a programmer makes that commit-
ment.”

Radio continues to be very add-
driven,” contends Randy Goodman,
president of Disney’s country label, Lyric
Street Records. “I think station count is
maybe easier for people to look at and
say, “That’s how many stations added the
record,’” rather than how many spins it
got . .. We still work adds ous of the box,
because the way you accumulate a criti-
cal mass of spins is by getting a critical
mass of stations plaving the record. The
way to do that is to accumulate adds,
which translate into spins.”

Epic VP of urban promotion Rodney
Shealey calls adds “a starting gate . . . A
time when we can say cumulatively that
all these stations have come in on a pro-

Ject at one time and have committed to

me as a label person, in comparison with
how many spins we are getting at various
stations.”

“Adds are about flex,” says A&M senior
VP of urban promotion David Rosas.
“People want to be able ta say, ‘We were
top dog this week.” Tivo weeks ago. we
had the new Shaq record, and I wanted
1o be No. I most added for two reasons:
to let people know that he is back and to
make an impact on people’s minds.
That’s our job as promo people. It’s a
perception.”

But Rosas goes on to add that “you
can’'t become No. | most added without
people believing in you, and part of get-
ting people to believe in you is by getting
those spins.” His saying so indicates how
the nature of promotion has changed in
recent years. On everything but super-
star releases, labels that used (0 trv to
thwart pre-add-date activity on a record,
in the hope of creating a bigger in:tial
impact, now need some “before the box”
anplay to get any new title going.

And label execs are quick to note that
they regard add strategy as something
that goes hand in hand with airplav and
that they don want adds that aren’t
backed up by spins. “From a perception
standpoint, ves, we like to get as many
ackds as possible, but at the end of the

day, records only happen when they gei
played, when people hear them and go

out to buy the records,” says Arista V' P of’

pop promotion Jim Elliott. Says Capitol
semor VP of promotion Phil Costello,
“Getting radio stations to add your
record is extremely important Lo me.
Getting people to add the record, but
not spin it, is not important to me. That
does mie more harm than good.”

does in the second week. when the hype
and the out-of-the-box push is gone.”
“Of course, we look at spins, more
than we do at adds. but we do notice
when all the big guns go on a record,”
says Jimmy Steal. PD of adult top 40
KDMX Datlas. But, he adds, “we can
read through a laundry list of alphabet
soup and ascertain what’s real.” Dave
Richards, PD of album WRCX Chicago,
gives an even more qualified endorse-
ment. Adds, he says. “are information,
and any bit of mformation is good infor-
mation—it’s something to check out.”
But he also contends that an add on a
song he isn't plaving “might mean that
everybody heard something that we

‘We still work adds out of the box because
the way you accumulate a critical mass of
spins is by getting a critical mass of
stations playing the record’
—Randy Goodman, President
Lyric Street Records

RADIO RESPONDS

Universal senior VP of promotion
Steve Leeds says labels chase adds be-
cause “it’s important to radio.” And
some of the programmers we spoke to
for this story do say they look at adds as
part of a larger story, albeit with the same
qualifiers that Elliott and CosteHo cite—

MARK FISCHER

that those adds must be backed up by
spins. “I look and see what's most added
every week,” sayvs top 40 KIIS-FM Los
Angeles PD Dan Kieley. “It’s important
to see who's getting the build. but I feel

| i's more important to look at how a song

didn 1, or it may mean that the adds
were bought and paid for.”

And for some radio folks, particularly
on the R&B side, there’s no support for
the add concept at all. “1 am not con-
cerned with adds when I do my list.
Spins are what counts. That's why I feel
that BDS is so effective,” savs WBLK
Buffalo, N.Y.,, PD Skip Dillard. Says
WAMO-FM Piusburgh PD Ron Atkins,
“I don’t really care who adds a record.
When a station adds a record, [it] has no
track record [in the same way that] you
can’t research a brand-new record. 1
look at what is consistently increasing in
spins.”

“It’s all about spins now. It really
doesn’t matter what you say or what you
commit to. It’s about how many times
you are spinning the record that week.
That is the entire conversation with al-
most any record person,” says Steve
Hegwood, VP of programming for R&B
chain Radio One. “You’ll even hear it in
the songs: I've heard at least one [artist
say on a rap record], 'How many spins
am | getting?’”

“I have never looked at adds,” says
WUSL Philadelphia OM (and Monitor
contributor) Helen Little. “Each station’s

Continued on page 16
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ADDS: THE THING THAT WOULDN'T LEAVE, BUT WHAT DOES IT STILL MEAN?

Continued from page 15

situation is so different that an add from
one station doesn’t mean that I need to
play it in my market. It makes more
sense 1o take notice of the songs that are
getting airplay.”

And to Steve Goldstein, p ograr g
honcho of Saga Communications, a la-
bel’s ability to create a big initial splash
on a song 1s beside the point. “I'm inter-
ested in the longevity of tracks that are
on the air, so we use [Monitor] as a tool
to keep track of the airplay of singles and
keep them on the air longer.” Harvey
Kojan, PD of Saga-owned rocker WNOR
Norfolk, Va., has a similar take, calling
adds “more a record-company tool and a
record-company report card.” He be-
lieves that it’s “more revealing how long
a record stays [on the charts], because
that’s when all the promolions are
gone.”

NOT ALL LABELS ARE ADD-VOGATES

And even some label people have
doubts about the continued value of
adds. Joe Galante, Nashville-based chair-
man of the RCA Label Group, says that
some labels cling to the add concept be-
cause “it’s easier [to say,] ‘| got an add.’
The reality 1s those record companies
that depend on that system are not doing
the best job for their artists or their com-
panies, because you really can’t actively

REVOLUTIONARIES

MARK GORLICK

work a record in a marketplace without
knowing when this record is being
played and what the impact is on sales.
“The process of just getting an add
and not having to manage it in terms of
growing a record in a marketplace is def-
initely easier than having to actually sit
there and look at the rotations and the
dayparts and try to manage the process
with the radio stations,” continues
Galante, who does, however, note that he
likes having an additional measurement.
“I'm not quite sure I’'m ready to say, ‘I
want just one system in the industry.” ”
Promoters at indie labels, such as Rob-
bins Entertainment’s Heidi Jo Spiegel
and recently retired Tommy Boy pro-
moter Mike Becce, are also less enthusi-
astic. “It’s just as difficult to get adds for
an independent as it was before BDS,”
says Spiegel, despite the fact that moni-

Promotion executives still consider
adds an integral part of a hit record’s ear-
Iy story. But how often does being “most
added” translate to being a hit record?
Doing the math shows you that a big
start—whether it’s being most added in
another trade or having the “most new
stations” in Airplay Monitor—translates
into a top 10 record only about a third of
the time. By contrast, nearly 30% of the
songs tiat get most-added stripes fail to
even debut on Airplay Monitor’s main-
stream top 40 chart, meaning that being
most added is only a slightly better pre-

not having a top 40 chart record at all.
We analyzed eight weeks of data from
Top 40 Airplay Monitor and another
tracle that stll uses reported airplay. \We
compared Monitor’s most new stations
tally, which shows the five songs showing
SIX Or more spins at new stations in a giv-
en week, with the top five most added in
the other trade. Over a period between
April 3 and May 22—chosen because
most of the songs from those weeks have
had time to make the top 10 or peak else-
where—we found that most new stations
was, by a very slim margin, a better pre-
dictor of top 10 status than most added.
But neither trade gave labels more than a
one-in-three chance of scoring a top 10
hit: 33.3% of the top five most-new-sta-
tions songs went top 10 vs. 32.8% of those

dictor of having a hit record than it is of

HOW DOES WHERE YOU START
AFFEGT WHERE YOU FINISH?

with conventional adds.

Initially, we measured only the other
trade’s top five most added so that we'd
have a consistent umt of measurement. In
case you're wondermng what would have
happened if we had looked at all 10-12 of
the songs usually shown in other trades’
mos:-new-adds columns, the batting av-
erage actually gocs up s'ightly, to 33.1%,
since the lower recaches of any most-
added colunmmn usually contain 1ecords
that have passed their initial growth spurt
and are now dosing out the panel at the
rate of 10-11 stations per week. a signifi-
cant piece of any record’s success story but
a less sexy one than showing a lot of new
stations at the outset.

Then again, if vou look at all 10 most
added, you find a significant nuinber of
songs that never make Airplay Monitor’s
mainstream top 46 chart at all-—up to
four in some weeks. And sometimes these
are songs that do as well as No. 2 most
added. We also saw some records that
were able to show most added for up to
three consecutive weeks without ever
charting at mainstream top 40; in fact,
28.3% of the songs in the most-added col-
umn didn’t chait. Compare that with
33.19% of the same songs that went top
10, and being most added gives you only
a slighuly better chance of going top 10
than it does of not charting at all.

SEAN ROSS

‘The reality is those labels that depend on
that system [of adds] are not doing the
best job for their acts or their companies,
because you can’t actively work a record
in @ marketplace without knowing when

this record is being played and what the
impact is on sales.’
Joe Galante, Chairman
RCA Label Group

tored airplay now means that those
songs are visible on the industry’s radar
screen. “Tommy Silverman and 1 were
realists. We believed that real airplay
sells records,” says Becce. “We didn’t
care much for reports; the fact is that a
lot of our hits were never reported on
stations. That’s the nature of rap music.”

“If I were at a label today, my priority
would be, How many spins are we get-
ting and at what stations?” says inde-
pendent promoter Tom Callahan. “To
me, if I were a label person, I [wouldn’t]
care about how many stations 1 have
[but about] how many impressions [am
I] having here.”

“I think most added is way overrated;
however, easily 80% of the industry still
thinks that’s an important part of a

l

record’s success,” says Mark Fischer of
McGathy Promotions. “Not being in ra-
dio, 1 still think there’s a good majority
of radio guys who look at the most
added page and think, ‘If a record
didn’t make most added, it must not be
a good record.” But as we continue to
wove down this path, it will be less and
less of a priority.

