
1 

THE INFLUENCE OF THE LIMITED PLAYLIST  

AT THE STORZ BROADCASTING COMPANY DURING THE PAYOLA ERA 

A Thesis 

Submitted to the Faculty 

of 

Purdue University 

by 

Steven Robert Scherer 

In Partial Fulfillment of the 

Requirements for the Degree 

of 

Master of Arts 

August 2002 



2 

CHAPTER ONE: INTRODUCTION 

The year 1952 marked a turning point in American broadcasting.  On April 13th 

the Federal Communications Commission (FCC) lifted a three-and-a-half year freeze on 

the construction of new television stations.  The FCC approval paved the way for 2,053 

additional television stations, enough to provide nationwide service—whereas previously 

television signals covered only half of the country.1

Television’s national dominance over radio would increase.  Listeners were 

quickly becoming viewers.  With network radio programs disappearing and revenue 

eroding, radio executives began to experiment with local programming alternatives to 

retain advertisers.  Radio was not dead yet. 

  

That same year, Robert Todd Storz, vice president and general manager of Mid-

Continent Broadcasting, was successfully developing a unique programming philosophy 

at KOWH, a daytime-only AM station in his hometown of Omaha, Nebraska.  Prior to 

Mid-Continent ownership in 1949, KOWH was the lowest-rated station in a market of 

seven.2  By the end of 1952 after the implementation of a limited playlist of popular 

recordings, KOWH had the largest share (35.9 percent) of listeners in Omaha.3  Storz and 

his management team would replicate the success of KOWH in five other markets during 

the 1950s.  The Storz idea later became known as Top 40.
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Statement of Purpose 

Independent radio station owner Todd Storz made a significant contribution to the 

development of the Top 40 format.  The programming formula of “repeating the hits” 

remains a profitable niche in modern radio.  Although the term “Top 40” is used 

interchangeably to define the programming strategy, as well as a period of time in 

broadcast history, in this study Top 40 will refer to the programming format.  

No single individual, including Storz, is credited with inventing Top 40.  It grew 

from music-and-news, an already established format prevalent among independent 

stations.4

An important ingredient in radio’s transformation during the 1950s involved 

recorded music presented by disc jockeys.  It made economic sense for stations to spin 

records rather than pay writers and musicians—a staple during the golden era.  During 

the 1950s, the music industry was more than willing to provide records to stations, 

realizing radio exposure boosted retail sales.  A dilemma soon emerged within the radio 

industry.  Who would select the music played on the air?  Music-and-news outlets were 

more inclined to allow DJs to select their own records, while Storz and other Top 40 

chains followed their limited playlists.  

  Storz and radio station owners Gordon McLendon, Gerald Bartell, and the 

Plough Broadcasting Company are considered the early innovators—each adding its own 

elements to the format. 

By the late 1950s, stations were routinely receiving many more new releases than 

airtime to play them.  Record companies began to compensate the music selector—a 

business practice within the music industry called “payola.”  Music promoters would pay 

DJs “consulting fees” to audition new releases, hoping to influence coveted airplay.  At 
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the time, this practice was legal if the record promoter reported it in his books and the 

disc jockey included the revenue on his tax return.  

Eventually bribes became shady and illegal.  In a decade ripe with suspicion and 

scandal, a Congressional investigation of payola began in 1959.  The payola scandal was 

an embarrassment for the radio industry.  Ultimate legislation made payola illegal in 

broadcasting with radio managers assuming a more prominent role in music selection—a 

policy already in place at Storz stations. 

The purpose of this study is to examine the role of disc jockeys at Storz-owned 

stations, specifically their function within the controlled music-selection process.  Data 

for this research will cover the years 1958-1960, the pinnacle of Storz group management 

and the period when the payola scandal stirred the industry.  Storz DJs were confined to a 

pre-determined playlist, yet the lure of music industry influence was prevalent during 

those years.  This study will investigate the power of playlists versus payola and the 

relationship, if any, of the Storz disc jockey and record promoter.  Finally, the effects of 

the payola scandal on Storz management and its DJs will be explored. 

 
Objectives of Investigation 

 
This study seeks to assemble an oral history of former Storz disc jockeys.  The 

author could locate only one existing oral history with a former Storz DJ.5  A disparity 

exists in the scholarly treatment of post-war radio talent.  Literature has concentrated on 

the disc jockeys who disseminated early rhythm ‘n’ blues and rock ‘n’ roll music (Alan 

Freed, Dewey Phillips, John “R” Richbourg) and large-market DJs who were products of 
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Top 40’s popularity (Casey Kasem, “Cousin Brucie” Morrow, “Wolf Man” Jack).  Lesser 

known are the groundbreaking DJs who worked for pioneering Top 40 owners like Storz.  

MacFarland (1972) studied the four group owners who developed Top 40: Storz, 

McLendon, Bartell, and Plough.  His work is grounded in the evolution of the format, 

using the owners and managers as sources.  MacFarland’s academic research on Storz is 

limited because the Storz chain was still programming Top 40 stations at the time of his 

study and hence very protective of its operation.6

An important and neglected source is the individual who executed the format on a 

daily basis—the Storz-chain disc jockey.  Storz DJs were an essential part of radio’s 

rebirth during the 1950s.  This investigation will incorporate first-hand accounts by the 

disc jockeys themselves.  This study is not intended to be an all-inclusive treatise of the 

Storz DJ experience, but merely a foundation to fill a void in current research and to 

advance further analysis of these Top 40 pioneers. 

  Trade secrets notwithstanding, the 

untimely death of Todd Storz in 1964 eliminated a most valuable source for scholars 

because no known Storz policy manuals exist.  Storz instead used his program managers 

as disciples of his plan.  Former Storz managers were more willing to discuss operations 

after the sell-off of the Storz stations in the 1980s.  

 
Methodology 

      Through personal interviews with former Storz disc jockeys, oral data will be 

petitioned to examine four principal questions: 

1) What was the disc jockey recruitment process at Storz? 

1.1 How did the applicant learn about the job opening? 
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1.2 Did the applicant submit an aircheck to exhibit his talent? 

1.3 What were the various steps in the hiring process?  

1.4 Did DJs apply at a specific station or the entire group for later placement? 

1.5 Was talent coached in the format or did announcers receive any specialized

 training from Storz management? 

1.6 Did DJ style or skill vary from station to station within the company? 

2) What was the role of the Storz DJ in executing the management-controlled playlist? 

2.1 What was the music selection process at the Storz Stations? 

2.2 To what extent could DJs vary from the playlist? 

2.3 Did disc jockeys have input in the music selection process? 

2.4 What was the role of the national program director and his interaction with the 

local program manager and disc jockeys? 

2.5 Were airchecks ever critiqued? By whom? 

3) To what extent did record companies try to influence Storz music selection? 

3.1 Did record promoters try to influence the selection of particular songs? 

3.2 Did DJs supplement their income with functions such as record hops or music 

consultation? 

3.3 Did Storz have any policies related to the DJ-promoter relationship? 

4) What were the effects of the payola scandal on the Storz organization? 

4.1 Were DJs scrutinized by management or investigated by the government during 

the payola scandal? 

4.2 Did the chain program director become comparatively more important after the 

payola investigations? 
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4.3 To what extent did the DJ’s role change as a result of the payola regulations? 

4.4 To what extent did the music selection process at Storz Stations change after the 

scandal? 

Interviews were recorded on audiotape and later transcribed verbatim.  Oral 

historian Susan Emily Allen writes: 

“Oral history is what comes out of people’s mouths, 
and it has to be captured accurately on paper; or else you 
violate the integrity of the interviewee, who has been kind 
enough to give you his or her time, and you violate the 
integrity of the medium.  What is on the tape is what 
happened in the interview.  What is on the tape is what was 
actually said. It is history already written on the wind, and 
if you feel any responsibility to the truth, you must see that 
the original content gets onto the transcript.”7

 
 

To ensure accurate audiotape transcription, the author applied the following protocol: 

ellipses indicate incomplete thoughts and pauses; brackets contain alterations and 

illuminations; and underlined blank-space denotes the approximate length of inaudible 

content.8

 

  Curse words and slang were retained in the transcription. 

Research Problems 
 

The passage of time makes conducting this research challenging for several 

reasons.  Pre-1960, former Storz employees are roughly 70 years old and either retired or 

deceased.  Some potential interviewees left the radio business years ago.  Contacting a 

disc jockey's previous broadcasting outlet is often ineffective because releasing 

information would invade employee privacy.  Moreover, most radio stations have 

experienced multiple ownership changes over the past 40 years making employee records 

non-existent.  
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Gathering potential interviewees for this study required detective work.  Word-of-

mouth leads within the radio fraternity were most successful in developing contacts.  For 

example, former WTIX New Orleans DJ Dickie Braun was able to provide the author 

with a list of former Storz personalities and their birth names—a very valuable detail 

because many DJs are only remembered by their fictitious air-names.  Three disc jockeys 

from the period being studied (1958-1960) were located and agreed to be interviewed. 

