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By Dolores Brandon

Executive Director
dolores brandon@hotmail.com

Oh, the incredible lightness of Spring in San Francisco after a
long winter in surly New York. Oh, so many people to meet and
greet, sessions to organize and attend — the spunky energy of the
National Federation of Community Broadcasters conference being
just the right antidote for alife spent too much in virtual space! |
dare say, however, the opportunity to socialize for minutes, hours,
days over breakfast, lunch, and exhibition tableswith thereal live
folk who make community radio often had me spinning on AIR.”
So where did thetribe officially gather?

The AIR Meeting: Why We'rein This Crazy Business

A panel convened and moderated by AIR Board member Sue
Schardt (Schardt Media).

Not surprisingly, the matter of money took center stage: how to
make more and where to raise it. The first question posed came
from veteran producer Gregg McVicar, who asked, “How do you
think the downturnin the economy will impact independents?’ No
one could say for sure, but the general consensus was, it depends
on how long and deep arecession it is, and anything that reduces
assets at foundations will hurt independentsin the long run.

Offering words of encouragement, Michael Toms (New
Dimensions Radio), who dubshimself “the most successful producer
never to receive funding from the CPB,” urged producers to go
outside the box built with government, foundations and corporate
support to explorewhat he hasfound to be arewarding arena—that
of the private donor. Adi Gevins (Real Reality Research), ever the
passionate crusader, insisted, “If you want to do a piece badly
enough, you will find the money!” One newcomer to radio
complained, “I just want to get paid for my work, | don’'t want to
haveto raise money for every project | do,” to which Reese Ehrlich
responded, “Under capitalism, people who create products are
supposed to be paid for their work. In public radio, we ve got upside
down sociaism: weraise money on our own and then beg networks

and stationsto air it for free.”
continued on Page 2

New Models for

Documentary Distribution

By Steve Rowland

President
steve _rowland@email.msn.com

Recently | have devoted this spaceto discussion of formal AIR
matters — this month 1’d like to talk about distribution of
documentaries on public radio, and use my own recent experiences
asamodel.

The public-radio relationship to documentariesin the early 21
century issomewhat ambiguous. On one hand there are new outlets
for documentaries, and more peopl e producing them. These outlets
include new programs on existing channels, and entirely new
channels like the XM and Sirius satellite networks. On the other
hand, the established networks areretreating from their past support
and vigorous marketing of specials of any kind. For many years,
the goal for independent producers has been to get placed with one
of thetwo networks, PRI or NPR. They have beentheonly gamein
town — and it has not been easy for producers to get recognized.
Well, they aren’t the only gamein town anymore, and I’ m suggesting
that independents begin to explore new possibilities. In fact the
pressure on local stations from the satellite networks is making
many of them moreinterested in dealing with independentsdirectly.

Background

Over the past few years, the terms of placing an independently
produced show at one of the networks have changed too —for the
worse. Both NPR and PRI seem to have less desire to acquire, and
market, speciasof any kind. What isbehind thischangein attitude?
In the mid-90's, David Giavanonni’'s CPB-funded audience-
demographic studies began to turn in data that looked bad for
specials producers — not only documentaries, but specials of any
kind. The studies suggested that it is hard to get people to turn to
theradiotolisten to aparticular show —we' ve known thisfor years
—people have favorite stations, and they listen to the station, to the
format. We knew it was hard to get peopleto tunein especialy for
oneprogram. The studies suggested that people useradio in different
ways than they use TV — that isn’t terribly surprising either. But
look at Ken Burns' recent Jazz series on public TV —Burnsisa

continued on Page 6
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AIR Meets at the NFCB

continued from Page 1

The AIR panel gave way to the official AIR meeting — a
cacophony of talk and laughter and general mayhem as people
hungrily greeted those they had not seen in months, years, or for
that matter — ever!

AIR Goesto Dinner

Following the“ meeting,” about 17 of ustook ashort walk to an
off-the-beaten-track Asian restaurant — KITES (chosen by Reese
Ehrlich) —inthe Civic Center area. Aswe settled ourselvesaround
two large red tables, the very practical no-nonsense matron of the
establishment bustled us through our orders. With the cook sitting
conspicuously idle in the well-exposed kitchen, and few other
patrons, some of uswere atrifle skeptical. Until the food began to
cook. Then the fragrance of garlic, Thai curries, and the haunting
smell of a wood-burning stove embraced and assured us al! A
genuine feast followed! AIR bought wine and beer for all!

AIR OffersaBridge over Troubled Waters

Early Saturday morning, | hosted a session on cultural
programming with guest presenters Peggy Berryhill and Larry
Abrams. Peggy Berryhill is a public-radio legend — the queen of
Native American radio. With 30 years in the business, Peggy has
much to teach, much wisdom to pass on and a fabul ous new show
toboot!! Club Red, an extraordinarily rich radio montage of satire,
music and poetry, is an example of cultural programming that
completely breaks the mold. Peggy’s rule: be true to yourself . Is
there any better advice? At 8:30in the morning, to have aroom full
of culturally very diverse people laughing as hard aswe all did at
the humor of the Club Red team — Charlie Hill, BruceKing, Carla
Plante, Joe Paulino and Steve Tokar —isno mean feat! Then, Larry
Abrams, writer/collaborator working with AIR’s very own Steve
Rowland, played excerptsfromtheir latest, yet-to-be-broadcast four-
hour series, Tell MeHow Long Trane's Been Gone. Weaving an
audio tapestry of poetry, oral history, historical commentary and of
course Coltrane’'s music, Rowland and Abrams effectively break
the more traditional cultural programming mold that would have
us listening to Coltrane without hearing the sounds and voices of
the social, political and spiritual forces that made him one of the
most inspiring artists of the 20th century. Ironically, although
Berryhill’s Spirits of the Present: the Legacy from Native
Americaand Abrams/Rowland’s Miles Davis Project each share
the record for highest carriage of alimited series, those producers
still face skepticism and resistance when they approach the networks
with anew show for distribution.