“Labels are going to find those mar-
kets and those stations where they can
get real spins, and then the companies
that know how to bring hit records
home . . . are going to be able to not
have most added but still have success.
Jewel was out there for nine months,
and no one gave a damn. [Former
XETRA-FM PD] Mike Halloran kept
playing the record in San Diego, and we

kept seeing a correlation of airplay and
sales. And then, as other markets start-
ed playing her, we would see the same
correlation happen.”

DreamWorks head of promotion
Mark Gorlick sums 1t up by noting that
“we’ve taken the word ‘add’ and made it
an issue of semantics. Six or seven years
ago, when you got an add, be it out of
the box or five weeks after, you had a
very qualified, tangible set of actions
that followed. It was a designated start-
ing point. Everybody knew what it
meant. Now stations that are pissed off
at a label will never add a song. They
might throw it into rotation and play the
hell out of it, but on paper, you don’t
have an add. It’s not necessarily mean-
ingless, just a semantic issue.”

RODNEY SHERLEY
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Airplay Monitor listens to urban radio.
That’s music to our ears.

Columbia Records Black Music Division congratulates R&B Monitor
on five fabulous years of detections.

( :‘ " ,l 'bl ”I \ “Columbia™ Reg. U.S. Pat. & Tm. Off Marca Registratla/© 1998 Sony Music Entertainment In
World Radio History
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THE EARLY DAYS: WHEN NOT

EVERYBODY WAS A FAN

by Sean Ross
with additional reporting
by Jeff Silberman, Marc
Schiffman, Dana Hall, and
Phyllis Stark

While early publishers Howard Lander
and Michael Ellis recall the Airplay Moni-
tor publications as instant successes upon
launching five years ago (see story, page
23), the use of Broadcast Data Systems’
monitored airplay data in Billboard’s radio-
based charts goes back another three years,
to early 1990, when the first monitored
country chart was unveiled. And while the
monitored airplay concept had supporters
from the very beginning, it also found
many initial detractors, some of whom
came around only slowly over the course of
the first three years.

In its early days, BDS evoked “the full
spectrum of how people react to something
new and something that they didn’t have a
point of reference for,” recalls Terri Rossi,
former director of R&B operations for Bill-
board and director of charts for R&B Air-
play Monitor. “Many people took it seri-
ously and learned that they could be
successful. They took pride in understand-
ing BDS and working BDS. Some people
got it right away. Some people had to learn
to compete.”

“There was a little skepticism at first on
my part,” recalls Vinny Brown, now PD of
R&B outlet WBLS New York and then PD
of rival WRKS. “When Terri Rossi first
started talking about it, I didn’t think it was
going to impact radio as much as it would
the labels, but I wanted to understand the
technology and how it was going to reflect
my station.” R&B WGCI-FM Chicago
APD/MD Jay Allen recalls, “When 1 first
heard about BDS, 1 was like, “Yeah, right.
They’re not going to be able to do that,” but
today it’s something I use every day.”

Epic Records Group executive VP Rick
Bisceglia recalls, “When I was at Arista . . . 1

was so fascinated about [the] arrival [of
BDS] that when it hit, I [adjusted] our pro-
motion strategies immediately to it. What
fascinated me is how other people were still
in denial about it for a good year. Every day
after it hit, 1 thought, ‘Oh my God, now 1
can look at a daypart.’ Every week, 1 [made]

HOWARD LANDER

a different discovery of what else it could
do.”

“When I heard that this was happening,
I thought it was great,” says Ted Edwards,
now PD ofalbum WCKW New Orleans. “1
had always tried to give very honest reports
to the trade; some of my competition would
lie about what they were playing.” Inde-
pendent promoter Tom Callahan recalls, “1
thought it could hurt my business, person-
ally, as an indie, but I thought it was the best
thing for the record business.”

But not every record person was so mag-
nanimous at the outset. “My earliest mem-
ory was a negative one,” says Mark Fischer
of McGathy Promotions. “1 was finishing
up doing regional for Atlantic out of Dallas.
And BDS meant that my nationals knew
more about my stations than 1 did. I hated
that you guys tracked dayparting. Mid-
night to 6 a.m. was a popular time for a lot
of our records. So at first [I thought,] ‘Oh,
shit. So much for smoke and mirrors.” All
of a sudden there were nationals calling
about why a song was being played in
overnights, and I'd think, ‘You're not in my
market. How do you know?"”

“At first I thought the industry would re-
Jject BDS because of the way business has al-

ways been done,” says Skip Dillard, PD of

R&B WBLK Buffalo, N.Y. “Thankfully,
BDS has found its place in the industry.”

WHEN INFO WAS AT A PREMIUM

BDS found its place in the industry be-
ginning in the late 80s, when Epic Records
Group VP of A&R Michael Ellis, then di-
rector of charts for Billboard, and his boss,
Marty Feely, the magazine’s associate pub-
lisher at the time, now VNU Marketing In-
formation CEQ, saw the same article in The
Wall Street Journal “about this weird new
system that these two eccentric inventors
were market-testing at, I think, MCA in Los
Angeles,” Ellis recalls. “It was a system that
could monitor stations in the market elec-
tronically and tell them what was being
played. Marty met with Robert Uhlmann
and Hal Oppenheimer. Robert was the in-
ventor, and Hal was the money guy.

“Marty immediately grasped the poten-
tial of BDS to revolutionize the industry,”
Ellis adds. “He told me right away that he
saw the huge potential of this product and
spent a year negotiating with them to [in-
vest] in their company. After a year or so,

they concluded a deal where BP1 bought a
majority interest in their company in what
I guess you'd call a joint venture.”

Initially, Fllis says, “there was no intention
to put out a magazine. The idea was to sell
this information as an expensive comput-
er-delivered product that would be sold to
record labels and possibly to radio as a pre-
mium product.” Billboard made a deal
with BDS to use monitored data in its
charts but not to publish individual station
data, which BDS wanted to sell directly to
the record and radio industries.

ARE YOU REALIY FOR THE GOUNTRY [BACKLASH)?

While reported airplay data was, by the
late '80s, received skeptically in several for-
mats, country ended up being the first for-
mat for which BDS information was used,
beginning in early 1990. To some extent,
country was chosen because of logistics—
unhke Billboard’s R&B and Hot 100 Sin-
gles charts, country singles sales were so in-
significant at the time that the Hot Country
Singles & Tracks chart could be based on
airplay only, meaning that there was no

TERRI ROSSI

need to merge it with conventional, pre-
SoundScan sales data, which Billboard was
still using at the time.

But the decision to use country first also
reflected a chart in a state of crisis—a chart
where records dropped so precipitously
from No. 1 that Billboard's credibility was
being assailed even by other trades that
dealt in reported airplay. Billboard’s cur-
rent director of charts, Geoft Mayfield, says
that while, ideally, country might have been
converted later, “we were kind of in an un-
fortunate position because there’d been
such a revolving door at No. I that it be-
came painfully obvious that there were fun
and games going on with that particular
chart. There didn’t seem to be an immedi-
ate remedy that we could impose using the

old ranked-reports system.”

Billboard group publisher John Babcock
Jr. (now BPI president/CEQ) and Ellis flew
to Nashville to meet with labels about the

Continued on page 20

REVOLUTIONARIES

‘Like all the other
technological
advances that affect
our industry, there are
no more secrets . . .
With everybody able
to pull up BDS
monitors, you know
what’s going on. When
a record rep says
someone’s spinning
the record eight times,
you can say, ‘“Yeah,
they’re spinning it
eight times in
overnights.” It works
to radio’s advantage; it
works to everyone’s
advantage.’
—Dave Richards,
Program Director
WRCX Chicago

AIRPLAY MONITOR OCTOBER 9, 1998

19



THE EARLY DAYS

Continued from page 19

new system. “Generally, the feeling was that
the labels didn’t want any change in the
chart. They were comfortable with how
they could manage the current chart in
terms of promotion. They were generally
afraid of what these real numbers might do

(AL

to the way they do business. And because
they weren’t sure exactly how it would
change the way they do business, they were
concerned. I recall having meetings with
just about every label, and I don’t think
there was one that wasn’t too concerned,”
Babcock recalls.

“Radio liked it a lot, because they were
having a lot of problems with the hype and
pressure to move records [up their report-
ed playlists in a way that maximized labels’
Billboard chart moves], and they felt [BDS]
would take them off the hook as far as the
pressure, but hardly any record companies
were [supportive],” recalls Marie Ratliff,
Billboard’s country chart manager from
1986 to '91. Industry veteran Jimmy
Bowen, Ratliff says, “was the only one who
expressed support” in those first meetings.

YOU AIN'T DOWN HOME

Music Row’s initial concerns were cen-
tered on, but not limited to, Billboard’s ini-
tial plan to use weighted audience mea-
surement, or “gross impressions,” rather
than spins for the new country chart, some-

REVOLUTIONARIES

‘BDS has been an
absolutely dramatic
revelation for all of us
who have been in this
business for many
years’

—Les Acree,
Program Director
WIVK Knoxville, Tenn.

thing that many label execs believed gave a
disproportionate impression to stations in
such non-country life-group markets as
New York, Chicago, and Los Angeles. “The
country community felt that while the chart
was technically accurate in showing how
many people heard their records . . . it was
not valuable, useful info,” recalls Ellis.

Other concerns voiced at the time:

* That the relatively small number of
BDS-monitored stations disenfranchised
too many small-market outlets, then
thought to be more musically aggressive
than their big-city counterparts. “The only
frustration I had early on was that it was
taking so long to get up to the number of
markets where it was projectable for the

In the beginning, |
vas a detractor. |

rotations are anc
what I’'m doing here,
because | pay to
have research done.”’
—Les Acree,
Program Director
WIVK-FM Knoxville, Tenn.

rest of the country,” recalls Reprise
Nashville senior VP/GM Bill Mayne. “Once
the markets started rolling in, they had the
reliability.”

* That BDS data would not be consis-
tently accurate. “At the beginning, there
were definitely problems with ‘We didn’t
capture this’ or “‘We couldn’t figure out how
to get [a certain song] into the system,’ ” re-
calls RCA Label Group chairman Joe
Galante. “You had the little break-in prob-
lems that you always have with a system
that changes.” It was an RCA record that
became one of the first title to accidentally
lose BDS spins after the chart changeover, a
monitoring error that Billboard’s competi-
tion wasted no time in publicizing.