Another obstacle of the passage of time is recollection.  Oral histories rely on 

interviewees’ memories of events and details.  Consequently, there are psychological 

factors to consider when collecting oral research data.  An individual's ability to register, 

retain and recall events from the past is distinct. 

It [memory] is influenced by so many, many 
things—fatigue, age, alcohol, food, drugs, illness, hunger, 
pain.  Almost any emotion will have an influence on what 
we remember or don't remember, varying in each 
individual at different times under different conditions.  
One of the major factors that affect memory is one's 
interest in the subject—what does one want to remember.9

 
 

Although all three interviewees are advanced in age, all have remained actively involved 

in some aspect of broadcasting since their employment with Storz.  Accordingly, it is 

assumed they continue to be stimulated by radio and mentally credible as sources. 

A topic interviewees in this study may avoid is payola.  Since the scandal, the 

term has evoked negative connotations within broadcasting.  While pre-scandal 

compensation to DJs was an accepted music-business practice, interviewees may be 

reluctant to reveal past relationships fearing “guilt-by-association” related to post-scandal 

attitudes.  If an interviewee is unwilling to discuss a matter such as the payola practice, it 

is wise for the oral historian to recognize the reluctance and move on.10 
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Description of Chapters 

 
This study divides into six chapters.  In addition to the introduction in Chapter 

One, chapters two through four provide historical background for the oral history 

transcripts (findings) and conclusions discussed in chapters five and six.  A description of 

chapters two, three, and four follows. 

Chapter Two: The Rise of the Disc Jockey summarizes the early roots of 

announcers playing records on radio and the evolution of the “personality” DJ.  In 

addition, this chapter concentrates on the reasons for the post-war transition from live 

orchestras to recorded music.  The resistance of music-and-news DJs to adopt the Top 40 

regimen is examined. 

Chapter Three: History of the Storz Stations profiles Todd Storz and his 

management team’s programming formula, including an examination of the early 

development and implementation of the format elements.  Mid-Continent’s station 

acquisitions from 1949-1960 are summarized.  Using existing literature and interviews, 

this chapter establishes the function of disc jockeys in the Storz group. 

Chapter Four: Payola traces the history of this established music business 

practice, from vaudeville until the scandal indictments in 1960.  Social, economic, and 

technological variables emerged during the 1950s to promote the payola climate.  The 

scope of payola in radio during this decade is presented in light of the impact of the 

scandal on the radio industry. 
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CHAPTER TWO: THE RISE OF THE DISC JOCKEY 

 
The recorded music format has always been a programming option in radio, even 

from the beginning.  Historians generally agree the first person to play a record by means 

of wireless transmission was Canadian-born Reginald Fessenden, an electrical 

engineering scientist whose research at Purdue University and the University of 

Pittsburgh in the 1890s lead to a pioneering broadcast on December 24, 1906.11  On that 

night, Fessenden communicated the first known voice transmission via his wireless 

station located at Brant Rock, Massachusetts.  During his Christmas Eve performance to 

a limited and surprised audience, Fessenden played his violin, sang, read scripture, and 

played a phonograph recording of Handel’s “Largo.”12

While Fessenden made no claim as to being “the first” disc jockey, another 

scientist, Lee DeForest, dubbed himself “the first disc jockey,” professing to have played 

the first disc sometime in 1907.

  Prior to this event, point-to-point 

messages via wireless used Morse code—dots and dashes.  An interesting aside is that 

Fessenden previously worked for and was a disciple of Thomas Edison, the man credited 

with inventing the phonograph. 

13  Other notable record spinners during the early wireless 

years of 1906-1920 include: Charles D. “Doc” Herrold, who transmitted music programs 

on a regular schedule in San Francisco beginning in 1910; Detroit native Thomas E. 

Clark, who played phonographs to maritime interests on Lake Erie around this same time; 
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Dr. Elman B. Meyers, who played music eighteen hours a day in New York City in 1911; 

and Dr. Frank Conrad, a Westinghouse scientist, who played records in Pittsburgh during 

World War I on his experimental station that would later become KDKA.14

Radio stations aired a mix of live and recorded music through the 1920s as the 

medium experienced rapid growth in both licensees and listeners.  During this decade, 

radio emerged as a serious competitor to other forms of entertainment such as vaudeville 

and movies.  Music publishers felt threatened by the rising popularity of radio, too.  They 

feared that the broadcasting of music would negatively affect the sales of phonograph 

records.  Accordingly, the American Society of Composers, Authors and Publishers 

(ASCAP) warned stations not to play songs from its catalog or else face unauthorized 

public performance charges.  Radio resisted, claiming its listeners did not pay for 

programming so the station should not have to pay publishers for royalties.  When the 

legal quarrel ended, ASCAP secured the right to charge stations an annual fee.  Despite 

wrangling with publishing interests and the formation of national networks that embraced 

live entertainment, a few radio stations continued to program recorded music throughout 

the Depression and World War II. 

 

The term “disc jockey” first appeared in Variety in 1941.15  One of the 

groundbreaking “record jockeys” (as they were previously called) during the golden era 

was Al Jarvis of KFWB in Los Angeles.  In 1932, Jarvis created a record program called 

“The World’s Largest Make Believe Ballroom.”  What made his local show successful 

was the use of popular records, as opposed to the stale transcription discs purchased by 

stations at the time.  For the first time, the personality of the disc jockey was injected into 

the presentation.16  A KFWB newsman, Martin Block, later moved with the make-believe 
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ballroom idea to independent WNEW in New York City, where he developed a similar 

show in 1935.  On the “Make Believe Ballroom,” Block played recorded band music but 

introduced each act as if it was performing live in a dance hall.  Block was the first disc 

jockey to become a huge star.  He reportedly earned $750,000 a year while under contract 

with two independent stations (KFWB and WNEW) and the Mutual network in 1947.17

Meanwhile, Al Jarvis moved his successful show from KFWB to cross-town 

KLAC Los Angeles.  Shortly thereafter, KLAC became an innovative independent 

station by countering network competition with a Top 10 countdown in the late 1940s.  

Today KLAC is considered to be the first all-disc-jockey station, in part because it 

actively promoted its on-air staff, “The Big Five.”

  

The personality disc jockey was born.   

18

The advent of television in the late 1940s and early 1950s marked the beginning 

of radio operators’ heavy reliance on recorded music programs presented by disc jockeys.  

Disappearing network programming and sheer economics dictated the transformation.  

As a result, disc jockeys—particularly those transmitting from 50-thousand watt, clear-

channel stations—became regional celebrities who wielded considerable influence within 

the music business.  In most cases, disc jockeys selected their own music during this 

period.  This prerogative established a musical genre many radio stations would 

eventually embrace—rhythm ‘n’ blues and its derivative, rock ‘n’ roll. 

 

Rhythm ‘n’ blues music was born and disseminated in the South.  Beginning in 

the late 1940s, Nashville disc jockey, Gene Nobles, played rhythm ‘n’ blues to a racially 

mixed audience during his late night show on WLAC.19  Its nighttime signal covered 

most of the eastern United States, including Ohio, where Alan Freed was a frequent 
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listener.20

While a new form of music transformed the radio dial, the function of the disc 

jockey also changed.  MacFarland wrote, “In the 1950s, disc jockeys ran the gamut from 

being considered among the ‘saviors of radio’ in the early period to the ‘Judases of 

jukedom’ at the end of the decade.”

  In 1951, Freed began to play rhythm ‘n’ blues on WJW in Cleveland.  Freed 

moved his show to WINS in New York in 1954 and became one of radio’s most famous 

disc jockeys as rhythm ‘n’ blues evolved into what he called “rock ‘n’ roll.” 

21  When independent radio operators began to adopt 

the Top 40 format, personalities played a less significant role in the music selection 

process.  Big-name DJs objected to management-controlled playlists and the emerging 

philosophy of less banter between records.  A 1958 Variety front page headline asked, 

“Deejay: Performer or Puppet?”  The article reported, “The disk jockey is now in a fight 

for survival.  Hailed as a hero in radio’s surging boom in the face of television 

competition, the deejay now feels himself being cut down to size in the machine of 

‘formula radio.’” 22

The role of the DJ became more of “entertainer” who now managed commercials, 

jingles, promotions, and contests—not to mention music.  Chuck Blore, a successful Los 

Angeles program manager during this time, hired his DJs based on their ability to be 

“showmen” instead of music aficionados.

  

23  Subsequent analysis will highlight the 

function of the Storz chain disc jockey during the time period being examined.
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CHAPTER THREE: HISTORY OF THE STORZ STATIONS 

 
When Todd Storz died unexpectedly in 1964, his fifteen-year radio venture was 

already renowned within the industry.  The successful post-war programming formula 

Storz pioneered in Omaha was widely imitated yet often criticized.  Station owners and 

managers throughout the country would visit Storz stations to watch and listen, hoping to 

replicate the success of a Storz station in their own markets.  Critics, on the other hand, 

argued Storz’s use of sensational newscasts and outrageous promotions exploited the 

gullibility of radio listeners.  A few modern historians claim that his music policies led to 

the dethroning of the disc jockey and the homogenization of rock ‘n’ roll.24

Born in Omaha on May 8, 1924, Todd Storz turned a childhood hobby into a 

successful career in broadcasting.