Thanks to al who helped put AIR on the map at the NFCB
conference!

Now You Can Pay Your AIR Dues
by Credit Card, Check, or PayPal

AlIR isnow accepting Visaand Mastercard for dues payments.
See the Membership Form on page 3 for detail. Or if you prefer,
use PayPal, aweb-based service. You can set up a FREE Pay Pal
account, at http://www.paypal.com . Then you can pay direct to

pay @airmedia.org .
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Hard Numbers, Heartfelt Words
By Janet Dagley Dagley

AIRSPACE Editor

daeggadaegga@rcen.com

| never intended to make AIRSPACE look like The Wall Street
Journal, so | must apologize for the gray, text-filled pages of this
issue. Our drab appearance may be a bit inappropriate for spring,
but we had so much good material that | tried to include all of it.

We have some hard numbersin thisissue, theresultsof the AIR
member survey conducted by Kathy Gronau and staff. An AIR board
member since 1995, Kathy hasworked asan independent marketing
consultant promoting arts projects and radio shows for 14 years.

The Fair Practices Committee has revised the AIR/PAG Code
of Fair Practices for Working with Freelance Radio Producers;
we' ve published that important document inits entirety.

Susan Morrisof Pittsburghisthefirst AIR producer tointroduce
herself in what we hope will be aregular series of self-profiles.

Two of the articles in this issue began as messages to e-mail
lists, and both Dale Willman and Brian Price were kind enough to
expand those posts for AIRSPACE. Dale originaly posted his
heartfelt wordsto the NEWSLINK list.

Brian's essay, begun as a post to the radio-dramalist, is part of
atwo-page spread on audio drama, along with an interview with
former AIRSPACE Editor Sue Zizza, executive director of the
National Audio Theatre Festival.

But wait, there's more: Steve Rathe takes us all to the White
House to applaud NPR and other arts medal recipients.

With all that and more, we even had to put the classified ads on
hold to make room. | hope they won’t be missed thistime.

Apply Now for an AIR Mentorship

The AIR Mentoring Program is one of AIR’s more valuable
offerings. It is a way for relative newcomers to independent
production to get off to a stable start, or for more experienced
producers to learn one area of production or distribution that may
be lessfamiliar to them.

Any AIR member may request a mentor. Mentoring is also
available to member stations. The AIR member/station contacts
the mentoring coordinator. The coordinator determines the
applicant’sneedsin conversation or by e-mail, and attemptsto make
a match of an appropriate mentor. Stations may regquest on-site
mentoring. The mentoring consists of 4 sessions, upto 1 hour each.
Theseare normally conducted by telephone (mentees pay for calls)
and email. Often the mentee sends written material and/or tape
excerpts to the mentor for review, before the sessions begin. The
mentor may include some of thisreview time as part of the 4-hour
total. The topics can range from a broad overview of public radio
production & distribution, to specific areasincluding interviewing,
recording techniques, post production and editing techniques, grant
writing, station outreach, scriptwriting, program content
development, and more.

At the end of the mentoring program, both mentee and mentor
arerequired to submit ashort written statement about the experience
to the mentoring coordinator.

For moreinformation, contact:

Steve Rowland Steve_Rowland@email.msn.com

AIR’'s Mentor Program is made possible through grants from
The John D. & Catherine T. MacArthur Foundation and The
National Endowment for the Arts.
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Survey 2001: Who We Are, What We Do,

AIR jumpedinto the new year feet first, devoting the better part
of January and February to atelephone survey of its membership.
Kathy Gronau and her crew at Creative PR in Los Angeles made
an effort to reach and talk to every AIR member. However, given
the very busy lives independents lead, that proved impossible.
Nevertheless, we are happy to report that approximately 2/3 of the
membership did participate.

We had three main reasons for doing this survey:

1. To identify members who would be mentors, and catalog
their skillsin order to create areadily searchable databasefor setting
up mentorships.

2. To develop alist of producers with programs available and
suitable for inclusion in an independent hour of programming
oriented to new media

3. To develop a profile of AIR's members as we find out what
they want from the organization. This type of information is
extremely useful as AIR approaches funding sourcesfor support to
strengthen infrastructure and expand programs.

What followsisasummary of the findings:

Who Are We?

Independent producers devote long hours to their craft,
sometimes with little or no pay, because of their dedication to the
art, their belief in public radio, their devotion to a cause or to a
story that must be told, and their desire to make a difference.

In 1992, alarge gender gap existed — AIR was 68% male — but
now the membership is 50/50 male and female. AIR is still
predominately white (88%), and well educated (44% have
bachelor’s degrees; 31% have master’s degrees, 7% have
doctorates). AIR members have an average of nearly 17 years
experiencein radio/audio work. A majority (65%) make less than
$50,000 ayear in audio/radio —with 43% making | essthan $35,000
annually. Most do not support themselves on radio/audio work
alone: among all respondents, the average portion of total income
from such work is 72.5%.

AIR members receive money from some 150 foundations and
corporations, state and national arts and humanities foundations.

In answer to whether the climate has changed for independents
in public radio, responses tended to reflect each person’s own
situation.

“The rich are getting richer and the poor are getting poorer,”
one producer said.