* That BDS would be “the eye in the
sky,” as Jonas Cash, COO/owner of Active
Industry Research (AIR)}—the firm that is
Airplay Monitor’s minority partner—puts
it. Country WIVK-FM Knoxville, Tenn.,
PD Les Acree says, “In the beginning, I was
a detractor,” echoing an initial concern ex-
pressed by PDs in all formats. “I thought, ‘1
don’t want my competition to see what my
rotations are and what 'm doing here, be-
cause 1 pay to have research done, and by
looking at the rotations, they can see what
our research is saying.” After thinking about
it for a while, I thought, ‘If someone did a
skimmer on the station, they could do the
same thing.” That was about my only con-
cern. After 1 got over that part of it, I wel-
comed [the fact that] you didn’t have to do
areport.”

* That BDS could be manipulated by ad- l

vertisements or station promos featuring
Jjust a fragment of a song. “Early on, I think
labels were trying to buy spots that may
have artificially increased their spins,” says
Clear Channel/Miami VP of programming
Gregg Steele. Capitol senior VP of promo-
tion Phil Costello goes as far as allowing,
“Ultimately, 1 tried having my time buys
detected, and they were at first, but then
that got nailed.”

* That the new system was being foisted
on Nashville by outsiders. Country labels
and programmers complained in the early
days of being the “guinea pig” for the new
technology. “They felt the decisions were
being made from New York headquarters
without the proper representation from
Nashville and that New York wasn’t quali-
fied to make these decisions and we should
pay greater heed to our own local repre-
sentatives,” recalls Billboard Music Group
president Howard Lander, who became
Billboard’s publisher in 1990, at the height
of the controversy.

Not everybody in the country communi-
ty was immediately skeptical. Bob Kingsley,
host and producer of ABC’s “American
Country Countdown,” had reached the
point where he believed the previous Bill-
board chart—as featured on his nationally
syndicated countdown—*“was slightly sus-
pect.” At the time, Kinglsey says, “we even
thought of doing our own chart.” When
the BDS chart was unveiled, Kingsley says,
“I was kind of a believer, I guess, because 1

wanted it so bad. And within a couple of

years, it was all I had ever dreamed this
could be, and it’s gone on and grown from
there.”

SILENT TREATMENT

For at least a year after the changeover,
however, Kingsley was in the minority.
“There were times that year when record
companies wouldn’t even quote Billboard
numbers in their trade ads. In talking to ra-
dio or the press, they pointedly avoided
mentioning Billboard at all. It was like a
complete shutout,” says Ratliff. For his part,
Lander remembers being told by Music
Row that Billboard “had shot itself not in
the foot but in the head by misreading the
situation.”

LYNN SHULTS

Eventually, Ratliff moved elsewhere in
the BPI organization, and Lynn Shults,
Capitol Nashville’'s VP of A&R, was
brought in as chart manager to help sell
Music Row on the new system. Under
Shults, Lander says, “it didn’t take long for

JOHN BABCOCK JR.

us to realize that we needed to switch from
the audience-based chart” to a detection-
based chart—in which all spins were equal
regardless of daypart or market size—that
eventually became the model for other
BDS and Monitor charts. (lronically, with
the country community now concerned
about reporter ethics, there have been calls
for Monitor to again begin weighting the
country chart or at least eliminating
overnight spins.)

Shults believes that “a lot of people in this
town owe Marie Ratliff a huge apology” tor
making her the lightning rod for their op-
position. “There were people who did not
want to see the system change. They used
the power of criticism against Billboard and
BDS in stating how imperfect it was, when
actually it was at least 97% accurate at that
time.”

Shults, now GM of Hayes Street Music,
says he “had a blind faith all along that there
were enough people who were reasonable
and had enough honor and respect for
themselves that they wanted legitimacy. 1
felt there were enough really good people
who would support BDS and Billboard.”

Atlantic Nashville president Rick Black-
burn remembers being “extremely skepti-
cal” at first. “In my mind, it was, ‘What do
we need that for?” But after 30 minutes, 1
believed it would work. Then you saw BDS
in print, and there was no guesswork.”
Blackburn recalls buying Country Airplay
Monitor’s first advertisement.

OTHER FORMATS GONVERT

BDS was beta-testing a top 40 chart by
late 1990. In May 1991, Billboard began
using SoundScan point-of-purchase sales
data, which made for an easier conversion
of the R&B and Hot 100 Singles charts,
both of which used sales and airplay data.
The first Billboard Hot 100 using moni-
tored airplay appeared in November "91,
followed shortly by the first R&B chart. By
1992, Ellis recalls, all Billboard charts were
using BDS data.

Lander and Ellis both recall the subse-
quent chart conversions as going a lot more
smoothly than the country changeover.
Both Monitor rock chart manager Anthony
Colombo and modern rock chart manager
Mark Marone remember labels reacting fa-
vorably to the BDS rollout, partially be-
cause Billboard had relatively little rock
presence at the time, meaning that fewer
people had a vested interest in maintaining
the status quo. The rock chart would, how-
ever, go from gross impressions to detec-
tions, prompted by concerns similar to
those displayed by country’s constituents.

R&B chart manager Datu Faison joined
Monitor in '94. He saw the changeover
from the retail promotion department at
Elektra. He praises Rossi, who, he says,

Continued on page 24
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The Detection Revolution
Is led by one publication.
And one label.

In the five year history of the Monitor,
Arista and its Associated labels have been named overall:

#1 Mainstream/Top 40 Label
#1 Rhythmic/Top 40 Label
#1 R&B/Mainstream Label

#1 R&B/Adult Label
#1 Crossover Label
#1 Rap Label

This year is no exception:
Label Of The Year - Mainstream/Top 40

Label Of The Year - R&B
Label Of The Year - Mainstream/AC
Label Of The Year - Country

Thanks to our artists for the great music.
Thanks to radio for your support.
And congratulations to Billboard Airplay Monitor
for keeping the revolution strong for 5 years.
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AIRPLAY MONITOR:
FROM EIGHT-PAGER TO
FULL-SERVIGE TRADE

Although Airplay Monitor is celebrating
s fifth anniversary this vear, the publica-
tion’s actual birth can’t be tzed 10 a specitic
date in 1993. The four editions of the
magazine were rolled out over the course
of a year, beginning with Top 40, then
Country, R&B, and finally Rock Airplay
Monitor.

Monitor took shape as Billboard Music
Group president Howard Lander and
Billboard director of charts Michael Ellis
began talking to Jonas Cash. owner of Co-
lumbia, Md.-based Active Industry Re-
search (AIR), along with his colleagues
Alan Smith and Bruce Tyler about not
only switching AIR’s radio competition to
Broadcast Data Systeins airplay inforima-
tion. but also launching a publication o
showcase that information. Eventually,
AIR executives negotiated with Billboard

REVOLUTIONARIES

‘BDS has definitely
added excitement to
what we do. | won’t
forget the mind-
blowing feeling when
Mariah Carey’s
“Dreamlover’ was the
first song in BDS
history to exceed 100
million in Hot 100
audience and crashed
the BDS computers
that were only
designed to read
99,999,999.°
—Jerry Blair,
Senior VP
Columbia Records Group

and BDS and developed a partnership
called Sound Judgement to launch Airplay
Monitor.

Lander recalls visiting many label exec-
utives in the early "90s and soliciting their
thoughts on starting Airplay Monitor. “Al-
most without fail. they were against the
idea,” he savs. “It was already a crowded
landscape. There were so many tipsheets
in the marketplace, [labels] werent look-
ing to increase their own expenditures.
However, 10 a person, they felt that if we
could grab radio’s attention and be their
book of choice that they would have to
take us seriously.”

BDS had been unveiled to the industry
and had become the hasis of Billboard's
airplay charts several vears belore the in-
troduction ol Airplay Monitor, and Cash
recalls that “it was really taking hold at ra-
dio. Anything that could give people a
more accurate handle on how much air-
play they were receiving . . . was extreme-
ly appealing to evervbody in this industry,
from radio to records. We were hearing
trom raclio how much they were utilizing
this. They weren’t necessarily online with
BDS, but they were getting info faxed to
them [by the labels]. It became apparent
to us that this was the new wave, and it was
going to be the futnre of the industry.”

But at first there were no plans to shape
BDS information into periodical form. In
fact, executives at BDS resisted the idea,
fearing it would cannibalize their product.
Ellis, now VP of A&R at Epic Records
Group, recalls, “There was no intention at
the time to put out a inagazine. The idea
was quite the opposite. The idea was 1o sell
this information as an expensive, comput-
er-delivered product . . . 10 record labels

and possibly to radio as a premium prod- |

uct, not something that would be available
to everyone.”

Prior to the advent of BDS, “Billboard
had eftectively been removed as radio’s
No. 1 trade dating back to the mid-'70s”
when more-targeted publications came
along, Lander recalls. “Billboard is a very
broad publication and [at radio] had the
issue ol its clehvery date,” typically arriving
on Monday—three days alter rival tracles.
While BDS would have been an effective
weapon in putiing Billboard back in the
radio business, Lander estimates that
“probably 85% of Billboard’s readers did-
't need this level of raclio information. We
felt the only way to compete in the radio
marketplace was to create a new publica-
tion that could super-serve both the radio
industry and record-company promotion
departments.”

By 1992, Ellis says, “we were coming
along with using BDS for all our charts in
Billboard. The labels in those two years be-
came addicted to BDS, and it became their
bible . . . It was all they looked at. Radio
was only getting it in a haphazard way. A

lew stations could allord to subscribe, but i

most wanted it more precisely, once in a
while they could get it from a record com-

| pany. We approached BDS in ’92 about
the possibility of starting a publication for
| radio . . . BDS resisted because they felt
| that releasing too much of their info 1o ra-
dio and the record companies for such a
| low price would really cheapen their in-
| formation, and they were afraid that
| thev'd lose some of their subscribers.”
“BPI had invested heavily in the BDS
technology, and the people who ran our
BDS group were nervous that we were go-

LIl

!

ing to cannibalize their business plan,”
adds Lander. “The publishing side be-
lieved just the opposite—that a magazine
would only enhance BDS' position in the
industry once radio embraced their data,
which oftentimes proved too costly for a
radio station’s limited budget. We also fel
that record companies would need a heac
start and would Twant 10] be customers of’
BDS’ electronic delivery.”