 

25

“Robert Todd Storz entered broadcasting at the age 
of eight, when he built his first crystal set.  He got his ham 
license at sixteen, took over his first commercial station at 
25.  

  A 1957 profile sketched Storz’ early interest in 

radio: 

Todd went to Omaha public schools, then to Choate 
School, Wallingford, Conn.  He spent a year at the 
University of Nebraska, and three years in the Army Signal 
Corps as a cryptographic officer. 

After his discharge in 1945, Storz attended a 12-
week summer radio institute sponsored by NBC and 
Northwestern University.  His first radio job was with 
KWBW, Hutchinson, Kansas, where ‘I did everything—
engineering, announcing, selling, typing, copy, sweeping 
the floor.’ 

In 1947, he moved to Mutual’s Omaha outlet, 
KBON, where for a year he was a disk jockey with the 
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1490 Swing Club, which ran from 11:00 p.m.-1:00 a.m. 
Storz then switched to KFAB, Omaha, for a sales job.”26

 
 

Todd’s father, Robert H. Storz, was vice president of the local Storz Brewing 

Company and provided initial financial assistance when Todd became interested in 

acquiring his own station.  It is important to note that Todd could have pursued a 

privileged position within the brewery instead of broadcasting.  His passion, however, 

was radio and he “didn’t want anything to do with the family business.”27  In April 1949, 

father and son purchased KOWH from the World Publishing Company for $75,000.28  

KOWH was a daytime-only, 500-watt station broadcasting at 660 kHz.29  The sale also 

included an FM companion, KOAD, which was later sold.30  With this sale, Mid-

Continent Broadcasting Company was born, with Todd as president and his father as 

board chairman.31

When Mid-Continent purchased KOWH, the station featured “a hodgepodge of 

programming” with “no real format whatsoever.”

 

32  Shortly thereafter Storz began 

emphasizing popular music.33  During late 1949, the market leader was 5,000-watt KOIL 

with a 37.4 percent Hooper share of the Omaha morning audience compared with 

KOWH’s 4.2 percent share.34  Two years later, KOWH surpassed KOIL as the market 

leader, and by late 1956, KOWH dominated the market with a 39 percent share versus 

KOIL’s 23.1 percent morning share.35  In March 1957, Mid-Continent sold KOWH to 

National Review owner William F. Buckley, Jr., for $822,500.36  Bill Stewart, a longtime 

Storz national program director, claimed that the KOWH sale was the highest price ever 

paid, at the time, for a daytime-only station.37 
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Early success in Omaha motivated a deliberate progression of acquisitions 

beginning with WTIX in New Orleans for $25,000 in 1953.38  Storz applied the same 

blueprint that worked in Omaha, acquiring a weak station in terms of both signal strength 

(250 watts, 1450 kHz) and ratings (11th place, out of 11 stations).  George “Bud” 

Armstrong, a longtime Storz executive, remembered, “When we took over the New 

Orleans station it was a classical music format and we changed it.”39

“We played the Top 40 and we started playing right 
through in that order and we wound up, and that was really 
the first Top 40 show that we had and, as far as I know, that 
anybody else had…Somehow it stuck in the industry and 
became a household word for pop music broadcasting: 
‘Top 40 stations’, ‘Top 40’ this and that.  But that’s how it 
started.”

  Armstrong was 

transferred from Omaha to manage the station.  WTIX’s foe, WDSU, had a popular 

music show called, The Top 20 at 1280.  Armstrong countered by creating a program of 

hits called, The Top 40 at 1450. He remembers: 

40

  
 

It is because of this show that historians point to WTIX as “the birthplace” of  

Top 40.  A year after the Storz purchase, it was the top-rated morning station in a very 

competitive New Orleans market.  Four years later in a 1957 interview, Todd Storz 

seemed astonished at WTIX’s success,  

“I had grave doubts about New Orleans.  That city 
is at least 50% Negro, and there are large French and 
hillbilly populations.  Yet the pattern is working there on 
our WTIX.  We are operating successfully in the most 
diverse markets.”41
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In 1958, Mid-Continent purchased WWEZ in New Orleans for $490,000.  The company 

moved the WTIX call-letters to a new location on the dial (690 kHz) and gained a more 

powerful signal (5,000 watts).42

WHB in Kansas City was purchased for $400,000 in 1954.  It was Mid-

Continent’s most powerful facility to date, broadcasting at 710 kHz with 10,000 watts 

day and 5,000 watts at night.  WHB, dubbed “the World’s Happiest Broadcasters” by 

Armstrong who was relocated to manage the new acquisition, quickly became the 

group’s most successful station in terms of market dominance and revenue.  In a 1956 

profile of Storz, Time magazine reported, “WHB is now Storz’s biggest moneymaker, 

grosses $2,000,000 a year.”

 

43

“We had fantastic ratings there for years and years 
and were always a major factor in the marketplace.  Within 
a year, or maybe fifteen months, depending on how you 
count, the station had repaid its purchase price—after taxes.  
In 1955, in that first year after we bought it, the station 
billed more advertising revenue than any station in the 
history Kansas City ever had, and that went on for several 
years.”

  Armstrong remembers: 

44

 
 

Mid-Continent continued to expand its assets from 1955-60 by purchasing four 

more stations, including: WDGY in Minneapolis-St. Paul (50,000 watts at 1130 kHz) in 

1955; WQAM in Miami (5,000 watts at 560 kHz) in 1956; KOMA in Oklahoma City 

(50,000 watts at 1520 kHz) in 1958; and KXOK in St. Louis (5,000 watts at 630 kHz) in 

1960. 

Disc jockeys were an important cog in the Storz machine.  They were particularly 

vital in executing station promotions and contests.  One highly publicized stunt involved 

WTIX disc jockey Bob Stitch in 1956.  In what station management dubbed the 
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“Madman” promotion, Sticht slowly dropped $200 off a three-story building to 

unsuspecting bystanders.  While the stunt unfolded, a huge crowd disrupted downtown 

New Orleans as listeners attempted to gather the one-dollar bills.  Sticht was arrested for 

disturbing the peace but later released with the aid of nearly one-thousand fans who paid 

his bail.45

The publicity generated by such stunts was not a fluke.  Storz and his managers 

were meticulous in planning promotions.  An undated memo from the WTIX “Madman” 

promotion contains a detailed map of where the event would transpire and instructions 

for the station personnel: 

 

“MEMO TO ALL CONCERNED WITH MADMAN 
PROMOTION TODAY (i.e. EVERYONE) 
 Above is a diagram of the corner that we will use for the 
money-throwing.  Each corner is numbered on the diagram; 
note which numbered corner you are to be on.  You are to 
be on your corner at five p.m. promptly…wait for Sticht to 
appear…and then sound off in loud clear tones that ‘it must 
be Bob Stitch from WTIX’.  Please don’t stand on the 
corner watching the roof of Stein’s in anticipation, else it 
might be tipped off.  Stitch will appear at approximately 
5:15 PM in order to give us the maximum crowd on the 
streets. 
Corner 1: Pat Gantt, Mike Secrest 
Corner 2: Jimmy Steele (use the phone just inside the front 
door to the left to report…call three minutes after Stitch 
throws money and crowd first catches on what has 
happened. 
Corner 3: Gerry Spinn, Mary Lou DeRose 
Corner 4: Marcia Hochman, Dan Danton 
*Fred Berthelson will supervise the entire promotion with 
his usual nerveless aplomb. 
*Employees are requested to keep their cotton-pickin’ 
hands off the loot…it’s for the customers.”46

    
 

Unlike their involvement in promotions, Storz DJs were not an integral part of 

music selection.  Storz believed, “The programming of music is out of our hands.  It is 
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controlled entirely by the choice of the public.  If the public suddenly showed a 

preference for Chinese music, we would play it.  We don’t, for example, assume that 

some people like hillbilly music and therefore put on a program of that type.”47  

Accordingly, playlists were based on local and national surveys compiled by the national 

program director.  Managers stressed the importance of the adhering to the playlist.  Bud 

Armstrong, then manager of WHB Kansas City, would reiterate to talent: “About the 

time you don’t like a record, mama’s just beginning to learn to hum it.  About the time 

you can’t stand it, mama’s beginning to learn the words.  About the time you’re ready to 

shoot yourself if you hear it one more time, it’s hitting the top ten.”48

“We were totally disinterested in being the first to 
break a record, and that was the hallmark of all of the 
stations and everything later.  We were not in the business 
to make hits out records.  We were in the business to play 
hits, not make hits, and we never, ever allowed anyone to 
introduce any new material.  It used to drive the disc 
jockeys nuts sometimes.  They’d say, ‘Oh, you’re stifling 
our creativity,’ but not so.  We wanted to play what the 
public wanted to hear, not what somebody else wanted the 
public to hear.”