For some, new shows such as Studio 360, Justice Talking, and
Jazz Riffs, which commission thework of independents, pay well.
Some felt that National Public Radio’s efforts to reach out to
producers has improved: “NPR has regional editors, so stories
around the country can get picked up,” one member said.

Some felt that their long hours and dedicated work had more
value because working in public radio has more prestige and the
audience for public radio had increased.

Themain issue for AIR membersisinadequate compensation.
Most felt the pay situation had improved, though pay is still
substandard and there are no benefits, insurance or security.

Although some radio producers get large grants to fund their
projects, some say such funding is harder to come by. Previousdly,
the National Endowment for the Artsand National Endowment for
the Humanities were the only federal agencies to give grants to
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individual artists. But now they only fund artists with ties to
nonprofit organizations. AIR members see funds going to radio
within the NEH and the Corporation for Public Broadcasting
dropping annually, with grants given only to people known within
thesystem, and for programsthat are expected to draw large carriage
and audiences.

Airtimeon radio stationsisthe other big issue. Aspublic-radio
stations maximize their audience with seamless programming,
specials, short series and niche-market programming like radio
drama get short shrift on the schedule.

Finally, 79% of AIR members use digital editing software.
Although it has made producers ableto work faster, some complain
that they receive no extramoney for the added task.

You Name it, We Do It

AIR memberswork in every aspect of public radio asreporters,
producers, hosts, executive producers, general managers, program
directors, editors, sound technicians, engineers, newsdirectors, and
even color analystsfor football. Outsideradio, AIR memberswork
at such jobsas: travel editor, audio artist, voice coach, management
consultant, folklorist, archivist, healer, IT systems developer,
professor, sound designer, district attorney and webmaster.

Radio producersdevelop skillsin, among other things, writing,
directing, speaking and editing. Because of the difficulties of the
public-radio marketplace, producers use those skills in media
aternatives such astheweb, multilingual in-flight audio, film, TV,
audio tours, bookson tape, infomercials, ora histories, international
radio, publications, theatre, web content and satellite channels.

Almost 90% of those surveyed work in non-commercial radio
(83% in public radio; 52% at an NPR affiliate; 17% Pacifica, 15%,
community college, 10%, Native American outlets, some 50 other
outlets were named).

Memberswho obtain assignmentsby pitching their own projects
outnumber those who are assigned projects by a 3 to 2 margin.
However, alarge number of membersarein the executive producer
category, where they havethe luxury of being ableto generatetheir
own projects.

More AIR members produce cultural programs and
documentariesthan newsfeatures and series, but many produceall
formsof programming. Their work is primarily distributed viaNPR,
the Public Radio Satellite, or on CD or cassette, with dlightly less
being distributed by Public Radio International. One in four
respondents report that their programs are available, or are
distributed online. Many producers report using every outlet
available to them in order to deliver their programs to the widest
possible audience.

Their work is heard on local stations as well as nationwide on
al of the NPR and PRI magazines and other national series (This
American Life, Shickele Mix, Riverwalk), as well as
independently distributed (Alter native Radio, Earthsongs, Pulse
of the Planet, Best of our Knowledge). Additionally, their
standal one pieces, which air both locally and nationwide, number
inthe hundreds and have garnered numerous awards. Thoseinclude
Women of Tin Pan Alley, Telluride Jazz Festival, Remembering
Slavery, Mei-Mei, a Daughter’s Song, How the Railroad Shaped
the Northwest, Rural Voices, and Andy Warhol: Soundsof His
Life and Work. And much of our work is also heard around the

AIRSPACE



How We Feel about AIR and Public Radio

world via the BBC, Armed Forces Radio, CBS Radio’s Osgood
File, Canadian, Australian and South African broadcast networks,
and Deutschland Radio Berlin.

AIR Itself

AIR members spontaneously responded enthusiastically about
the organi zation:

“AlR istremendous!”

“AlIR has helped meget into thisfield; it'sagreat organization.
| wish it could be more face-to-face.

“It'simportant for AIR to facilitate the sharing of information
among members.”

“1"m quite proud to be amember of AIR.”

“It's great to have this organization to find out what others are
going through and to find people who have already donewhat I'm
doing and can show me the way.”

“It'sniceto have an organization where | can feel connected to
people working in all aspects of the field.”

“| likethe feeling of community...”

“It'san important timefor the organization, and | appreciateits
efforts to stay on top of developing issues.”

Mentors

The mentoring program, recently underwritten by agrant from
the John D. and Catherine T. MacArthur Foundation, was of great
interest to 185 members. Most members want to be mentored in
grant writing, contract negotiations, and marketing, whilethey want
to serve as mentors in scriptwriting, computer editing, mixing,
interview styles, getting stories placed on shows, budgeting, and
live-music recording. Nearly athird (29%) of respondents said they
were ready to be both mentors and mentees in a number of areas,
and potential mentors outnumber mentees by 2.74 to 1.

Other subjects producerswanted to seeincluded in thementoring
program are directing, new media, journalism, international
reporting, youth/children’s radio, radio drama, voice,
entrepreneurship, sound design, web audio, program devel opment,
field recording and fellowships.

Several members fedl that the program will be valuable tool to
“build the talent pool,” and to “ promote radio production.” Many
welcome technical mentoring. “I am so much more likely to buy
equipment recommended by AIR members,” one said. Another
member commented, “The independent community perpetuates
itself on the east and west coasts, but not elsewhere. Our farm club
is independent producers.” Once respondent was more adamant:
“More people need to betrained in creating and producing quality
programming. AlR needsto give workshopsat the PRPD and other
conferences, to upgrade skills.”

AIR Communications

Most respondents were enthusiastic about AIR’s role in
facilitating communications among members. Several said they
“lovethe newdetter. Use the magazine for provocative writing that
will help influence policy.”