Continued on page 24

THE FIRST ISSUES
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Dear Reader,

FROM SMALL ACORNS, MIGHTY OAKS GROW

Welcome to the premiere edition of Top 40 Airplay Monitor. You are
.| one of a select number of readers chosen to receive this innovative pro-

gramming tool. It has been created by a joint effort between Billboard
_magazine and Broadcast Data Systems (BDS), both properties of BPI
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June 25, 1993
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$5.00 No. 1

Volume 1

| A Guide To Monitor

Country Airplay Monitor is a small magazine which we hope will become
essential reading for everyone programming music at country stations in
the U.S. In this article we’ll guide you through the different charts and
features which will appear in Monitor each week.

___All information in Monitor is supplied by Broadcast Data Svstems. a sis- |
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MONITOR: FROM EIGHT-PAGER TO FULL-SERVIGE TRADE

Continued from page 23

Eventually, BDS executives agreed to try |

it on a limited basis. After considering sev-
eral ideas, including having Monitor be a
newsletter, having it be one big publication
for all radio formats, and even the idea of
not accepting advertising, a plan was cre-

L DA
LA

ated at the end of 1992 for an eight-page
weekly for top 40 that included advertis-
ing but would never be editorially influ-
enced by it. The information in the early
issues appeared in a very truncated form,
just a few charts and no playlists because
of BDS’ hesitation about making that in-
formation available. In the early days of
"Top 40 Airplay Monitor, the decision was
also made to separate the top 40 chart into
mainstream and rhythmic, which had
been combined when the Billboard charts
first switched over to BDS.

AN INSTANT HIT

Despite its small size and limited infor-
mation, Ellis says that Top 40 Airplay Mon-
itor “was an instant hit. From the first
week, the magazine made money, [which]
covered the extra added cost of putting
the magazine out. That’s why we expand-
ed.”

The sales statt sold ads on the spot at
their first three label appointments, in-
cluding at Giant Records, where then
president Charlie Minor bought Airplay
Monitor’s first ad in the first issue. “It was
that instant,” says Ellis. “Everybody em-
braced it right away,” although he believes
Monitor didn’t really hit its stride until it
began printing playlists.

“The success of Top 40 Airplay Monitor
encouraged us to move quickly to launch
Monitors for the other radio formats,” re-
calls Ellis. “We decided we would give each
format its own Monitor rather than just
adding more and more sections and more
and more pages. We decided to keep each
Monitor very tightly focused on one format.

“BDS was pleased to see they did not
suffer any loss of clients from the fact that
the information was available in partial
form for a relatively low price,” continues
Ellis. “Instead, people who wouldn’t have
been able to aflord BDS in medium and
small markets became able to see it
through a relatively low-cost method.
[That] just made the BDS info that much
more valuable, because everybody was us-
ing it as their standard to judge airplay.”

Lander calls Airplay Monitor “the most
successful launch that I was ever involved
in. [1t] seemed to explode from the very
first week, especially in terms of advertis-
ing support. One of the major questions
that had to be answered was whether ra-
dio stations would be willing to pay for this
information in terms of a subscription, so
we basically had to prove ourselves first,
and the real proof’is that the paid circula-
tion at radio stations continues to climb
every year as we deliver more detailed and
accurate information.”

|

WE GET MORE ‘SOUL

After a successtul launch as a chart-based
publication, the Monitors expanded one
at a time to include hard-news reporting
and editorial features. “Early on, 1 decid-
ed that Monitor needed a soul, and that
was why we added news pages, so the
Monitor wouldn’t be just data-driven,”
says Lander. “1 felt [radio] was a vibrant in-
dustry and that if we wanted to take our
place as the dominant book, it was impor-
tant that we recognize the day-to-day ef-
forts of the industry.”

Country Airplay Monitor expanded be-
yond just charts in late 1994, followed by
the R&B publication in early 1995, top 40
in the following summer, and rock in ear-
ly 1996. Rock’s editorial launch was almost
delayed when Sean Ross, a former Bill-
board radio editor who rejoined the com-
pany in early ’95 as editor for all four mag-
azines, suffered a broken hip on an icy
New York sidewalk. Marc Schiffman, who
was hired as a writer/reporter and then be-
came Rock Airplay Monitor managing ed-
itor, was one of several candidates whom
Ross interviewed during his convales-
cence.

Country Airplay Monitor managing ed-
itor Phyllis Stark was another former Bill-
board radio editor. Dana Hall also joined
Monitor as a writer/reporter, becoming
managing editor of R&B Airplay Monitor
earlier this year. The newest member of
the Monitor staff, Jeft Silberman, was a
veteran of other radio trade publications;
he became Top 40 Airplay Monitor’s man-
aging editor in June.

As for future expansion, Lander says,
“The real question we have to answer is
whether Monitor should move beyond
only covering the programming aspects of

radio and address all aspects of the opera- |

tion to make us a more vital tool for the
business and management side. There are
a number of trades that are out there al-
ready, and I've got to be convinced that we

| can bring something new to the party be-

fore expanding our coverage.”

THE KEY PLAYERS

Among those who contributed most to
the development of the Airplay Monitor
over the years were Ellis, Jon Guynn, Ross,
and the late editor in chief Heston Hosten.

“Monitor was created as a pure data-
driven publication, and there was no one
better suited to run the editorial side than
Michael Ellis, who was not only director of
charts but Hot 100 chart manager and
came from radio,” says Lander. “As the
Monitors became more successful and we
expanded, it was clear that I needed some-
one to run the entire operation. Michael
was a very quick learner and slowly added
a business acumen to his repertoire that
resulted in his being named publisher.”

Guynn, who was named publisher at
the beginning of this year, is the only Air-
play Monitor staffer who has been with
the publication since day one, although
several other stafters have been with the
Billboard organization since then. “Mon-
itor was launched on the back of Bill-
board magazine and was put out by our
existing stafl,” says Lander. “Our first full-
time employee was Jon Guynn, as nation-
al sales manager, who had the unenviable
task of juggling Billboard salespeople
who, at the time, also sold Monitor. As the

 THE EARLY DAYS

Continued from page 20

“had an especially difficult task on her
hands trying to sell a new [mind-set] to a
regime that was traditionally old-fash-
ioned and, o some degree, still is today.”

“I learned more about introducing
ideas in that period of my professional ca-
reer than anything I've ever done be-
fore,” recalls Rossi. "Over the entire peri-
od of tme, what made a difference was
when executives began to understand
that it wasn't that complicated, that it ac-
tually simplified their jobs, and that they
could make it work for them like any oth-
er system.”

Faison remembers A&M's Dave Rosas,
Atlantic's Manny Bella, and Elektra’s Joe
Morrow as the initial advocates. Rossi also
cites Atlantic’s Richard Nash, Arista’s Li-
onel Ridenour. and Motown’s Barry

grammers Ray Boyd, Tony Gray, and
Steve Hegwood. After some initial resis-
tance, Faison recalls, “people learned to
live with it, because they realized that, as a
tool combined with SoundScan, it was
very valuable. It helped them niche-mar-
ket a lot of records. It also allowed them
to see breakout opportunities for records
in a lot of markets, specifically at the inde-
pendent level.”

Ask the indastryites, or Billboard
staffers. who lived through the conver-
sion, and each will cite a different turning
point—a different time when they real-
1ized that BDS data had become the in-
dustry standard. For WBLS" Brown, it
was when labels started quoting BDS in-
formation to him “pretty early on in the
svstem.”

[0 A&M VP of pop promotion Michael
Steele, then working for MCA, it was
when WAPI-FM Birmingham, Ala., PD
Mark St. John changed his playlist from
chart positions to spins. “We thought that
records would fluctuate from week to
week. We didn't think it would ever work.

O'Neil on the label side and radio pro- |

After actually working with it and seeing
its advantages, which are very obvious, we
realized that now we could really judge
audience.”

Eventually, a new generation of label
reps and broadcasters would come to the
business. “1 came at a unique time,” recalls
Epic VP of promotion Rodney Shealey.
“BDS had just started. | hadn't really ex-
perienced the days when people reported
heavy, medium, and light rotations. BDS
has really been my only frame of refer-
ence. So it wasn't a hard transition for me.”

“We were very unhappy with the criti-
cism that R&R was receiving from the ra-
dio community even as many as nine
years ago,” Cash recalls, “We did express

B

GEOFF MAYFIELD

DATU FAISON

that concern to R&R at the time, and
there didn't seem to be anything that they
could do that much about, since they did-
n't have a monitoring system and they
had to rely on the old systems that they
had in place. Since their response to us at
that time didn’t seem to demonstrate the
kind of concern that we had, we decided
that we would make some move away
from that system and that we had to use
as a qualifier for the competition a more
credible [source].”

Finally, there was the decision by AIR to
make BDS data the basis for its radio com-
petitions. “When I saw how many people
were jumping up and down excitedly
about the fact that AIR had made this
change,” savs Mayfield, “I knew we had a
winner.”

magazine grew and created its own staft,
Jon grew as well and each year assumed a
greater role in the running of Monitor,
which culminated with him being named
publisher this year. It was important, be-
cause of the nature of this industry, that
the publisher was intimaiely knowledge-
able about both BDS information and the
programming efforts of radio and the
record companies.
| “A number of people should be credited

with the success of Monitor,” says Lander.
“Billboard’s production and chart depart-
ments had to take on the challenge of get-
ting these publications out every week,
which meant adjusting schedules and de-
vising eflicient procedures. 1 think hiring
Sean Ross as our first editor sent a positive
signal—the industry knowledge and work
ethic that Sean brought with him strength-
ened our position in the marketplace as
welt as the staft he built over the years. Our
Sound Judgement partners added key in-
dustry perspective.

“Finally. although short-lived, Heston
Hosten’s role—first in BDS and then as
the editor in chief of Monitor—needs to be

difficult period of a changing music land-
scape and chart definitions.”