  Armstrong 

explained several years later,  

49

 
  

DJs were allowed leeway in arranging their own sequencing as long as they stuck 

to the playlist and did not force their own selections on the audience.  Todd Storz 

believed, “...that ‘program balance’ is a myth.  It may be that there is really no such thing.  

We don’t worry at all whether a vocal follows a vocal.  Nor do we program to fit the 

‘mood’ of a day part.”50  Storz added, “We want our men to talk enough to become 

personalities, to achieve individual identities.  Otherwise, the station’s sound is apt to 

become only ‘background,’ and we want the listener to listen actively.  We encourage the 



 20 

disk jockey to use his own talent.  If he sings, let him sing.  He is left completely free to 

talk as he feels best.”51  Yet, station management discouraged aimless banter.  A Storz 

rule was, “If you don’t have anything to say, don’t say it.”52

Storz used several strategies when hiring talent and did not necessarily eliminate 

existing personnel when a new station was acquired.  Armstrong remembered, “We never 

tried to replace all the talent on a station.  We thought that anybody that was salvageable 

and had maybe been under used or underutilized or was doing a good job was retained, 

and that was true in all the stations.  We tried to hire the best talent, keep the best we 

had…”

 

53  In other cases the chain would buy talent from competing stations in order to 

have local names to promote.54  But the overall plan was to continually cultivate talent.  

As a trade paper reported, “Storz looks for the best he can afford, [and] is always 

listening to tapes of disk jockeys in other areas.”55
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CHAPTER FOUR: PAYOLA 

  
Payola is an undisclosed payment by a music promoter to a broadcaster for the 

purpose of influencing the airplay of a particular song.  The business practice of “paying-

to-play” nevertheless pre-dates radio.  During the vaudeville era, publishers compensated 

popular artists for performing specific songs.56

The term payola was coined by Variety in 1938 in the wake of numerous stories 

covering music "pluggers" who promoted their songs to big-name orchestra leaders with 

network radio shows.  It was common for as many as a dozen pluggers to attend a remote 

broadcast begging a popular bandleader to perform a specific piece.  In 1935, NBC 

barred pluggers from entering the RCA building hoping to insulate the directors from 

relentless promo men.

  It was believed that increased exposure 

augmented sheet music sales.  Payola has been associated with broadcasting since a 

national scandal tarnished the radio industry in the late 1950s.  

57

Technical improvements in audio production, the emerging postwar youth market, 

and radio’s reliance on recorded music together fueled the increase new record labels 

from about a half-dozen in 1945 to nearly two thousand by 1959.

 

58  By the end of the 

1950s, large-market radio stations were receiving as many as 300 new record releases 

each week.59  With many more records being produced than could be broadcast, record 

companies followed the industry formula of compensating the most popular platter 

spinners.  In addition to cash, DJs were offered gifts such as liquor, TV sets, clothes, and 
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sometimes prostitutes.  In a 1959 Life magazine expose, former WXYZ Detroit DJ Ed 

MacKenzie remembered a "record plugger once offered to install a bar in my 

basement."60

The symbolic birthplace of what was to be known as “the payola scandal” was the 

Second International Radio Programming Seminar and Pop Music Disc Jockey 

Convention at the Americana Hotel in Miami Beach.  Nearly three-thousand disc jockeys, 

station managers, record company salesmen and talent attended the three-day colloquium 

in May of 1959.  As it did the previous year in Kansas City, Storz management organized 

the convention and paid an estimated $55,000 to assemble the gathering.  Although sixty 

experts on 18 major panels discussed topics of concern to radio, the seminars were 

overshadowed by the convention frivolities reported in the press.

  

61

Time magazine portrayed the DJs in attendance as members of "one of the most 

pampered trades in the U.S."

   

62  Variety reported on the free meals and other temptations 

provided by record companies: “Via their hospitality suites, they provided around-the-

clock lubricating stations.  Some of the indie diskeries provided stronger forms of 

recreation and gave the jockeys their most painful morning-after hangover: the problem 

of combatting [sic] a spicy yarn in the Miami News [sic] which might possibly reach 

their folks and bosses back home.”63  An unflattering headline in the Miami Herald 

exclaimed, "Booze, Broads, and Bribes."  Former DJ Bill Lowery was in attendance as an 

independent record producer.  He recalled, “There were women running all over 

everywhere—about half the hookers in Miami, and they brought some outsiders as well.  

It was just a pretty wild scene any way you looked at it.  A lot of alcohol and a lot of 

women.”64 
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Todd Storz’s reaction to the convention’s negative publicity is unclear.  Although 

possibly unrelated, his national program manager, Bill Stewart, who spent six months 

organizing the Miami event, resigned shortly after the convention.65  Speculating on 

future sponsorship of DJ conventions, Todd Storz told Broadcasting: “It will be a very 

austere meeting, held in some relatively small midwestern [sic] city which is easily 

reached…but the emphasis would be on the business meeting.”66  MacFarland concluded, 

“The Storz Stations’ sponsorship of two national disc jockey conventions was primarily 

motivated by the desire to improve the prestige of a Top 40 operation.”67

 Elected officials noticed the attention payola was receiving in the popular press.  

It was also a wake-up call for naïve station owners and managers who were unaware of 

payola or didn't mind their popular personalities earning a little extra on the side.  A book 

by Fornatale and Mills (1980) quotes an un-named Storz employee who claimed: “Todd 

used to sit and scheme for hours about how he could tap into this cash flow.  It drove him 

crazy—and a lot of other station owners too—to know that these payoffs were flowing 

right by them into the hands of the deejays.  He kept looking for a way to get a share, to 

get the record companies to channel money to the station owner…”

 

68  This claim is 

puzzling because it is inconsistent with Storz’s own music philosophy: “I won’t play 

anything that isn’t a hit, can’t be a hit, or wasn’t a hit.”69

One chink in the Storz music policy could have been its “Pick Hit,” where the 

national or local PD could use his own discretion in adding local or regional songs to the 

chain playlist.  A former KOWH jock from 1957-1959, Henry Busse, Jr., pondered the 

  Record promo men were more 

interested in wooing stations that were more apt to “ride” a new release whereas Storz 

was more likely to wait for a song to become a hit. 
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policy forty years later: “You think the pick hit didn’t have clout?  You think there 

weren’t people sitting in Bill Stewart’s office trying to get them to choose their record as 

a pick hit—in Miami?  Oklahoma City?  Omaha?”70

The Storz chain acknowledged its relationship with record promoters in a trade 

paper special report on payola.  Bud Armstrong, then executive vice-president of the 

group, told Broadcasting in 1959: 

 

“With radio so important to the economic success of 
record companies, there are naturally going to be some in 
the industry who will go to great lengths to insure the 
playing of a record.  However, most companies engage 
only in legitimate public relations with our program 
directors and personalities.  They invite our people to lunch 
or dinner and in the process sell themselves and their new 
releases. 

We feel this kind of record company activity is both 
acceptable and even desirable.  However, if the selling 
process becomes pressure or bribery, we are most 
emphatically opposed.  Stations who permit their personnel 
to be bought are courting disaster—to their audience, their 
integrity and finally to their pocketbooks. 

Gifts of television sets, expense-paid vacations, 
boats, cars, and what-have-you are clearly as much a bribe 
as outright cash.  Storz policy expressly forbids our people 
from accepting any such gratuities, and we have virtually 
no trouble in making it stick.”71

 
 

When several government investigations were announced, many paranoid radio 

executives conducted their own in-house investigations.  Fearing eventual action by the 

FCC, owners suspended or in some cases fired DJs suspected of accepting payola.  Many 

DJs resigned before they were asked questions.  Jack LeGoff, news director at WJBK-TV 

in Detroit, was fired after he defended payola in an editorial as “a part of American 

business.”72  His fellow employee, DJ Tom Clay, was dismissed for taking payola and 

two other WJBK-AM staffers resigned.  Around this time, a WHB disc jockey was 
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audited by the Internal Revenue Service solely based on his occupational listing.  Bob 

Robbin maintains the auditor selected him because he was a broadcaster.73

The U.S. House Legislative Oversight Subcommittee conducted the most highly 

publicized investigation.  In late 1959, it sent investigators to Boston, Chicago, Los 

Angeles, Milwaukee, New York, and Detroit to examine the payola racket.  An aide said 

the subcommittee “had been receiving complains from all parts of the country about disk 

jockeys and music programs.”  The subcommittee claimed it had received many letters 

“from irate parents complaining about particular types of music—specifically certain 

types of rock ‘n’ roll and the music aimed at the teenage market.”

 

74

Critics argued the hearings were merely a witch hunt.  Broadcasting trade papers 

reported it as election-year grandstanding by the same politicians who presided over the 

previous year’s quiz show scandal.  Nevertheless, more than fifty witnesses testified 

before the committee including DJs, program managers, radio station owners, record 

distributors, music surveyors, and FCC officials. 

  Claiming the moral 

high-ground, ASCAP and other publishing interests lobbied Capitol Hill asserting payola 

was the reason rock ‘n’ roll music existed.  The subcommittee began hearings on “Payola 

and Other Deceptive Practices in the Broadcasting Field” in February of 1960.  The focus 

was clearly on rock ‘n’ roll. 