By far the most popular benefit is the AIR e-mail list, better
known asthe AIR Daily. “ Often, the public-radio community seems
kind of clannish, and | sometimes get the feeling that the peoplein
AIR arethe sameway. However, thelistserv isvery helpful; | read
it regularly,” one member said. Other comments:
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“I love al thetech talk on AIR NEWS DAILY.”

“1 like the free flow of the dialogue. | find the equipment tips
helpful.”

“1t hasbeen helpful to meto lurk onthelist, to seewhat kind of
community isout there and what people are doing, what interesting
projectsare out there. Thereisnowhereelsel could hear about it.”

Conferences

Many spoke of the important role of conferences to build on
this communication. “The conference in Washington D.C. was
wonderful,” onesaid, “It was great to meet my heroesand listen to
programs.” Several responses urged theimportance of “devel oping
seminars or symposiums’ and “ AIR conferences.”

Distribution

A number of membersfeel AIR could be of service in helping
market and distribute programs. One said that “AlIR needs to be
looking for extended distribution of its members’ work, including
conferences, potential business deals for its members and ITVS
for radio.” Another “wants to see AIR working more to connect
networks and stations' needs with what independent producers
can supply.” There was also a suggestion to initiate “a roundtable
discussion on supplementary markets and other ways of using
documentary material.” Many are intrigued about the possibility
of reaching new audiences through online distribution, but others
cited the difficulty involved and raised concerns regarding rights
and piracy.

Advocacy

When asked to rate organizational prioritiesfor AIR on ascale
of 1to5, with 5 being the most important and 1 the least important,
the respondents rated advocacy on behalf of producers with
networks, programs and stationsthe most important priority witha
4.45; advocacy of behalf of producerswith CPB and Congressnext
witha4.32; maintaining afree streamed showcase for member work
on the AIR third with a 3.31; founding regional chapters of AIR
fourth with 3.09; and compiling aradio awards handbook fifth with
2.70.

Suggestions for strengthening AIR’s organizing efforts were
varied. Many agree that “ AIR needs to continue bringing together
independent producers and advocating on their behalf.” However,
asanother said,” | haveinterest, but no time. Independentsare hard
tomotivate. If there'sno singlerallying point, it'shard to get people
to come together. | was a union organizer in Scotland. We had a
great discussion at the AIR conference in Texas, but nothing ever
happened to it.” Several responses emphasized that “the number
one activity needs to be to redouble efforts to create a fair and
reasonable pay scale for independent producers who contribute to
networks or programs that are distributed through the system.”

Other AIR Priorities
A numbers of memberswould liketo see aprinted membership
directory. Another “wouldliketo see AIR asan umbrellafor grants.”
In general, people were well aware of the importance of further
organization, but unable or unwilling to offer alot of time.
Asonerespondent rightly said, “ It all seemsimportant.”
—summary provided by Kathy Gronau
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New Models for Documentary Distribution

continued from page 1

master of marketing. Had that show aired with no national publicity
campaign, no big associationswith Sony and Verve—would people
have watched all 19 hours?| doubt it. If you want people to watch
specials they have to be promoted. You need to spend money on
marketing.

Inastrangeway, | alwayssaw these studiesasvery paradoxical.
Rick Madden, who has done more to advance the art of radio in
this country than any other single person, loved these studies that
said that documentaries don’t draw audiences—but he kept funding
documentaries. Madden followed his heart, and what he knew —
that documentariesare an integral part of public radio, of the public
discourse in American life. In fact people want to hear
documentaries. Look at the success of Biography and other shows
on cable TV —they arenot just part of thefabric—they are actually
popular.

But the networks took a different stand. They pushed specials
off into the corner — and use the studies as an excuse to lower
payments to producers and to generally denigrate our work.

The Present Situation

The common wisdom now isthat documentary production needs
to be contained in already existing programming. The Holy Grail,
of courseisto get placed on All Things Considered or Morning
Edition. Documentary pieces like those of National Geographic
Radio Expeditions and the amazing L ost & Found Sound work
perfectly in this setting. Slightly longer pieces are finding ahome
on This American Life. But there is still life for “stand alone”
documentary work . David Isay continues his remarkable work —
and even more remarkable, his string of “hits.” Last year’s pre-
election special on executionsin Texas carried by NPR was perhaps
oneof the best-marketed piecesin recent public radio history. People
listened. And it just won a Peabody Award. Some of PRI’s most
widely carried programs have been independently produced
documentaries — Spirits of the Present, The Miles Davis Radio
Project, River of Song and many others.

So why the dual message from the networks? They have had
great successes, but continue to keep their distance from specials.
My own experiencesraise acasein point. Offersfor my own multi-
part series on great musicians have becomelessand less attractive.
Most recently | shopped my upcoming 4-hour series on John
Coltrane to NPR and PRI. Instead of a modest contribution to the
production, and a more generous in-kind contribution to the
marketing and promotion, the network position wasvery reserved.
The offersincluded no production contribution, and | was asked to
contribute marketing money myself. Now | was being asked to pay
the networks for the privilege of having them distribute my work.
Of coursethey didn’t see it that way — they were happy to do the
distribution; they only wanted money if | wanted marketing.

Economics

And what are the underlying economics? Can specials add
anything directly to the networks? My hope has been that the
networks could shop the programs around and usethemto bring in
national underwriters. This could work in the case of high profile
specialslikeamajor new serieson John Coltrane, or oneon Leonard
Bernstein. It could al so work with more specifically targeted shows
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— an environmental documentary could appeal to a sports gear
manufacturer, like REI or Eddie Bauer.