BDS senior VP/GM Joe Wallace re-
members Hosten as “a strong and won-
derfully vocal advocate for the R&B com-
munity” and “a wonderful
communicator for BDS. He kept us in
touch with the marketplace better than
anyone who ever worked here.” He is
also credited by Wallace with helping
ease what at times was a “strained rela-
tionship” between BDS and Billboard “as
it related to priorities. Heston was put
into the job of bringing the two sides to-
gether” and succeeded in that task.

“The creation of Monitor is an impor-
tant moment in the history of Billboard
because it was a true example of synergy.
as we married the technological advances
brought forth by BDS with the publish-
ing expertise of the magazine. Fortu-
nately, the Monitor was an unqualified fi-
nancial success from its first year of
operation, which I attribute to the dedi-
cated work of our staff and the over-
whelming support of both the record
and radio industries,” says Lander. “I

remembered, as he guided us through a | couldn’t have been prouder.”
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aON, A BDS PRODUGT THAT
PREDIGTS AIRPLAY, T0O

by Phyllis Stark

Trying to convince an industry used to be-
ing able to hype the charts to accept a reality-
based system was one of the two main chal-
lenges of the fledgling Broadcast Data
Systems in the late '80s and early "90s. The
other was selling a seemingly abstract con-
cept. To most people in the industry, the idea
they weve being asked to accept was an alien
one. A computer sitting in a hotel room that
kept track of airplay by recognizing encod-
ed song patterns could not have sounded
more far-fetched.

BDS senior VP/GM Joe Wallace remem-
bers the industry’s “most universal initial re-
action” as “positive lip service and negative
utilization. Theoretically, everyone em-

Iy
Broadcast Data Systems
= T ——

braced the concept even before we intro-
duced the product. But when the product
was reality, it was like ‘reality bites,” and peo-
ple suddenly realized the various ways the
information could be used to quantty peo-
ple’s performance. That was one of the
stumbling blocks. Some of the things that
were very soft and theoretical before sud-
denly had a flashlight shining on them.”
Wallace estimates that the vocal detractors,
whom he calls “the wooden bat and leather

helmet crowd,” made up as much as 75% of

the industry at that time, but he adds that
“they came around fairly quickly. Within the
first year we had pretty much eliminated [in-
dustry opposition] as an obstacle.”

Nashville was a particularly tough sell.
Country was “the first chart to convert to
BDS information and the last market BDS
sold their product to” (see story, page 19).

The main industry complaints during the
first year centered on concerns that BDS was
not in enough markets, or monitoring
enough stations, to give a representative
sample. There were also technical problems,
and, Wallace says, “we were working out
some operational kinks,” such as coming up
with policies for issues like a song being de-
tected twice in a row.
learning going on. We had to kind of estab-
lish some policies on the fly.”

Through the early turmoil, Wallace says,
he and his staft remained opumistic. “We al-
ways knew it was going to fly; the question
was, How high?” he says. The turning point

“There was a lot of

- 1%

Asylum artist Bryan White tours BOS’ Kansas City facility with members of his band. SIIUHII, from
left, are guitarist Scott Emerick, White, and guitarist/read manager Brinson Strickiand.
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came in 9] when they decided the product

was “grossly overpriced,” given the fack of

enthusiasm in the marketplace, and
changed the pricing structure from a flat fee
of several hundred dollars a week per song
ta 10 cents a detection. Wallace calls that
change “a watershed event that enabled ws
to achieve fairly wide market penetration.”

THE FATHER OF BDS

BDS was the brain child of Kansas City en-
trepreneur Robert Uhlmann, who record-
ed a songin the mid-"80s, hired a team of'in-
dependent promoters to work it. and was
surprised to discover there was na way to
quantify the airplay his indies cldime(l his
sang was getting. Wallace says, “He set out
to explore how he could validate airplay”
and, utilizing moditied military-intelligence
technology, came up with the idea of encod-
ing songs and monitoring their airplay by
computer through pattern recognition.

A Wall Street Journal article about

Uhimann brought him to the attention of

Billboard and Airplay Monitor’s parent com-
pany, BP1 Communications, which siruck a
deal for the technology. By late 89. an oper-
ational system of monitors was in place. The
first monitor was deployed in New York, but
by the time the system was rolled out, there
were monitors in 55 markets. Within a yeas;
BDS was in 75 markets. Today, BDS moni-
tors more than 1,000 radio statons in 126
U.S. markets, plus 109 stations in 16 Cana-
dian markets. In Europe, through a joint
venture calied Music Control, BDS monitors
540 stations in 16 countries.

With a capital investment of $25,000-
$30,000 for each new market BDS enters,
plus the angoing overhead cost of being in
each market, Wallace says, any future ex-

o

pansion would be dictated by label clients,
| which would have to be willing to under-
write the considerable cost of cxpdnsl(m

“There is a fair amount of senument in the
marketplace from our customers not to ex-

pand anymore,” he says. “We are pretty
deep. The stations we monitor cover more
than 80% of the American population. We
try very hard to make sure we are always
monitoring the top 100 [markets], and there
are always markets falling in and out [of the
top 100] because of population shifts, so we
end up adding a market or two a year. [But]
we are long past the days of significant geo-
graphic expansion.”

Where future expansion will come from,
he says, is the addition of more stations in
markets with existing monitors. BDS has
added dose to 250 stations in existing mar-
kets in the last three years, and Wallace says
that growth will continue. Although each
monitor can hold just 15 starions, Wallace
says, BDS will add additional monitors in
markets where they are needed. Both New
York and Los Angeles, for example, have
three monitors at work.

QUALITY GONTROL

Althongh there are occasional errors and
equipment failures, Wallace says BDS’ pre-

cision is way above average for businesses of

this nature, despite handling an average of
275,000 detections a day. BDS has an accu-
racy rate of 99.04% and a comprehensive-
ness level—meaning the percentage of songs
a station plays that BDS detects—between
99% and 100% for stations in the top 35
markets, where BDS employs a three-stage
recognition system, and between 96% and
97% outside the top 35 markets, where a
two-step process is employed.

The first stage, where the songs’ unique
“fingerprint” pattern is detected by the mon-
itor in the field, picks up 92% of the songs.
The second stage, in which unrecognized
songs are run through the central computer
library in Kansas City, adds another 4% to
5%. The balance of songs are recognized in
the third stage, used for stations in the top
35 markets, where a stafter actually listens to
a tape of the broadcast to identify the song
in question.

As with any technology, things occasional-
ly break, but Wallace says BDS’ track record
of downtime for the remote monitors is
again much higher than average. “Given the
scope and complexity of our system, our
downtime is remarkably well-managed” at
less than 1%, he says.

In addition to imestigating any customer-

spond to customers’ claims of discrepancies;

we do a tremendous amount of checking
ourselves. It is the No. | priority here. As
SENSitive as our customers are to accuracy, at
BDS it’s an obsession.”

NEW PROBUCTS

In the past year, BDS has introduced new
products for stations and labels. For pro-
grammers, the company launched BDS
PD, an Internet-delivered, Windows 95-
based program “that gives programmers a
very powerful programming tool based on
BDS detection information.” Wallace says
that BDS PPD gives programmers “instant
access to real-time detection information on
any station in the BDS network that they
czre to look at.” They can use it to compare
and contrast playlists; analyze music by age
to see how other stations intersperse recur-
rents and oldies into their music mix, for
example; and even create custom charts
based only on airplay at stations they are in-
terested in.

Initially offered only to stations in the top
50 markets, BDS PD will be rolled out to sta-
tions in all markets in the next year. The pro-
gram is available for barter, meaning a com-
mitment of advertising inventory that BDS
then reps to advertisers.

For labels, BDS ntroduced Encore, which,
Wallace says, “is to labels what BDS PD is to
broadcasters: a state-of-the-art, Windows 95-
based, Internet-accessible way of looking at
your information.” Wallace says the new sys-
tem rectifies previous label complaints that
BDS reports were low-tech and not user-
friendly. BDS stafters expect to have the old
system phased out and Encore phased in at
labels by the end of the vear.

PREDICTING STATIONS’ MUSIG CHOICES

The “new frontier” for BDS will be to use
its data to provide clients with what Wallace
calls “marketing solution products,” by
adding lifestyle and qualitative information
from sister companies Claritas, Scarbor-
ough, and Spectra. Two new products,
Leaders/Followers and Demo Track, plus
others still in development, are the future of
BDS, Wallace says.

Leaders/Followers provides “an analysis of
the broadcast marketplace that takes it down
to a song level where you can predict where
and in what sequence a record is likely to be
added” based on past airplay activity, Wallace
says. Demo Track uses Scarborough infor-
mation to layer demographic and consumer
information onto station airplay. Demo Track
will provide the age, gender, and buying his-

reporteel discr epdnues Wallace says, the | tories of the consumers who are actually lis-

BDS staff does “an enormous amount of sta-
tistics-driven validation. We don’t only re-

|

lening to the station at a given time and hear-
ing a particular song, Wallace says.

AIRPLAY MONITOR OCTOBER 9, 1998

27



‘MOMMY, WHERE DO SPINS

GOME FROM?’:

THE INNER LIFE

OF BDS AND MONITOR GHARTS

by Dana Hall

After nearly a decade, the mechanics of

BDS and now Airplay Monitor are intimate-
ly familiar to many industryites. For others,
the complexities of the two organizations
may still be confusing—should one direct a
question to Monitor or BDS? To BDS in
New York or Kansas City? Airplay Monitor
spoke with Lisa Moen, senior director of na-
tional sales and operations for BDS, and
Mike Cohen, label relations manager at
BDS, as well as the various format chart
managers at Airplay Monitor, to answer
some of the most asked questions about BDS
and Monitor.

THE BASICS

If you were a regular reader of the late
Heston Hosten's Watching the Detections
column, some of the information in these
next paragraphs may already be familiar to
you. If not, here’s a recap.

Airplay Monitor utilizes information pro-
vided by BDS to create the charts you see
each week in Country, Rock, R&B, and Top
40 Airplay Monitor.

In each market, BDS uses computer tech-
nology that tunes in to each monitored sta-
tion, identifying each song aired. Each mon-
itor has anywhere between 10 and 15 slots
available to accommodate different radio sta-
tons, and each station needs to have its own
library of song patterns downloaded into the

REVOLUTIONARIES

check. Radio and
records are now strictly
held account
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MIKE COHEN

BDS computer. These libraries differ in size
for each format, with country using approx-
imately 1,500 patterns to top 40’s 4,000-plus
patterns. This includes patterns for current
songs and gold product.