The consequences of the payola hearings and scandal varied.  East Coast jocks 

who lost their jobs migrated to mend at West Coast stations.  Two New York DJs, Alan 

Freed and Peter Tripp, were indicted by a Manhattan grand jury on charges of 

commercial bribery for accepting thousands of dollars in payments.  Both men were 

briefly employed by Storz during their careers.  Tripp worked at WHB Kansas hosting 
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the station’s first countdown show in 1954.75

In 1960, the Communications Act of 1934 was amended to discourage payola.  

Stations were required to announce on the air any "promotional considerations" accepted 

to broadcast specific programming.  This made the licensee responsible for disclosing 

gifts accepted by its employees.  Violators faced fines up to $10,000 and jail terms up to 

one year. 

  Freed joined WQAM in Miami briefly in 

the early 1960s.  

MacFarland concluded, “The payola scandals did not cause, but instead served to 

strengthen the resolve which Top 40 management already had to control the selection of 

records played on their stations.”76
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CHAPTER FIVE: TRANSCRIPTS 

 
Transcript of Lan Roberts 

Lan Roberts was born December 18, 1938 in Greenville, Texas.  While in high 

school he began working as a disc jockey at his hometown radio station in Bonham, 

Texas.  He continued his radio career at KRBC in Abilene while attending Hardin 

Simmons University.  In 1956 he joined KILF Dallas and was one of the youngest DJs 

ever to work at the McLendon-owned station.  After several more years in Texas radio, 

Lan was hired by Storz, sent to Omaha, and later transferred to WTIX in 1958 where he 

was a disc jockey and program director.  He left New Orleans in 1962 and moved to 

Seattle for 12 years, working at both KOL and KJR as a DJ and program manager.  While 

in Seattle he completed his education by earning a degree in radio and television from the 

University of Washington.  In 1974, he moved to Hawaii where he spent ten years as a 

DJ and PD.  Beginning in 1985 and continuing ten years until his retirement, Lan was a 

manager and consultant at overseas radio stations in Taiwan, Singapore, and Hong Kong.  

This interview was conducted in Bonham, Texas on February 9, 2002.  The 

interviewee and interviewer listened to a WTIX newscast from 1960, prior to the 

interview. 

(R: Roberts, interviewee) 

(S: Scherer, interviewer) 

S:  How did you get the job with Storz?  What was the process? 
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R:  It’s different with different people, but with… In this particular instance, I was 

working six until nine o’clock at night—the evening show—at KXOL in Fort Worth. 

And I had been there for, I guess, maybe six or seven months from KELP in El Paso.  

And one night I get this phone call, while I was on the air, from Bill Stewart who was the 

national program director for Storz Broadcasting.  And I of course, everybody new the 

name of “Bill Stewart.”  I was quite honored that he even called to begin with.  He said 

he was in Dallas on business and had been listening to me on the air and wanted to know 

if I’d be interested in going with Storz. 

S:  And the year is? 

R: 1959.  1958 or 1959.  And I said, “I’m really flattered.”  I said I haven’t been here at 

KXOL very long.  And I had always not “burned any bridges” behind me.  And I didn’t 

really want to “burn a bridge” there.  But he said, “I’ve got two places for you to go…and 

I don’t know which it is…it’s either Miami WQAM or WTIX in New Orleans.”  And he 

said, “Could you, could you come up to Omaha,” which is their main office “and stay 

there for a month or two?”  He said, “We’ll pay all of your expenses—coming up there 

and everything.”  And I said, “Sure.”  I said, “Let me turn in my resignation.”  And, I was 

happy there at KXOL, but I wasn’t… I wasn’t… And it was a good radio station.  It 

sounded dynamite.  Bob Schieffer was the newsman there, you know?  [The broadcast 

journalist] that works for CBS?  And the guy that took my place when I left was George 

Carlin [the comedian].  So, it was a fairly well known station.  And it sounded great on 

the air.  But going with Storz was something!  You know?  Like when I went with 

McLendon the first time…I kind of wanted to go back with McLendon but I didn’t have 

any opportunity to do it except to go to KELP in El Paso. 
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S:  Then your first job…your first job was with McLendon?  Your first radio job [was 

where?] 

R:  First job was here in Bonham—KFYN—the local radio station I worked at after 

school [high school]. 

S:  What are the call letters in Bonham? 

R:  KFYN.  And then I went to college at Abilene, Texas that summer.  And an extended 

area…an extended three months… I worked for six months with McLendon in Dallas.  

So while I was going to college, I worked at KRBC [Abilene] out there at the radio 

station there.  And it was kind of a part-time/full-time job.  And [working there] helped 

me get through college and everything. 

S:  And in Dallas you worked at? 

R:  KLIF—an incredible experience.  And it was like “show business” from the first day 

you went there.  Gordon had this screening room.  His dad owned most of the movie 

theaters—B. R. McLendon—movie theaters in Texas…most all of them in Dallas.  So, 

we had this screening room there.  And my first day there, they invited us up for a party.  

And here’s this big tub of beer in there.  And we were going to get to see a movie about a 

week before it was going to be released.  I can’t remember what the movie was but that 

always happened.  McLendon and Storz both had a unique attitude about radio.  And that 

is the fact that they really made it a part of show business.  McLendon really had that 

show business flair—just like a carnival, the carnival sideshow thing.  And I come to find 

out Storz was even more so a sideshow freak.  You know, some of the stuff we did down 

in New Orleans was just sideshow stuff, right?  But it was a lot of fun to do.  That’s how 

I got with Storz.  I went to Omaha.  [I] was there for about two months.  And while I was 



 30 

up there I worked for KOIL—Don Burden’s station up there—as a favor for Bill Stewart.  

He [Stewart] says, “Can you fill-in here until they can get somebody?  Until I, we can 

send you down South?”  I said, “Sure.”  So, I worked there maybe three weeks.  And then 

one day Bill says, “Hey, we’re going to send you to New Orleans.” 

S:  Now did you meet with Storz up in Omaha? 

R:  Yes [I] met with him.  And we talked.  And we had a conversation similar to what 

we’re having right now.  He just basically wanted to… Remember I mentioned last night, 

that he had a… I think it was… It was probably his M.O. [modus operandi] to get on a 

personal level with the people that worked for him—really get in their head.  Especially 

to find out if they had creative juices flowing.  And, I remember that he… Some of the 

questions that he would ask and we would talk about [were] very casual.  [They] were 

really probing questions—especially in creativity.  Like, “What would I do in a situation 

like this? Do I have any ideas about this?” or whatever.  So, I think that’s the way he… 

You mentioned that several other people [disc jockeys] had gone to Omaha, too.  And I 

think this was probably, when he had a chance to do it, to get on a personal level with the 

people who worked for him.  He had a very high regard for his people on the air.  There 

are not too many station chains that I had worked for that had the attitude Storz had 

regarding their personnel and how they felt about them.  And how they would really 

“mother hen” them so-to-speak for their development.  And make sure they’re happy 

with the company—very few. 

S:  Did you… So you didn’t submit a resume or audition tape? 

R:  No. 

S:  Probably they weren’t doing that at this time? 
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R:  They were doing it.  But it… In radio, then and probably now, you really didn’t need 

one.  Because, you know, people knew of you by reputation and what you’d been doing 

on the air—what kind of numbers you had.  All they had to do was look at the ratings 

book and see if you were doing any good.  And a lot of decisions on hiring were based on 

that.  So of course there’s a resume and you had to fill things out.  I had my resume.  But 

I never sent them a resume or said, “This is what I did.”  Bill just asked me to come to 

work for him and I said, “Okay.”  So, we were on our way from there. 

S:  Now the home office was still in Omaha, but... 

R:  Right. 

S:  But at that time, Storz had sold off… 

R:  He had sold KOWH.  But it still sounded like a great radio station.  It was only a day-

timer.  Do you believe that?  It was kicking serious ass in Omaha. 

S:  It was two-hundred watts? Or… 

R:  Five-hundred watts. 

S:  Five-hundred watts. 

R:  Unbelievable.  Of course, you know Omaha is flat country.  And you can get 

anywhere with a signal.  There are no hills you need to deal with. 

S:  So in Omaha, did you receive any sort of coaching or specialized training to gear you 

into the Storz chain that you recall? 

R:  Nothing to speak of.  Of course, with my little stint there on KOIL, Storz and Stewart 

both got a chance to listen to me, right?  And I was probably over at Bill’s house or 

meeting with him and Todd.  Gosh, at least two or three times a week, maybe more.  

Sometimes with Todd… But mostly with Bill… In mostly his house… It was a matter of 
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getting to know things.  And they treated me like a king up there.  And there was no real 

orientation as far as what, “this is what we’re doing and you’ll have to fit into this box,” 

or anything.  The only box that they had was “to be yourself.”  And be as creative as you 

can, because that’s the only thing we have to sell.  It really impressed me when he said 

that.  As a result of that, through my later years in radio, I tried to emulate that to the best 

of my ability—the stations I worked for when I was either program manager or general 

manager.  To be able to set that kind of foundation up, and it has always worked.  But it’s 

a basic... It was a basic thing that Storz had—the way he set up his stations, his personnel.  