Isthere any alternative? Yes. It occurred to methat my specials
might find a better home at a station. The station could distribute
the show nationally —getting the opportunity to do the fundraising,
or at least to get put their own name and logo on the program. Will
it work? | think so. | had discussions with 5 or 6 strong stations.
Each one expressed interest in the idea. They saw the potential in
going to their local market, or perhaps nationally, to bring in an
underwriter. They were also interested in developing their own
identities, faced with pressure from the satellite networks.

My final decision wasto partner with WFMT. WFMT went on
the air in Chicago almost 50 years ago, in December, 1951. Over
the past nearly 50 years, they have built a strong record as a
broadcaster and producer of high quality fine arts programming.
WFMT’s syndication arm, the WFMT Fine Arts Network (which
includes the Beethoven Satellite Network and the Jazz Satellite
Network) was established 30 years ago, and today syndicates,
markets and produces numerous classical, jazz and other programs.
AIR co-founder and longtime board member Steve Robinson, Vice
President of WFMT and the WFMT Fine Arts Network, has been
a longtime champion of documentaries and of independent
production in general. The WFMT Fine Arts Network began
distributing my 8-hour MilesDavisRadio Project just afew weeks
ago, and already hasplaced it on 98 main channd stations, including
7 of thetop 8 markets.

But the main point isthat there are alternativesto the networks,
and the more creative independents can becomein exploring them,
the stronger the entire system will become. | remain convinced that
documentariesadd great valueto the system —both intellectual and
economic. There will be aswing back — documentaries will come
into vogue — and if those of us who produce them haven't been
chased off to other pursuits, we'll see arenaissancein documentary
production, funded by the CPB and major corporate underwriters,
and distributed by independent stations and smaller networks, just
like WFMT. By taking advantage of alternative sources for
distribution, everyone will benefit. The list of choices will grow,
and even small increasesin competition for the best programswill
increase offers and services.

Why Join AIR?

“I have been a member of no less than four
journalist associations and unions. | join out of
solidarity, the idea that by banding together we make
ourselvesstronger. But, with the exception of onegroup
that providescar insurancediscounts, only Al R offers
real help for me as a professional journalist. | have
gotten numerous jobs through listings in the AIR
newd etter and have gotten wonderful help through the
listserve. Viva AlIR!”

Reese Ehrlich
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An Invitation from the White House

By Steve Rathe
SRathe@aol.com

“ During our eight yearsinthe White House, one of the events
we have looked forward to the most is the annual presentation of
the National Medal of Artsand the National Humanities Medal. It
has been a personal thrill for usto meet the authors whose books
we have read, the performers and visual artists whose works have
inspired us and the scholars whom we have admired.”
William Jefferson Clinton and Hillary Rodham Clinton 12/20/00

It's not every day that one gets an invitation from the White
House —even if it isby e-mail. NPR's invitation was remarkably
prosaic but almost giddy. The ceremony was just 48 hours away.
“Join usfor the presentation of the National Medal of Artsto NPR'’s
Cultural Programs and their producers. Please confirm that you
will attend and provide your socia security number to the White
House.”

Having been carving out cultural programs for NPR and its
stations since 1971, and with George W's selection fresh in my
consciousness, | figured it would be at least four years till this
invitation was repeated. | rearranged my calendar and made
reservationsfor my wifeand myself onthelate night train (figuring
itwaslesslikely thantheair shuttleto be canceled for theimpending
snow).

Arriving at 2 am. and tumbling out of bed at 6:00 made us
groggy, but the chill air of the Capitol Hill townhouse with no heat
snapped us awake. I'd forgotten about getting a taxi in D.C. — |
caled at 6:45 for 7:30a.m. departure. “ Sorry, Sir, How about 10
am.?’ Fortunately, our host scraped the snow off thewindshield of
the Toyota and sped us across the District rush hour to join the
shivering line at the White House gates for the 8 am. reception.
But what aline! Ahead of uswere Itzak Perlman, Toni Morrison,
and retinues of smartly attired folks who looked more than alittle
familiar even if we couldn’t identify them all by name. A few feet
away, an NPR staffer saw the diminutive ballet master Mikhail
Baryshnikov shrugging off the cold as he waited to go through
security, and quipped, “It's OK, he'sRussian. He'sused to it.”

Actually, thereception wasn't quite AT the White House. It was
more like the White House Annex — a palatial canvas pavilion on
the southeast corner of the grounds fitted with crystal chandeliers,
gas heaters and smartly attentive military attaches.

It was an impressive crowd of recipients with whom we got to
schmooze (in a waiting-for-the-President kind of way) — Claes
Oldenburg, Benny Carter, Horton Foote, Quincy Jones,
philanthropist LewisManilow and lotsmore. Thetall silver coffee
urnswere attended by Marinesin dress uniforms. (From the Halls
of Montezumato the shores of Juan Valdez, no doubt.) The attache
assigned to each honoree gently restrained our urgeto migrateacross
the room to hobnob with Barbra Streisand and Maya Angelou, lest
we be out of place when the President and First Lady got to us.

Slowly the first couple made their way through the room,
stopping to chat, congratulating each of us, and posing for aphoto
or three. Bill Clinton was taller than | expected. I'm 6’1", and |
was|ooking up to him. Hishandshake was wispy, though. (Perhaps
the product of bone-crushing experience with exuberant fans.)
Hillary's shake was firm, and her gaze direct. “Congratul ations.
You’ re doing important work.”

“Thank you, Senator.”
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As soon as the reception was over, we were packed into tour
buses for the five-minute drive to DAR Constitution Hall. There,
in 1939, the Daughters of the American Revolution had denied the
magnificent Marion Anderson theright to sing in their auditorium
because she was black. Instead she offered a concert that would
make history — outdoorsin front of the Lincoln Memorial.