Cohen explains the detection process. “It
starts with a label submitting a song to us,
usually as a CD single, which we'll encode—
making a digital ‘fingerprint’ of that single.

our monitors in the 125 markets. That song
then becomes eligible to be detected. Down

versions of the song, induding an album ver-
sion, possibly a ‘clean’ version, or a dance
version, depending on the song and the for-
mat it’s in. Each of those versions will be en-
coded as well with their own pattern if they
are significantly different from the original,”
he says. While some labels pay for access to
BDS informaiion, labels do not have to be
BDS dients to have a song fingerprinted and
monitored.

Moen adds, “Any time that song is played,
it’s turned into a digital pattern that we can
match with what we have in our music li-
brary, and that becomes a detection for that
song on that station at that time.”

Once the song is detected. there is a
process by which BDS polls all monitored
stations each night at 10 p.m., from the East
Coast to the West, and processes the infor-
mation through the compurers at its Kansas
City plant. “By the next morning, a cus-
tomer, whether that be a label or a radio sta-
tion or whoever, can dial in to the system
through any one of various ways and access
any title and pull it up for any number of dif-
ferent reports.” says Moen.

HOW DGES BOS HOOSE MONITORED STATIONS?

Stations in a market currently being mon-
itored by BDS, or adjacent to one, can con-
tact Cohen or the appropriate Monitor chart
manager to request monitored status, since

adding any new station to a Monitor panel.
While Monitor provides BDS with its prior-
ities for station monitoring, it'’s BDS that ini-
tiates monitoring for an individual station.
“Once I find out a station is requesting
monitored status, we check on several
things,” says Cohen. “First, 1s there any
room on that monitor in that market? Some
monitors have fewer available slots than oth-
ers. If there’s room, then we [ask,] ‘Can we
| receive that station’s signal accurately and

' Then we send that fingerprint out to all of

the road, we will probably get a couple of

both will ultimately affect the process of

clearly?’ There are plenty of stations that
we’'ve tried to tune in, {but] all we receive is
static on the line.

“If you pass that point, then we look at the
station’s [Arbitron] ratings. We’re interested
in the top-rated stations in the formats we
monitor. If you get to that point, and we
have room, then you become a monitored
station.”

Even after determining that you can be
monitored, there is one final step, and that
is a reception test. Beta tests are conducted
for approximately three weeks, with BDS
looking for a certain level of accuracy be-
fore activating a station. Cohen continues,
“We will exchange playlists with a pro-
grammer and compare them with our in-
formation for discrepancies. It's a quality-
control performance that we require. Only
after we pass that stage will we activate your
station and make it available to the cus-
tomer. That’'s when Monitor decides
whether they want to add the station to the
panel used for their charts.”

[t's important to make that distinction,
though; while your station may be moni-
tored by BDS, that does not automatically in-
clude it on the Airplay Monitor panel used
in compiling the charts. Cohen says, “BDS
provides a group or palette of stations that
we monitor. We provide the Airplay Moni-
tor and Billboard magazines an option of us-
ing any or all of those stations. The chart
managers, along with [Monitor editor] Sean
Ross and [publisher] Jon Guynn, choose the
chart reporters. But there are very few sta-
tions that we have that Monitor doesn’t use
in its charts.”

HOW MONITOR CHARTS THE HITS

Once BDS closes out a chart week, at 9:59
p.m. Sundays, Moen says, “the raw data for
the charts is processed in Kansas City and
then sent out to the Monitor and Billboard
chart managers via computer. The raw data
includes everything that is detected: gold t-
tles, recurrents, etc.”

A typical week in the life of a chart man-
ager starts with a very busy Monday, as he or
she starts boiling down the raw data on
worksheets provided by BDS into the final
chart information. This includes stripping
out recurrents and oldies, making bullet de-
cisions (simple in Monitor, since any song
showing upward movement is bulleted un-
less it has been on the charts for more than
20 weeks), and weeding out titles that have
been losing spins for several consecutive
weeks from the Impact and Song Activity
Report pages. The chart manager will then
spend the rest of Monday proofing those
pages, as well as the rest of the chart pages
in his or her format.

LISA MOEN

Monday morning is also when labels make
BDS aware of any discrepencies between the
number of spins shown by BDS and the air-
play those labels believe they received dur-
ing the previous week. Labels have until 1
p-m. ET on Mondays to inform Cohen of
any discrepandes they suspect and should
have some kind of paperwork or proof. In
an instance where BDS will make a change,
it will delay the process of downloading
worksheets and finalizing the charts.

When a label claims spins that haven’t al-
ready shown up in BDS, Cohen says, “we go
through a whole series of checks and bal-
ances to try and validate the information—
be it that the label is correct or BDS is cor-
rect. There are anywhere between 30 and
50 steps that have to be performed to deter-
mine this. It’s very time-consuming and
complicated.”

According to Moen, “We get about 100
calls a week on these issues, and I would say
of those, about 90 we find there is no prob-
lem. It’s a very small number that we end up
having to change.”

The sheer numbers that BDS has to deal
with in terms of detections is incredible.
Over the past several years, the system has
been encoding gold titles, increasing the
system’s accuracy and coverage. With the
largest music library in the world, Cohen
says, “we actually get a quarter of a million
detections a day, which translates to about a
million and a half per week. As we get bet-
ter at what we do, that number gets higher
and higher, not only because we’ve been
able to become more accurate, but also be-
cause we've added more stations over the
years, and now we are adding more for-
mats—for example, Latin music and His-
panic stations.”

MEANWHILE, BAGK AT THE MAG

What else do Airplay Monitor’s chart
managers do over the course of the week?
They oversee adding and dropping stations
from the chart panels. They oversee the Go-

Continued on page 30
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R. Kelly

3-Time Grammy Award Winner!
6 Hit Singles
Over 10 Million Albums Sold!
New Single “I’'m Your Angel”
-Duet with Celine Dion Out Now!

A Tribe Called Quest

Multi-Platinum Hip-Hop Superstars
New Album “The Love Movement
-In Stores Fall ‘98

Keith Murray
Gold Artist!

New Album: “It's A Beautiful Thing”
-Fall ‘98

Britney Spears

Future Jive Superstar
Debut Single-
“...Baby One More Time”

4@;

Backstreet Boys
4 Smash Hit Singles

Over 20 Million Albums Sold!
New Single “All | Have To Give”
-November

E-40
Platinum Artist!

New Single “From The Ground Up”
-Out Now!

Joe
Platinum Artist
New Single and Album
-Early ‘99!

Imajin
Gold First Single!

New Single “No Doubt”
-Out Now!
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THE INNER LIFE OF BDS AND MONITOR GHARTS

Continued from page 28

ing lor Airplay information on page | of

(.d(h Airplay Monitor publication. And they
talk 1o raclo.
R&B Airplay Monitor’s Datu Faison says

that “30% 10 404 of the job is trouble-shoot- |

ing and customer service. The rest is work-
ing on details and inaking sure evervihing is
pertect. from the spelling of names, 1o com-
nias, 1o accents, to capitalizanon.”

Each chart manager has 1o have an open
hine ol comnmumcation with his or her re-
spective radio panel, as well as the broad-
casting community &t kuge. Colombo ex-
plams. 1 work closely with stanons that we're
i the process of adding or considering mov-
mg from one pancltoanother man eflort to
make sure that both Monitor ;e the stauon
i question are being properh represented.”

Wade Jessen. country chart nemager: adds
that it hielps 1o have longstanching relaion

REVOLUTIONARIES
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R E C O R D S

‘Before BDS, you
dealt with adds,
breakers, and things
of that nature. Now,
the only way to
evaluate the
performance of your
record is to break
BDS down into
dayparts to make
sure you’re hitting the
right audience and
comparing that to
SoundScan. It’s not
the amount of
stations you get, it’s
the appropriate
stations. To make it
all work, you need
factual, credible
information, so you
know the consumer is
getting exposed to
your music. That’s all
that matters.’
—Marc Benesch,
Senior VP/GM
Priority Records

STEVE GRAYBOW

ships at 1radio when doing his job. “1 [talk]
with country programmers. consultants, and
group progranimers—iot limited o our re-
porter base—regarding lelx)llimrsmms ai-
play measurciment, industry issnes, and gen-

cral |)hl|()S()|)|Il(d] discussions. In many |

cases, the MD is also the PD and often the

' OM, so even routine calls are usually pep-
[ pered with general format and music con-

versations. Having worked in the tormat tor
20 vears this vear, many of these relation-

ships go back that far, both on the radio side |

and the label side.”

REVOLUTIONARIES

the conversations with
Feely [about the new

didn’t understand what
he was talking about,
but I remember
thinking later, “If there
is anything to what he
is talking about, this

And lo and behold, he
talking about.’

‘American Country
Countdown’

|

‘I can still remember |
[Billboard’s] Marty \
technology] and | just |§

could be an |
earthshaking event.” ‘

knew what he was  |§

—Bob Kingsley, Host |§

BOS/MONITOR FAQ: WHO DO | GALL ABOUT .

We've compiled a list of the most [re-
quently asked questions and how to con-
tact the people who can best answer them.

“WHO DO I CALL TC ORDER BDS
SERVICE?”

Contact a BDS sales representative in
your region: Northeast is Kenny Ochoa at
92192-810-29273, ext. 214; Western US. 1s
Mike Schaefer at 323-525-29251; Southeast
I l.indaJolmson-s;llmun1in at 305-146-

8711: and Canada 1s Paul Touch at 905- |

853-6657.

MARK MARONE ANTHOWY COEOMBO

“I’'M ALREADY A CUSTOMER, AND
I NEED ASSISTANCE WITH MY BDS
SERVICE.”

Call 800-688-4634 or contact BDS on-
line at infoe BDSonline.com. Or call your
sales representative.

“WHAT IF I THINK THERE’S A
MISTAKE ON MY MONITORED
PLAYLIST?”?

For R&B and crossover siations, contact
Kyle Brown at 323-525-2253. For all other
farmats, contact Mike Cohen, label-rela-
tions manager, at 212-840-2273, ext. 209.