And there was a similar feeling of people I talked to that were in sales, and in 

management, and in other areas.  He felt that a radio station was show business from the 

receptionist up.  Even the receptionist was very carefully hand picked.  You know?  She 

had to be really out-going, friendly.  Be able to really knock some heads around when 

she’s taking a tour through the radio station.  Because ninety-percent of the time the 

only… And he said this… Storz said this and I thought it was a really interesting thing 

for him to say, “Ninety-percent or more of the time a listener comes in contact with the 

radio station is through the receptionist” —either on the telephone or when they come up 

there to visit the station.  And that person is so important because people, when they 

leave, are going to remember how they were treated—the same thing on the phone, too.  

And that impressed me.  And I think it’s really true.  I mean, you’ve seen businesses and 

other radio stations [or] whatever that had just a receptionist who was a “dink.”  I mean a 

real dink!  And this is supposed to be the representation of the radio station.  See, that 

was the thing about Storz.  He would zero-in on things that a lot of people wouldn’t think 

about, which is really important.  And I think that’s important, too.  I think the 



 33 

receptionist is very important—good-looking, able to handle herself well, make a person 

feel at home.  Boy, what a great stroke that is. 

S:  It sounds to me that he was a hands-on manager. 

R:  Well, you couldn’t say he was a “micro-manager.”  You couldn’t say that.  He let his 

people do, you know, what they did best.  He never came in and said, “I …” He kind of 

reminds me of a Rottweiler.  And by that… I don’t know if you’ve ever been around 

Dobermans or Rottweilers?  A Doberman will look at you.  And stare a hole through you 

and then attack whether he likes you or not.  A Rottweiler will sit there.  You just know 

that dog is studying you and studying the situation.  You can see by the eyes.  And Todd 

was a lot like a Rottweiler.  He would… Before he would say anything, he would study 

things out and make sure he knew exactly what the situation was before making any 

comments on it whatsoever.  He was very careful not to step on management or talent’s 

feet in any way—as to rub them the wrong way.  So everything that he said was very well 

thought out.  And in his own mind, weighed to the point to where he didn’t make 

comments unless it was absolutely necessary.  He was… A lot of people say he was kind 

of quiet, you know, unless you really knew him, and then he wasn’t afraid to talk. 

S:  So you’re assigned to WTIX in New Orleans.  Who is the program director there? 

R:  The program director then was Marshall Pearce.  And he had been hired from 

WSMV, which was a middle-of-the-road station there [in Nashville].  He had only been 

there for several months.  He was in his, maybe, middle-40s to late-40s at the time—

really nice guy.  [He] was not the type of guy who was a really aggressive program 

director.  But was someone who knew how to keep his mouth shut when he [Laugh] 

didn’t have to be around there playing program director…and was doing a very good job.  
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He had a… He had a flair.  And he had really big ratings at WSMV.  And that was one of 

the basic reasons they brought him over.  And he had been the PD over there at WSMV.  

He was a good choice.  He did very well for WTIX certainly, in my opinion.  Fine 

ratings—thirty… Thirty-five percent of the audience, you know, and higher at times.  

Sometimes we had forty-five percent of the audience there. 

S:  What made that station unique in that market? 

R:  The thing that made that station unique in the market is what made every station 

unique in a market that Storz was in.  It was his basic philosophy of: “When a listener 

tunes-in to the radio station, you want to make them think that they missed something.”   

And that’s a… That’s an incredible perception of a listener.  And trying to get the listener 

into a “T” —a time-spent-listening area.  You know?  If you tune-in to a radio, you say, 

“Gosh, I missed that!  What did I miss?  I should be listening longer.”  And that was [the] 

basic philosophy.  And as one contest and promotion ended, another one would be segued 

into it.  In other words, you’re promoting another contest or a promotion before the one 

that’s going on the air right now ends.  And you had… Contests were really the big thing 

back then.  And that was really funny about the one I was listening there about the… And 

a lot them were tongue-in-cheek stuff.  Remember the $1.98?  Win $1.98!  [Laughs]  

We’d make a big deal out of stuff like that.  And people thought they’d won the moon!  

You know?  “Hey, I won $1.98 on ’TIX…69 cents…”—or whatever it was.  [Laugh]  So 

that with the… With the personalities, to answer your question… I’m trying to be more 

explicit… The uniqueness of each personality flowed together into one team.  In other 

words, the morning guy, midday guy, afternoon guy were distinct personalities.  You 

know?  Dickie Braun and Lan Roberts are two different people.  But they still fit into the 
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WTIX team.  And a really important thing like this is what made that station work—that 

with the promotions.  It goes beyond just, well, we had promotions, good disc jockeys, 

and we were at team.  It was a cohesiveness that Storz and his operation brought together 

to make it a very important media in a market, and also so locally geared.  It was just 

unbelievable.  When you pushed-in WTIX, you weren’t just listening to WTIX, you were 

listening to New Orleans.  I mean, that was New Orleans right there.  A lot of stations 

never did get it.  They said well, you know, “We’ll play the same records.  We’ve got DJs 

that are pretty good.”  But they didn’t get that element in there of being part of the city.  

You know? 

S:  People associate Storz with this limited playlist.  But, you’re telling me it was much 

more than that. 

R:  Yes.  It was a limited playlist to a certain extent.  But there was… Like a new song 

that came up that we were able to play, you know.  If I wanted to play for example an 

Elvis Presley cut every hour, I could do that.  You know?  No problem at all.  I could 

play it two, three times in a row.  I could do that.  No problem at all.  There wasn’t that 

shackle. 

S:  But it was on the list.  It was on the playlist? 

R: Yes.  We had a Top…Top 40.  I think it might have been a Top 50 list there.  It was 

Top 40 or Top 50.  And we had to play from that list.  And it was just common.  I guess 

you might say, everybody knew you had to play from the list.  That was what the station 

was—playing the hits.  But we were allowed to play one or two songs of our choosing 

that was either an album-cut or within the list each hour if we wanted to.  

S:  But you [as a disc jockey] weren’t in a position of debuting new records. 
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R:  No, no.  That was either the program director or the music director.  And Storz made 

it very clear when we went in there that he was hiring us as a performer.  You know?  He 

had a music director, had a program director and they take care of all that.  And he 

wanted us to be an actor.  That’s another thing they did, too.  They emphasized that we 

were radio “actors”—made a big difference.  You’re not an announcer, but an actor.  You 

know?  You have things to do.  You’ve got creative things to come up with.  And that’s a 

big job.  That’s your gig.  That’s it.  So, that’s enough.  You can’t be all things to all 

people.  You can’t be a… Actually, it’s really hard to be on the air and be a program 

director or a general manager because it’s a “Congress” so to speak, because one is kind 

of fighting the other.  You know?  If you’ve got something that’s a hell-of-a-thing to do, 

that you want to do a trip that might be “pushing the envelope” a little bit… If you’re a 

program director and you start to do it, you always have to think, “Oh God, what is the 

guy up to?”  But he might not be able to pull it off, right?  So there’s that element 

involved. 

S:  Tell me the role of the national program director and the local…the station program 

director. 

R:  Good question.  Good question.  In order to get all of the stations in the group 

sounding similar, or… What’s the word for it?  Having a likeness that you could tell it 

was a Storz station, for example.  McLendon was a very similar thing.  He had a national 

program director.  The national program director kept in constant touch with the program 

directors and the key jocks.  And he would talk to them several times a week, especially 

on promotions that the stations were doing.  Say[ing] “Hey, this worked in Kansas City.  

Why don’t you try it there in Miami and see if it works.  Maybe this little twist to it 
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locally oriented in Miami.”  And also there were sometimes songs that would be, you 

know, discovered in certain areas that were just smash hits that he [national PD] would 

turn the PDs in the local markets on to.  It was very… Very essential to have somebody 

in a position that everybody respected.  And they knew that they were the real head of the 

pack… [The person] calling the shots was the national program director.  And both Bill 

Stewart and Grahame Richards, I mean, they were just unbelievable as program directors 

in their own sense at the stations they worked for.  But as national PDs, you couldn’t get 

any better than those two guys. 

S:  Do you know how they [management] selected the songs?  Did they use surveys?  Did 

they use the top Billboard charts? 

R:  I know that what we… Each city, the music director and/or program director usually 

we had two in each city—program director and music director.  Every week [they] would 

call about ten [or] fifteen record shops and get their Top 20, Top 30 songs.  And we went 

to each record shop and gave them sheets to have the manager select somebody there fill 

them out and to count for them.  We gave them a little… We gave them time on-the-air to 

do that for us.  So, they were very good about doing that.  And we also said on-the-air, 

“Our Top 40 sheet, WTIX Top 40 sheets are available at R&R records down on ‘So-and-

so Street.’”  And we would rotate the different shops that were participating with our 

survey.  And you get three or four… Three or four record shops reporting the same 

record counting it, you knew you had something going on with it and it’s a new one.  