Despite its ignominy, the stately hall greeted us with a
multicultural serenadefeaturing D.C.’sUnited House of Prayer band
(fromthelively jazz/gospel begun by Cape Verdian“ Daddy Grace”)
and the Chicago Children’s Chair.

Moments later the President and Senator Clinton appeared
onstage. Each of them took the rostrum to proclaim theimportance
of these arts and humanities honors, and their clearly genuine
pleasurein being able to bestow them. Then the President took the
medallions on long red sashes, one by one, and placed them over
the heads of the recipients. It was great to hear Mr. Clinton speak.
Hewas sharp, articul ate and conversant with thework of almost all
of the 24 Arts and Humanities honorees. And we could tell hewas
sincere about “waking up to Hillary’s radio blasting NPR” as he
placed the medal on NPR President Kevin Klose.

Beyond the glow of the stars, the great pleasure of this national
honor is that the public-radio system we collectively have built
since 1971 will continueto bring thework of all the honorees—and
their successors (many of you now reading this) to anincreasingly
fragmented nation. Public radio and its cultural programs may be
no more than a thread, but it is a strong one that helps bind us
together and share what | believe are our best values, and highest
achievements.

Thereisonly onemedallion, andit will live at NPR Headquarters
in Washington. But it was respectful and appreciated that NPR
Cultural VP Murray Horwitz, Board Chair Jon Schwartz, and
President Kevin Klose brought the independent and station
producers of cultural programs including Fiona Ritchie (Thistle
and Shamrock), Becca Pulliam and Branford Marsalis (of
JazzSet), Shari Hutchinson (Marian McPartland's Piano Jazz),
Margaret Howze (JazzProfiles) and me (Jazz from Lincoln
Center et a.) right up front with their staff producers including
Tim Owens, Don Lee, Andy Trudeau, Ben Roe and othersto share
inthe honors. I’'m making a place on my wall for the photograph —
and if you cometo visit I’ ve got afew more stories of the day.

The 2000 honorees for the National Medal of Artswere: Maya
Angelou, Eddy Arnold, Mikhail Baryshnikov, Benny Carter, Chuck
Close, Horton Foote, Lewis Manilow, NPR Cultural Programs,
Claes Oldenburg, Itzak Perlman, Harold Prince, Barbra Streisand.

The Nation Humanities Medal went to: Robert N. Bellah, Will
D. Campbell, (WGBH producer) Judy Crichton, David C. Driskell,
Ernest J .Gaines, Herman T. Guerrero, Quincy Jones, Barbara
Kingsolver, Edmund S. Morgan, Toni Morrison, Earl Shorrisand
VirginiaDriving Hawk Sneve.

Seve Rathe is president of Murray Street Enterprise and senior
producer of Jazz From Lincoln Center. Rathe has created
programs and specials heard on NPR since 1971, including Folk
Festival USA, Jazz Alive, American Music Sampler, RadioVisions
and HEAT with John Hockenberry. His productions have received
three Peabody Awards, three Grammy nominations, the Prix Italia
RAI Music Prize, The CPB and Ohio State awards and numerous
other honors. Rathe is a founding member of AIR and former
chairman of its board.
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Revised Code of Fair Practices for Working

Issued by Association of Independents in Radio (AIR)
and the Producers Advocacy Group (PAG)

June 1999

Revised 1/23/01

INTRODUCTION

The Association of Independents in Radio* (AIR) and the
Producers Advacacy Group** (PAG) present the following code
inan effort to clarify and standardi ze rates and practicesfor working
with freelancersin the public radio industry. In recognition of the
central role freelancers and independent radio producers play in
enriching the content of almost all theimportant programs on public
radio, AIR and PAG recommend the following guidelines when
public radio networks, stations or shows use the work of freelance
radio producers:

LIVING WAGE

Freelance producers should be paid at a rate which allows a
decent living. At minimum we urge acquirersto match theprevailing
rate scale, including benefits, paid to staff reporters and producers
doing comparable work in comparable markets. Prevailing rate
scales for national acquirers should match those of national staff
reporters/producers who are members of the American Federation
of Television and Radio Artists (AFTRA). We aso recommend
that acquirers keep in mind the additional cost of overhead borne
by freelancers and set rates accordingly.

Weencourage freelancersto negotiate, and regularly renegotiate,
for the highest possible rate for themselves.

HOW STORIESARE PAID

Whether paid by minute or by day, stories should be acquired at
rates which reflect the amount of work that goesinto making them,
rather than simply thelength of thefinal product. A fair and flexible
fee structure should be agreed upon in advance. In cases where a
very quick turn around isrequired ahigher rate should be negotiated.

COST OF LIVING ALLOWANCE
Freelance producers should receive cost of livingincreases. This
should bereflected in the annual budgets of acquiring organizations.

CONSISTENCY WITHIN ACQUIRING
ORGANIZATIONS

Freelancers should reasonably expect to be paid at the same
rate (or progressively more) for each story that they complete for
an acquirer, regardless of changes of editor.

TRANSPARENCY

Acquiring organizations should make rate structures and
practiceseasily understood and availableto freelancers. Guidelines
covering ratesand policies should be published, posted on websites,
and sent to al freelancersyearly. Freelancers and editors should be
kept current of al changesin policies and practices.

Public radio shows, networks and stations should have clear
and consistent policies of advancement for freelancers which
describe how freel ancers progress within the organi zations and what
they must accomplish in order to receive higher rates.