“WHO DO I CALL ABOUT HAVING

| MY STATION MONITORED?”

Any radio station that has questions
about monitoring status or problems
should contact the lormat-specific person
at BDS. outlined above. You should also
contact the Monntor chart manager for
your specific format:

Anthony Colombo: mainstream rock, ac-
uve and heritage vock, tiple-A, and rock
audience charts. Call 212-536-5064 or E-
mail acolombo@ billhoard.com.

Datu Faison: mainstream R&1B3, adult
R&B. rap. and crossover chaits. Call 212-
536-5271 or E-mail dfaisoni@airplaymon-
ior.com,

Steve Graybow: AC, actult top 40, and
muclern adult charts. Call 212-536-5361 or
E-miail sgraybow@airplaymonitor.con.

Wade Jessen: country chart. Call 615-
3211291 or E-mail wjesseniwairplaymon-
Hor.coni.

Marce Marone: modern rock chart. Call
212-536-5051 or L-mail mmarone( air-
playmonitor.com.

Theda Sandiford-Waller:
charts, overseeing mainstream top 40,
rhythmic top <10, and crossover charts. Call
212-536-5053 or L-mail theda@airplay-
Monitor.coni

“WHY DOESN’T MY STATION
SHOW UP IN THE POWER PLAY-
LISTS EVERY WEEK?”

Airplay Monitor’s Power Plavlist section

ranks reporting stations in order ol Arb-

iron 'F'SA cuime. 'he secuon is revised
twice a vear, lollowing the release of the
spring and lall ratings books. Stations are
ranked in order of total aueience, rather
than market size. which is why a double-
digit country station i Knoxuille, ‘fenn.,
may show up ahead of a lower-rated sta-
tion in a much larger market. Like any oth-

chirector of

8100 N.W. 101st Terrace, kansas City, Mo.

er magazine, the size of each issue ol An-
play Monitor fluctuates, depending an that
week’s other space considerations, but
we're trying to accornmodate our readers’
desive tor as many Power Playlists as possi-
ble.

“HOW DO I MAKE SURE I'M NOTI-
FIED WHEN YOU CHANGE YOUR
REPORTER PANELS?”

Airplay Monitor chart managers senel
out memos to the music industry every
time we make a change. If you're noi re-
ceiving them, contact the chart managei(s)
in the appropriate format.

“I’'M PLAYING A LOCAL RECORD.
HOW DO I HAVE IT MONITORED?”

If vou're playing a local vecord, a special
remix done al your station, an impert, or
any other title that’s not likely to have been
serviced to BDS by the Label itsclf, send the
song on CD, cassette. DAY, or 12-inch vinyl
1o BDS™ Kansas City operations center,
along with a note describing what fornat(s)
are likely 1o play the song,. ’

Here's the address: Operations Center.

64153, AT'T'N: Encocling. “Telephone: 816-
891-1010

“HOW DO I GET A RECORD LIST-
ED IN ‘GOING FOR AIRPLAY?” |

Make sure vour release info is E-muiled.
called, or faxed in a week before publica-
tion date. Country info shauld go to Mary
DeCGroce at 615-321-1293 (i.l\ 615-520-
0154). Top 10 info should go 1o Steve Gray-
bow. All other info should go 10 the appro-
priate chanrt manager at 212-382-60G1.

“WHO DO 1 CALL WITH STATION
(OR LABEL) NEWS?”

Dana Hall, R&B Airplay Monitor 1man-
aging editor. Call 212-536-6430 or L-mail
dhall(@ airplaymonitorcon.

Mare Schiffinan, Rock Airplay Monitor
managing cditor: Call 212-536-5065 or E-
mail mschifiman(@airplay monitor.com.

Jef'Silberman, “Tap <10 Airplay Monitor
managing editor: Calt 323-525-2303 or E-
mail jsilberman@ airplaymeonitor.com.

Phyllis Stark, Country Awrplay Maonitor |
managing editor. Call 615-321-1284 or E-
mail pstark@airplaymonitor.com.

“WHO DO I CALL TO SUBSCRIBE?”’

Jeanne Jamin, arculation director. Call
212-536-5237 or 800-745-84922.

“WHO DO I CONTACT ABOUT AD-
VERTISING?”

Hank Spann, national achertising man-
ager. Call 323-525-2325 or E-mail hspann
@ airplaymonitor.com. Spann also hanclles
accounts for R&B Airplay Monitor.

Lee Ann Photogla. country national ac-
count managetr. (.all 615-321-1994 or -
mail kphotoglo@airplaymonitor.com. ,'

Jefl Somerstein, top 40/rock Fast Coast
account manager. Call 212-536-5272 o1 k-
mail jsomersteii@airplaymonitor.com.

Sharon White, top «10/rock West Coast
account manager. Cail 323-525-2331 or E-
mail swhite@an-playmonitor.com.

OTHER MONITOR NAMES ‘

Jon Guynn, pubhisher. Call 323-525-
2306 or E-mail jguvnn@airplay-
IMONIOLCON.

Scan Ross, editor, writes “lop 40 “Topics
column. Call 212-536-5264 or E-mail
sross@ airplaymonitor.com.

Rob Accatino, marketing manager. Call
323-525-23 12 or E-mail raccatinoair-
playmonitor.com.
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JONES RADIO NETWORK™
MEDIAAMERICA, INC.

One Gompany.

More Choices.
Better Radio.

)

Come See US

atb @'@fﬂ'ﬁ #1250

24 Hour Formats
Adult Hit Radio, CD Country, Classic Hit Country, Good Time Oldies,
The Music Of Your Life, La Bonita, La Buena, NAC, Rock Alternative,
Rock Classics, Soft Hits, U.S. Country, Z Spanish

Syndicated Programming
All Access, Country's Most Wanted, Crook & Chase Country Countdown,
Fight Back!, hardDrive, The Hit List, Jimmy Carter Entertainment Reports, Ground Zero,
McLaughlin Radio Hour, Nashville Nights, Oldies Calendar, Outdoor Life Radio,
Personal Notes, Up Close, Weekly Top 30, Your Weekend with Jim Brickman

Programming Services
American Comedy Network, ACN/PDQ, BDS/Preferred Data, Fax Off,
Facts Fax, Jones Radio Consulting & Programming, Paragon Research, Rock & Roll Fax

303-784-8700



MONITOR’S GREATEST HITS

Mariah, ‘One Headlight,’ And
Arista Rule All-Format Tallys

by Theda Sandiford-Waller

When Airplay Monitor’s charts were in-
troduced five years ago, using Broadcast
Data Systems-monitored airplay, the man-
ner in which the radio and record industries
track a song’s performance was revolution-
ized. So much so that the “biz” has never
looked at charts the same way since. The first
published Top 40 Airplay Monitor bowed
Jan. 16, 1993, followed by the Country Air-
play Monitor June 25, 1993; the R&B Air-
play Monitor Sept. 17, 1993; and the Rock
Airplay Monitor Jan. 14, 1994.

The following charts were compiled by
combining all the airplay statistics for artists,
songs, and labels that have appeared on
Monitor’s charts through the Sept. 18 issue.
Since all four Monitors did not bow simulta-
neously, each format covers a different time

frame, beginning with the debut of the ap-

THEDA SANDIFORD-WALLER

propriate Monitor publication, not neces-
sarily the changeover from conventional
chart information to BD)S info, which had
happened earlier in many cases. The main-
stream top 40 and rhythmic top 40 charts
cover chart activity starting Jan. 16, 1993;
country charts reflect chart acuvity starting
June 25, 1993; the AC chart began Sept. 17,
1993. That chart was later split into separate
AC and adult top 40 charts March 8, 1996.
The mainstream and adult R&B charts
cover chart activity starting Sept. 17, 1993.
The rap chart, which combines rap airplay

at mainstream R&B and rhythmic top 40 |

stations, began Jan. 21, 1994. The crossover
chart, which combines aggressive main-
stream R&B reporters and R&B-leaning
rhythmic top 40s, began July 25, 1997. Both
the mainstream and modern rock charts

started Jan. 14, 1994, while the triple-A chart '

bowed Feb. 23, 1996. Monitor split the

mainstream rock panel into active and her- | the mainstream top 40 format. Carey’s spins

| itage rock charts June 6, 1997. Its modern

adult chart joined the magazine May 16,
1997.

Among the chart highlights are massive all-
format recaps that combine the chart activity
of every song, artist, and label that has ap-
peared in all four Monitors. The leading la-
bel is Arista, with 613 charted tiles that have
amassed a whopping 10,893,970 combined
spins in all four Monitors. Second-place label
Atlantic trailed Arista by only 43,914 detec-
tions. Also indluded are format-speaific recaps
detailing the most-played artists, songs, and
labels for each format printed in Monitor.

George Strait, who is the most-played
country artist, also enjoys the distinction of
being the only artist to have chalked up

more than 1 million monitored plays
1,158,246 to be exact) at one format. In
comparison, Mariah Carey, who claims
Monitor’s top artist award as the most-played
artist at all four publications combined,
earned a total of 465,168 detections to lead

on the top 40, R&B, and AC charts helped
her capture the top artist award.

The Wallfowers’ “One Headlight” is the
most-detected song of the Monitor era. That
list is dominated by modern rock crossovers,
reflecting the wide number of formats (mod-
e, modern adult, mainstream top 40, adult
top 40, mainstream rock, and triple-A) that
can support certain modern hits. There’s |
also a tendency for songs from the past few |
years, when our reporting panels were at |
their largest, to pertorm well on these charts.

Our special Monitor Record Book also
tracks the Greatest Gainers and Spin Lead-
ers for all of the 14 weekly charts. With a sin-
gle-week increase of 2,469 spins, Garth
Brooks’ “The Fever” lassoes the largest spin |

Monitor REGORD BOOK

increase in a week. With 6,146 detections
during its peak week on the Country Airplay
chart, Tim McGraw’s “It’s Your Love” is the
most-spun Monitor song, followed by an-
other McGraw tide, “Just To See You Smile”
(Curb), with 6,083 spins on the country
chart. Aerosmith follows with “I Do’ Want
"lo Miss A Thing.” which posted 6,082 main-
stream top 40 spins in its peak week.