And, you could also tell if anybody’s trying to hype you.  If you’ve got somebody saying, 

“Little Loopy-Lou has got a hit here, and boy, it’s number five!” and nobody else is 

reporting it, there’s something kind of weird about it.  So, that and jukebox sales were 
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very important back then.  Jukeboxes were really quite… Quite heavy as far as the input 

is concerned.  Even Billboard magazine had the—I don’t know if they still do it or not—

the jukebox count.  And a couple of… Let’s see there was one [jukebox operator] if I 

remember correctly in New Orleans that had all the jukeboxes, and he was very, very 

good about reporting the plays on his jukebox.  Gosh, he had probably five or six-

hundred that he worked every week.  And that was a really good indicator of people 

coming in that played the same song every time.  You knew what was really popular, 

right?  And Storz wasn’t that quick of getting off a hit.  A lot of stations after that would 

get on a hit, and go with it, [and] then they’d go to another one.  And his [Storz’s] 

philosophy was—and I think a good one—was by the time we [DJs] get tired of it, people 

are just beginning to catch on to it.  And it becomes one of their favorites.  So, we would 

hang on to it probably… We had like a [recurring] list where we’d still play it.  We 

wouldn’t just yank it off.  But then after it… When it started going down, say past 17 or 

20, well then we would just yank it off the list.  And then occasionally would play it.  But 

that’s basically how that worked. 

S:  Did record promoters ever try to influence you in the New Orleans market? 

R:  No.  They would take us out to dinner.  There wasn’t that many then—record 

promoters.  You’d have guys who would come in, come in to town.  They would take the 

jocks and the PD out to dinner.  And they would eventually work into the conversation 

that they got a new “Jimmy Darrin” record here or whatever.  But the influence… We 

had a set up with the record people that was kind of a really neat deal, because… And 

this is a thing that Todd setup along with the general manager.  I think it was the general 

manager, Fred Berthelson’s idea to do this.  There’s a very big amusement park there on 
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Lake Pontchartrain that the Batt family—a very wealthy family there in New Orleans—

owned this amusement park.  It was like… A pretty good size—comparable to, not as 

big, but comparable to Six Flags Over Texas.  It had everything in it—your roller coaster 

[and] everything.  But [it was] super, high-class stuff.  Everything was just top-of-the-

line.  And what happened is every year we had a WTIX appreciation night on their, on 

their outdoor stage there.  And the record companies would let us have their stars to 

perform that night.  We’d have like probably ten, 12, 13 acts that would come there and 

do one or two songs.  And the record companies foot all of the bills.  It was a free 

concert.  So there wasn’t any, you know… It was good for the entertainers, good for us, 

good for the record companies.  And the place was packed.  We’re talking 50 to 60-

thousand people out there to see that.  Out in the open, on stage here’s Frankie Avalon—

all the big stars of those days came to WTIX appreciation nights.  To answer your 

question, there was a really good bond between the record promotion people and WTIX 

because they really wanted their stars, or up-and-coming stars, to be on that show every 

year.  And so they treated us pretty well. 

S: But it wasn’t the Alan Freed… 

R:  No. No. No. 

S:  …payola where you’re [accepting personal gifts]. 

R:  And you know, I would tell you if it was because I had, you know, nothing to lose on 

it—or anything.  But I never… It never came up at all.  I even talked about this—when 

the Alan Freed thing came out—with the PDs.  [Asking program director:] Hey! Wink, 

wink.  You can tell me if your really getting hit on by these things.  And none of them 

really admitted it.  And I believed them.  I don’t think there was that much going on.  
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Like I had mentioned to you earlier, most of the payola thing was going on in the…on the 

East Coast [and] to a certain extent on the West Coast.  But not as much [as] on the East 

Coast.  And of course Chicago and up in that area too—Ohio…Cincinnati, up in there.  

But there was a big payola scandal at about the same time at the 1959 DJ Convention in 

Miami, which Storz sponsored along with the record thing.  And some the reporters got 

into that and said it was a big scandal.  There was nobody saying, "Hey, do this. I'll," you 

know, "give you a certain amount of money" or whatever. 

S:  You told me you didn't go to that [1959 disc jockey] convention.  Did anyone else that 

you knew from WTIX go? 

R:  Oh yes.  The program director went...Marshall Pearce went.  No jocks went.  Fred 

Berthelson went.  It was mostly a program director thing.  A few jocks went.  But you 

know that was for everybody.  That was not just for the Storz [employees].  That was for 

WNEW New York [and other stations].  And all those people [U.S. radio industry] went 

there.  It was a "blow-out."  The thing about it was it was just a little too loose.  You 

know the record companies had certain [hotel] rooms with "the girls."  And then they had 

certain rooms where you could gamble; and an incredible show with [the] George 

Shearing [Quintet], Peggy Lee.  And it was basically, from the people I talked to, just a 

get-together; and just a hell of a lot of fun. 

S:  Why would Storz be interested in sponsoring something like that? 

R:  I think it was probably his position that he, you know, he always wanted to be first 

with things.  He wanted to see what other people's ideas were.  And also probably the 

local programs directors' too.  They might want to be in his expanded empire.  What a 

great place to do it.  Have a convention and be able to meet these guys and see what they 
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were doing in other markets, right?  And there were… I didn't know who they were.  I 

did hear that there were a few that he had hired directly as a result of this convention 

down here [in Miami].  Unnecessary heat though.  It wasn’t the thing that the press had 

built it up to be.  You know?  “Broads, Booze and…” something, I forget what the 

headline was. But just one hell of a party!  [Laughs] 

S:  Do you recall that scandal at all?  Not so much the scandal but the investigations?  

Was there “heat” put on you? 

R:  No.  We had to sign a thing.  There was a thing we had to sign that we had not taken 

any payola. 

S:  So that was a document that the Storz chain… 

R:  Yes. 

S: …came up with? 

R:  Yes.  A lot of stations came out with it about the same time when they had the Alan 

Freed scandal.  No other [reason than to] just to cover their ass.  They had all of us sign a 

document that [stated] we hadn’t taken any payola or were paid to play certain records—

really a quite simple form.  One that didn’t really, you know, alienate anybody from 

saying, “Well, hey I don’t want to sign this.”  Or, “No, this is getting into my private 

affairs.”  It was very out front [and] simple.  That’s all there was to it. 

S:  Is it…?  Is it likely that Storz DJs were not a likely payola target because of the 

limited playlist? 

R:  Yes.  I think so.  Yes.  I think… But see, at the same time, if a station went on a 

particular song, the DJs didn’t have to play it.  You know?  It could sit there and die-on-

the-vine, if the jocks weren’t playing it.  But if they were really into it… Like for 
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example, the best ploy that say record promotion people would do, is they’d come to 

town and say, “Hey, I’ve got…”  I remember one [song], was a… “Boomerang,” it was a 

song—an Australian guy and this record company.  He came to town and said, “Can you 

do a promotion or something. We’re giving away boomerangs. This guy’s great with 

boomerangs and will have a thing out in the park,” or whatever.  So, I did a promotion 

with him to “My Boomerang Won’t Come Back.”  I forget what his name was [Charlie 

Drake was the artist].  And we did that.  I had him on-the-air.  The guy was there.  And it 

was one of those things, for a record company that really worked.  You know?  I mean, it 

was a cute song.  It was a novelty-popular song.  It was one of those things were it was 

“on” and then “off.”  A couple weeks it was a real big hit and they it just dropped off.  

But it sold songs.  I think that was a proper way for a record promotion person to really 

go about that.  You know?  Nobody was paid-off.  It was fun.  And usually, along those 

same lines, when the record promotion person brought a record star to town they made 

sure the jocks met them and usually we’d have a dinner.  We’d all go out to Brennan’s or 

somewhere—a real nice restaurant—and have dinner, meet, and be able to talk to the guy 

[recording artist], get to know him.  And, I always thought there was nothing wrong with 

that.  [It] seemed very proper to introduce an up-and-coming recording star to the people 

who are going to be making his record a hit. 

S:  Did you do any sort of record hops? 

R:  Oh, yes. Yes. 

S:  Was that extra income for you? 

R:  Yes.  It was all extra income. 

S:  So you were your own freelancer when you did... 
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R:  Yes.  Yes.  There were no restrictions at all—[doing] TV, radio.  Matter of fact, they 

encouraged it.  They encouraged it because it was Storz policy that any other publicity 

that you can get is good for the radio station—good for their entertainers. 

S:  Record promoters would never try to influence those record hops? 

R:  No.  Not really.  Except the point there were many times when they would give us 

[record] copies to give away.  You know?  Like give us a whole bag of music to give 

away.  Of course they were pretty selective about the music.  They didn’t want to give 

away junk.  So, that’s what we would do.  I hated record hops.  But I did quite a few just 

for the extra money. [Laugh] 

S:  Did Storz have any policies on dealing with record promoters for the DJs? 

R:  No.  The only policy was that sheet that we all signed [corroborating] that we didn’t 

take any payola.  But it was… The attitude was: “Here’s the sheet. Read it. You didn’t 

take any payola.  You’re not going to take any.  And that’s it.”  It was just like a, you 

know, I’ve got to do this.  Here it is to cover my ass, but, no biggie. 