PAYMENT PERIOD
All freelance work should be paid within 30 days of receipt of
the finished product, prompted by an invoice from the reporter.
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EXPENSES

Expenses for a piece should be agreed upon before afreelance
producer beginswork on astory. Networks, showsor stations should
cover all expenses, including long distance phone calls,
accommodation, travel, meal s, admission feesand other costswhich
may be incurred in order to produce the story. Mileage is to be
reimbursed at the current rate allowed by the Internal Revenue
Servicefor mileage deductions. Expenses are to be paid within 30
days of receipt of adocumented expense invoice.

KILL FEES

The story should be paidinfull aslong asthework agreedtois
submitted on time, even in situations where the story is ultimately
not aired. An exception to this would be if there are significant
problemswith tape quality which prevent the story from airing. If a
story iskilled mid-stream, the producer should be paid afeewhich
reflects the amount of work already expended on the story.

IDEASAND PITCHES

Anideaor pitch refersto both asubject and an angle or approach.
A producer should be considered to have a proprietary right to
ideas or pitches discussed with editors, and such ideas should be
held in confidence. We highly discourage poaching and
reassignment of idess.

RESPONSIBILITIES OF REPORTERS

Freelancers have the responsibility to strive at all times for
fairnessand accuracy, and should be prepared to back up the“facts’
asserted in a story with evidence. Editors, however, must respect
any and all promises of confidentiality made by the producer in
obtaining information.

Before accepting any assignment, it is the responsibility of the
freelancer to reveal to the editor any actual or potential conflict of
interest. Thisincludes, but is not limited to, any financial interest
relating to the subject matter of the story.

INDEMNITY

Whileit isthe reporter’s responsibility to back up the facts, no
producer or reporter should be obliged to broadly indemnify a
network or show against any claimsor legal actionsresulting from
aradio story. Once a story is accepted and aired the broadcaster
should stand by the producer if the story givesriseto legal action,
except where areporter has plagiarized or violated copyright law.

ADDITIONAL RESEARCH

If, during the course of work, the editor and freelance producer
agreethat astory requirestimefor research or tape gathering beyond
the original expectation, the initial agreement on rates should be
renegotiated.

EDITS

Except for an initial training period for inexperienced
freelancers, we recommend that there be amaximum of three edits
per story at the agreed upon rate. If a piece exceeds three edits,
both the acquirer and the reporter should renegotiate the payment
for that piece.

RIGHT OF REVIEW
After the final edit, any changes to a story that substantially
alter meaning should only be madein consultation with the producer.
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With Freelance Radio Producers

ON-THE-SHELF

First broadcast rights agreements are only guaranteed for 30
days following submission unless otherwise arranged. If a story
hasn't been aired after 30 days, acquirerslosetheright tofirst radio
broadcast, and producersbecomefreetoresell the story elsewhere.
The acquirer should state an anticipated broadcast date at the time
of acceptance.

NOTIFICATION and ARCHIVAL COPIES

Whenever possible, freelance producers should receive advance
notice of air dates and times. Producers should receive a courtesy
copy of all pieces which are mixed by the acquiring organization.

CORRESPONDENCE

Acquirers’ listener correspondence departments should makea
best effort to maintain adatabase of al correspondence concerning
work produced by freelancers, and should provide producerswith
copies of al mail and email correspondence received in response
to the airing of their pieces. Freelancers should also hear about all
feedback given by phone.

RECORDS

We recommend that acquiring organizations keep consistent
records containing work and payment history for each producer.
Records should detail agreements made with each producer
concerning rates, rights, and conditions. Such records should be
readily available to each editor who works with the producer.

RIGHTS

In general, rights agreements with freelance producers are for
non- exclusive, one-time, United States radio broadcast only. All
other rights, including webcast, electronic reproduction,
transmission, or distribution of all, or part, of the story, are fully
reserved by the producer unless negotiated separately. |f additional
rightsare negotiated, they should beclearly stated in acontract and
fees adjusted upwards.

WORK-FOR-HIRE

Freelancers, typically, should retain al rights to their work,
except asin rights agreements negotiated separately. However, under
some circumstances, freelancers may agree to “work-for-hire,” in
which case al rights are purchased by the acquirer; in these cases,
fees should be negotiated upward to reflect the rights purchased.

USE OF CONTRACTS

Freelancers and acquiring institutions should sign a standard
contract on a yearly basis which may be initiated either by the
producer or the acquirer. The contract should specify payment
schedule, expense and kill fee policies, payment for rewrites, and
what rights are being purchased.

In addition, we recommend that freelancers and editorsexchange
a memo or confirmation letter for each assignment. This should
describe the nature of the story, the rate to be paid for this story,
expenses covered, due date, length of story, and any additional
specia circumstances which apply to that story only.

*AIR is a not-for-profit national membership organization
offering infor mation, networking, and other servicesto publicradio
producers.

**PAG isan ad-hoc collective of national producersorganized
to support producer’srights.
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It is our intention to update this document on a periodic basis.
We invite input from acquiring organizations.

©1999, 2001 by the Assaciation of Independentsin Radio and
the Producers Advocacy Group.

NPR Diversity Initiative Offers

Early Career Program for Producers

NPR's News and Human Resources divisions are pleased to
announce the continuation of a professional development program
known as the Diversity Initiative. Dedicated entry-level reporters
and producers from diverse ethnic and cultural backgrounds are
invited to apply.

The Diversity Initiative has two main goals:

- to devel op talented reporter s/producers by enhancing their
journalism, technical, and production skills;

- to diversify the voices, stories, and reporters heard in local,
regional, and national programs on public radio stations
nationwide.