As with our year-end recaps, songs earn
points for the number of spins they receive
each week on the chart, something that
tends to reward records that break slowly,
then hang on for a long time, which has be-
come the pattern in recent years. That’s why
Celine Dion’s "My Heart Will Go On,”
clearly one of the biggest hits in recent mem-
ory, is't among the 20 biggest AC or main-
stream top 40 titles. That song broke quick-
ly, spent a disproportionate amount of its
chart life at the top, then fell off the main-
stream chart after only 24 weeks, giving it
tewer weeks 1o garner points. It’s the No. 25
mainstream top 40 title and No. 27 at AC.

TOP 10 LABELS

ARISTA
ATLANTIC
MGA
COLUMBIA
EPIG

MERGURY
RGA

1
2
3
4
0
B
1
I
g

CAPITOL

ELEXTRA ENTERTAINMENT GROUP

MUSI clconronAII:T’
SAMERICA

__CONTENTS

Top 50 Artists of the Monitor Era 34
Mainstream Top 40 36
Rhythmic Top 40 38
Crossover

Aduit Contemporary
Aduit Top 40

Modern Adult Contemporary
Mainstream R&B
Aduit R&B

Rap

Mainstream Rock
Modern Rock
Heritage Rock
Active Rock
Triple-A

Country 66
Chart Panels 176
Top 50 Singles of the Monitor Era 178
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6. JOHN MICHAEL MONTGOMERY 1. BOYZ Il MEN 7 8. EARTII BROOKS 4. TONI BRAXTON 10. GLINT BLACK

11 COLLIN RAYE 31 GREEN DAY

12 TIM MCGRAW 32 PEARLJAM

13 VINCE GILL 33 FAITH HILL

14 MATCHBOX 20 34 PAMTILLIS

15 TRACY LAWRENCE 35 THE WALLFLOWERS
16 REBA MCENTIRE 36 MADONNA

17 CELINE DION 37 GOO GOO DOLLS
18 CLAY WALKER 38 JOE DIFFIE

19 ALANIS MORISSETTE 39 SAMMY KERSHAW
20 SHANIA TWAIN 40 TRAVIS TRITT

21 HOOTIE & THE BLOWFISH 41 NEAL MCCOY

22 PATTY LOVELESS 42 MARY J. BLIGE

23 ALABAMA 43 R. KELLY

24 TRISHA YEARWOOD 44 SHERYL CROW

25 MARK CHESNUTT 45 THIRD EYE BLIND
26 TOBY KEITH 46 USHER

27 DIAMOND RIO 47 SWV

28 TRACY BYRD 48 LEANN RIMES

29 AEROSMITH 49 SAWYER BROWN

30 COLLECTIVE SOUL 50 THE SMASHING PUMPKINS
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AP IR EmEOODD DANI TOP 20 ARTISTS
G‘ 11 ’ (No. Of Charted Titles)
1 MARIAH CAREY (12)
2 JANET JACKSON (12)
3 ALANIS MORISSETTE (6)
4 MADONNA (14)
5 CELINE DION (8)
6 HOOTIE & THE BLOWFISH (9)
7 BOYZ 11 MEN (9)
8 ACE OF BASE (7)
9 TONI BRAXTON (7)
10  SHERYL CROW (9)
11  MATCHBOX 20 (3)
12 BACKSTREET BOYS (5)
13  GIN BLOSSOMS (7)
14  SAVAGE GARDEN (3)
15 JEWEL (3)
16  AEROSMITH (8)
17  SPICE GIRLS (6)
18 REAL MCCOY (5)
19 ROBYN (3)
20 TLC (5)
Imprint/Promotion Label
1 TRULY MADLY DEEPLY Savage Garden Columbia
2 TORN Natalie Imbruglia RCA
3 FLY Sugar Ray Lava/Atlantic
4 3 AM matchbox 20 Lava/Atlantic
-q \ 5 DON'T SPEAK No Doubt Trauma/Interscope
MARIAH CAREY SAVAGE GARDEN 6  WALKIN' ON THE SUN Smash mouth Interscope
7 SEMI-CHARMED LIFE Third Eye Blind Elektra/EEG
'I'np ‘n spI" lEAnEns 8 | LOVE YOU ALWAYS FOREVER Donna Lewis Atlantic
9 ALL MY LIFE K-Ci & JoJo MCA
Issue Date TITLE Artist Imprint/Promotion Labe! Spins Stations 10 AS LONG AS YOU LOVE ME Backstreet Boys Jive
9/4/98 1 DON'T WANT TO MISS ATHING Aersmith  Columbia 6082 103 11 YOU WERE MEANT FOR ME Jewel Atlantic
8/14/98  IRIS Goo Goo Dolls Wamer SunsetReprise 5682 102 12 ANOTHER NIGHT Real McCoy Arista
2/13/98 MY HEART WILL GO ON Celine Dion 550 Music 5446 91 13 TUBTHUMPING Chumbawamba Republic/Universal
12/5/97 TUBTHUMPING Chumbawamba Republic/Universal 5238 92 14  DON'T LET GO (LOVE) En Vogue EastWest/EEG
5/8/98 TORN Natalie Imbruglia RCA 5272 93 15 SHOW ME LOVE Robyn RCA
11/14/97 FLY Sugar Ray Lava/Atlantic 5195 91 16  IRIS Goo Goo Dolls Warner Sunset/Reprise
2/20/98  TRULY MADLY DEEPLY Savage Garden Columbia 4955 91 ! 17  LOVEFOOL The Cardigans Trampolene/Stockholm/Mercury
9/25/98 ONE WEEK Barenaked Ladies Reprise 4870 103 18 PUSH matchbox 20 Lava/Atlantic
10/10/97 FOOLISH GAMES Jewel Atlantic 4841 92 19 NAME Goo Goo Dolls Warner Bros.
6/20/97 MMMBOP Hanson Mercury 4809 \ TOGETHER AGAIN Janet Virgin

TOP 10 SPIN GAINERS ‘ TOP 10 LABELS

Issue Date TITLE Artist Imprint/Promotion Label  Gain (No. Of Charted Titles)
8/6/93 DREAMLOVER Mariah Carey Columbia +1577 1 ARISTA (75)
4/12/96  OLD MAN & ME (WHEN | GET TO HEAVEN) Hootie & The Blowfish ~ Atlantic +1475 | 2 ATLANTIC (52)
2/27/98  FROZEN Madonna Maverick/Warer Bros.  +1417 3 COLUMBIA (66)
1/16/98 MY HEART WILL GO ON Celine Dion 550 Music +1331 4 A&M (45)
1/23/98 MY HEART WILL GO ON Celine Dion 550 Music +1276 5 WARNER BROS. (60)
9/30/94  SECRET Madonna Maverick/SireWamer Bros. ~ + 1169 6 ELEKTRA ENTERTAINMENT GROUP (43)
8/8/97 HONEY Mariah Carey Columbia +1096 7 RCA (38)
8/25/95 RUNAWAY Janet Jackson A&M +1089 8 MERCURY (36)
9/8/95 FANTASY Mariah Carey Columbia +1079 9 REPRISE (27)
10/7/94  SECRET Madonna Maverick/SireWamer Bros. ~ + 1044 10 VIRGIN (28)
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| TOP 20 ARTISTS

Monitor

(No. Of Charted Titles)

1 JANET JACKSON (16)

2 MARIAH CAREY (15)

3 BOYZ Il MEN (11)

4 Swv (13)

5 TONI BRAXTON (10)

6 TLC (9)

7 BRANDY (9)

8 R. KELLY (11)

9 AALIYAH (8)

10 MONICA (6)

11 MARY J. BLIGE (11)

12 USHER (3)

13 BLACKSTREET (7)

14 XSCAPE (10)

15 BABYFACE (8)

16 KEITH SWEAT (6)

17 DR. DRE (7)

18 WILL SMITH (3)

19 WHITNEY HOUSTON (7)

20 LL COOL J (8)

Imprint/Promotion Label

1 ALL MY LIFE K-Ci & JolJo MCA

2 TWISTED Keith Sweat Elektra/EEG

3 TOO CLOSE Next Arista

4 YOU MAKE ME WANNA ... Usher LaFace/Arista

. (- as % 5 NOBODY Keith Sweat Featuring Athena Cage Elektra/EEG

JANET JACKSON K-Cl & JOJO 6  RETURN OF THE MACK Mark Morrison Atlantic

7 NO DIGGITY BLACKstreet (Featuring Dr. Dre) Interscope

Tnp 1" spI" lEAnEns 8 UN-BREAK MY HEART Toni Braxton LaFace/Arista

9 DON'T LET GO (LOVE) En Vogue EastWest/EEG

Issue Date TITLE Artist Imprint/Promotion Label  Spins Stations 10  TELL ME Groove Theory Epic

7/3/98  THE BOY IS MINE Brandy & Monica Atlantic 2184 35 11 FREAK ME Silk Keia/EEG

1/17/97  UN-BREAK MY HEART Toni Braxton LaFace/Arista 2015 42 12 ON BENDED KNEE Boyz Il Men Motown

6/5/98 TOO CLOSE Next Arista 1997 35 13 MO MONEY MO PROBLEMS The Notorious B.LG. (Feat. Puff Daddy & Mase) Bad Boy/Arista

8/8/97  MEN IN BLACK Will Smith Columbia 1959 34 14  CREEP TLC LaFace/Arista

11/10/95 FANTASY Mariah Carey Columbia 1951 33 15  FANTASY Mariah Carey Columbia

12/9/94  ON BENDED KNEE Boyz |l Men Motown 1947 32 16 MY BOO Ghost Town DJ's So So Def/Columbia

9/23/94  I'LL MAKE LOVE TO YOU Boyz Il Men Motown 1944 32 17 WEAK SwvV RCA

10/31/97 YOU MAKE ME WANNA ... Usher LaFace/Arista 1935 34 18  I'LL MAKE LOVE TO YOU Boyz Il Men Motown

12/13/96 NOBODY Keith Sweat Feat. Athena Cage Elektra/EEG 1894 41 19 SHOOP Salt’'N Pepa Next Plateau/London/Island

9/4/98 <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>