If you work in a public radio newsroom or as an independent,
thisisan excellent opportunity to take the next step in your career.
If you work in print, television, or commercial radio, this may be
the chance you' ve been waiting for to makethetransition to public
radio. If you applied in the past and weren't accepted, you're
welcome to apply again. Though we can't guarantee participants
NPRjobsor air-time, this program will show you what it takes to
get there.

PROGRAM SCHEDULE

Theearly-career program combineswor kshops, self-study, and reporting/
producing assignments. Applicants must be able to devote consider able time
to the program, starting this summer.

Participants will begin in June by developing focus statements for two
story ideas. Assignmentswill be made by the end of June. Participantswill do
theresearch and interviews for their storiesin July and writetheir storiesin
August, with a member of the NPR training staff as their editor.

Participants will bring their edited scripts and raw tape to NPR’s
headquartersin Washington, D.C., for aone-week tutorial in radiojournalism
and production from September 10-14, 2001. During thisintensive, hands-on
seminar, participants will produce the stories they worked on during the
summer. They also will attend workshops led by NPR reporters, producers,
editors, and engineers.

Following the seminar at NPR, participants will spend the rest of the
training period at their home base, working on their own with guidance from
the Diversity Initiative producer/trainer. This phase may include a working
visit by the producer/trainer, during which she and the participant will
collaborate on a project.

Depending on the availability of funds, the training period will conclude
with a final project appropriate to each participant’s skills, interests, and
goals. Options may include a special assignment, a working visit to NPR,
attendance at a professional conference, or being a mentor for an NPR-
sponsored training project at a convention of one of the minority journalists
associations.

The program ends with a comprehensive evaluation, including skills
assessment and goals-setting for future work.

QUALIFICATIONS

A minimum of two years and no more than five years of daily news
experience. Preference will be given to applicants with at least one year of
experience in public radio.

A professional commitment to public radio journalism.

Applicantsshould have backgroundsand per spectiveswhich arecurrently
underrepresented among reporter s/producers throughout the public radio
system.

continued on Page 15
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National Audio Theatre Festival Set for June

By Janet Dagley Dagley
AIRSPACE Editor
daeggadaegga@rcn.com

The" Show Me State” of Missouri may seem an unlikely mecca
for audio drama— after all, how do you show someone something
that can't be seen?

But for 19 years, some of the audio drama world's best and
brightest gathered there for aweek to celebrate their craft and share
it with hundreds of others at the Midwest Radio Theatre Workshop.

MRTW's last workshop was held in 1999, but this June, many
of the same audio-drama experts will once again converge in the
tiny town of Fulton for an intense week of audio workshops
culminating inalive broadcast, asthe new National Audio Theatre
Festival revives and expands on that tradition.

Likethe previous Missouri workshop, NATF offersaweeklong
working — and playing — vacation with a plethora of sessions on
every aspect of audio theatre: sound effects, acting and voice
development, writing, marketing, directing, casting, fundraising,
marketing, production of both live and prerecorded programs,
webcasting, digital editing, sampling, and even the effective use of
silence.

NATF Executive Director Sue Zizza — who happens to be a
well-respected sound-effects artist — took time out from her
preparations not only for this summer’s workshop, but her March
wedding to fellow audio producer David Shinn, to talk to
AIRSPA CE about thefestival and the contemporary world of audio
drama.

Zizza: \We' ve recreated some educational materials for those
who are novices in the audio theater community, as well as those
who want to further honetheir skills. So currently we have abrand-
new teaching text that includes materials from people like David
Ossman (Firesign Theatre) and Yuri Rasovsky (Hollywood
Theatre of the Ear and the Bradbury-award-winning 2000x). It's
got somehistorical material init from peoplelike Norman Corwin,
but more importantly, it's got some brand new scriptsin it that are
coming from new writers, people like George Zarr and Andrew
Joffee, for example.

Thisyear at the conference, for example, we will be recording
sessions on acting, and we will have people like Grammy-award-
winner Jim Dale from the Harry Potter series as a teleconference
guest, and we' Il berecording al of hismaterials. But additionally.
we' |l have peoplelike Lindsey Ellison from Boston, whoiscasting
director for the Library of Congressaudio book series. Additionally
we'll have George Zarr, who's director of talk radio for Sirius
Satellite. We will have Charlie Potter, who's another Grammy-
award-winning audio-drama producer. He'sa so done alot of stuff
in the audio book community. So these people will be working
together to present sessions on acting and casting and voiceover
work and all that. And all of those sessions will be recorded.

Additionally thisyear we're going to record all of the sessions
that haveto do with marketing and distribution of materials. We're
going to have the president of the Audio Publishers Association
with usto talk for atime. We're going to have Rich Fish from the
L odestone Catal og — hisisthelongest-running catal og of specifically
audio-theater materials. Tom Lopez from ZBSwill bethereto talk
about some of his marketing. And myself and The Radio Works
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series, which is 11 years old and heard on more than 60 stations
both nationally and internationally.

At the end of the conference, during the summer, we'll be
working to produce an educational tape set that will include the
acting and marketing components. And then for next year we're
planning, if all continues to go well, to record sessions on sound
design and sessions on writing. So over the next four years, we
hope that wewill have acomplete set of audio materialsfor people
to listen to asreference materials, new materialsthat deal with the
new technologies, that deal with new distribution issues, that deal
with what's going on now in the audio-book community and inthe
actorscommunity.

Over the last number of years, we have, because of the nature
of the conference, tried to really focus on more high-end equi pment.
And the feedback we' ve gotten isthat people can’t afford all those
fancy things. They want to seethingsthat they themselvescanreally
touch and use and afford, so thisyear, for example, onethingwe're
going to do very differently is use mi