S:  No [Storz] written policy—employee handbook or anything like that? 

R:  No.  No. 

S:  Tell me about your day-to-day stuff [responsibilities] at WTIX.  You were the 

morning… 

R:  Yes.  

S:  Morning man? 

R:  Yes.  [I] started off as the afternoon guy.  The morning guy, his name was Larry 

Wilson, was a real fixture in this town.  He had been there for many, many years and 

worked at another radio station—had really huge ratings, a super nice guy, didn’t do 
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much on-the-air, but was, you know, an institution there.  He eventually was having some 

health problems and wanted to get into television more.  So he decided to quit.  And we, 

of course, had a big party for him.  Storz asked me if I would do the morning show.  And 

I said, “Sure, I’d love to.”  I always wanted to do it.  I’ve never done a morning show 

before.  

S:  What…? Can you pinpoint a year here? 

R:  This was about six months after I got there.  Probably, I would say ’59—1959. 

S:  So your morning shift was from what hours? 

R:  Six until nine.  We had news every hour, on the hour.  And in between there it was 

just… I knew I had to approach it a different way because it was a different audience.  

And one thing Bill Stewart told me when I started to do it, he said…he said, “You’ve got 

to remember, on the morning show, you’ve got a real heavy tune-in, tune-out factor.”  So 

if you’re doing a bit at say, 7:05; and you’re promoting it that you’re going to do it at 

7:35, chances are nobody’s going to hear it because they’ve all gone to work.  When you 

do something, you’ve got to do it.  And, keep that in mind.  Tune-in and tune-out factor 

was so heavy at that time.  That’s the way I was chosen to do the morning thing.  I had 

been doing the afternoon show when I first went there.  Storz, like McLendon, realized 

that as the morning goes, so goes the ratings for the radio station as far as the numbers 

were concerned.  If you’ve got a morning show that wasn’t doing ratings or wasn’t doing 

anything to generate the ratings, as a rule, the rest of your radio station is not going to be 

very popular the rest of the day.  In other words, if you tune-in the morning, their idea 

was _________ and they did. 

S:  What were some other responsibilities?  Did you produce commercials? 
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R:  Commercials.  Usually, we had maybe I think…depends.  We had to check the 

production room to see if we had any assigned to us—either commercials or promotions 

we had to do [or] voice-tracks for our commercials.  It was really different back then 

because we had to put them on reel-to-reel.  And then we had to cut them on a disk, 

which was a lathe that had a little diamond cutter.  And you had to get everything all 

cued-up.  And then cue the thing.  And then put the spot on it.  Of course all the stuff—

the cuttings are coming off from the lathe.  You had different size disks.  You could 

probably put maybe five or six different spots on one of the same company.  Back then… 

We were talking about promotion… We had, had a great relationship with our sponsors.  

We gave them more, I think, than they really had expected.  In other words sometimes 

the jocks would come up with an idea for a commercial, present them with it.  And they 

[the sponsor] hadn’t even thought about it.  And they would love it.  And we’d put maybe 

three or four commercials on a thing, when they only wanted one.  But for programming 

purposes, one [a single commercial] didn’t get really dull.  And boy, we’d do three or 

four different spots for them.  It would sound fresh.  So, to answer your question, after 

every shift sometimes before the shift…usually it was before the shift, except for the 

morning show… We’d have maybe two or three spots to do.  It would take us an hour, 

hour-and-a-half to do.  And that was usually a daily thing. 

S:  WTIX and I think all of Storz stations were non-union shops. 

R:  Right. 

S:  How much time [did it take to prepare] your daily bits for your show? 

R:  The minute I got off the air I started working on the next day’s show.  Actually it was 

a continuous thing.  It wasn’t prepared.  I mean it wasn’t “written in stone” that you had 
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to work an hour on this or two hours on this.  But we all knew if we didn’t do show prep, 

we weren’t going to have anything to do the next day.  You could not depend on 

“speaking off the top of your head.”  We wanted to sound like that—like it was an 

impromptu thing.  But it was all well prepared.  I used to… One of my things was to lift 

little bits off of different comedy records.  I would ask somebody to come in—just a little 

comedy thing like, Stan Freeburg, or whatever.  Have this one line come in… I had tons 

of those that I used.  

S:  But, you were a one-man-band in the studio.  Or did you have an engineer helping 

you? 

R:  No.  It was all one-man-band—other than the news guy.  The news guy would come 

in and do the news every hour. 

S:  What would be a clock-hour?  A typical clock-hour as you remember it? 

R:  News was five-minutes before the hour.  I believe we had headlines—just a couple or 

three headlines that a… The example that you have here, that I listened to last night on 

the CD that you brought with you, is very typical of the kind of news we had there. 

S:  That was a parody on the CD? 

R:  No, that was the real stuff! 

S:  That was an actual…? 

R:  Yes, because we did the news back then in fragmented form.  [He gives an example:] 

“Boy kills mother with knife…then throws it into the river.”  “Girl jumps off river and 

goes splat on the ground.”  You know?  [It was] just one-liners going in there. 

S:  With a lot of sound effects. 
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R:  A lot of sound effects, yes.  But, the news did sound exciting.  It really did sound like 

something was going on.  And if it wasn’t, we made it sound like something was going 

on.  But back to your sound-hour, we had the news.  We would usually telegraph what 

was coming up that hour.  Not all the time.  But we would say, “This hour…” so-and-so 

contest is coming up.  I don’t know for the moment what each one of the jocks is doing… 

We usually… We would have something we did and we tried to have a different thing 

each hour, either a promotion or whatever we were personally doing—besides the station 

promotion that was going on at the time or contest.  And during the hour, we would place 

it in different things.  For example, let’s take the six [o’clock] to seven [o’clock] hour, I 

remember I had one thing when we had a big plague of mosquitoes down there.  I had a 

thing called the “skeeter-scatter,” and I would have everybody turn their radio up to make 

the mosquitoes go away.  [Laugh]  And, take that for an example [as] one of many things 

we would do individually [as jocks].  I would play, say, [that] at the first hour at 

6:10…the next hour maybe at 7:35…maybe the next hour at 7:50.  And I would just float 

it around.  And each of the “bits” that we would do, I would float them from day-to-day 

so I could hit a different audience, knowing that the 6:00 to 6:15 crowd is way different 

than the 6:45 to 7:00, because [of] going to school, in the car—everything that was 

involved on that.  We had a tremendous amount of in-home radio use back then, which 

we don’t have now—this day and time.  So, that’s basically how the sound-hour worked 

as a jock.  The music, although we played the Top 40, was actually pretty loose.  We got 

to plain pick whatever was on that chart anyway we wanted to put it together.  

S:  So, if you wanted to put two slow songs together or two fast ones…is that called 

pacing? 
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R:  Yes.  It wasn’t encouraged because the one thing that was the subtle thing about Storz 

operation, and even more so than it was with McLendon, is that we really had… You had 

the opportunity, if you have something to do, do it.  Otherwise, play the records and get 

the thing popping.  Get the overall pace of the station moving, whereas that created an 

energy within itself.  If you listen to any of the airchecks, you can really feel an energy 

that’s been created there.  And that energy turned out to be very addictive. 

S:  What did program directors preach to you about talking on the air? 

R:  What? 

S:  I read that they said… They would preach to jocks: “If you don’t have anything to 

say, don’t say it.” 

R:  Yes, absolutely.  If you don’t… They didn’t want you to ramble.  You know, talk for 

the sake of talking which made a lot of sense to me.  If [you] don’t have anything to say, 

introduce the record and go on.  You’re not going to get “dinked” for that.  But if you go 

for an hour and don’t have anything going, you might be in a little bit of trouble.  The big 

question, you know, is always: “What did you do on the radio today?”  You know?  I 

thought that was very important.  It’s something that, over the years later, I always 

appropriated it in my approach to jocks I had on the air.  

S:  Would managers critique you?  

R:  No. 

S:  No? 

R:  No.  Sometimes they would.  If anything, they would praise us.  If they heard 

something they really liked, they’d stick their head in the door and say, “Man that was a 

funny bit.”  You know.  They never ever came in while we were on the air.  There was… 
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The PDs, or management, or sales would never come in while somebody was on the air 

with any kind of criticism at all.  If somebody did something that was really…really off-

the-wall to the fact that it didn’t work, the PD would bring it up.  But he would bring it up 

in a very subtle way.  It was not get-on-your-ass about something.  Everybody… And I 

think this is important, part of the reason Storz stations were so well thought of by the 

employees is the fact that when Storz hired their employees, they hired them with the 

thought that these are professionals; and we’re going to treat them like professionals.  

And, we don’t have to treat them like babies.  Although, I found out years later, a PD job 

is basically babysitting [Laugh] when it really gets down to it.  But it was a subtle 

approach.  Storz is… The way he treated his on the air personnel was a very subtle 

approach that is kind of hard to describe actually.  But it was a… The ability to not turn 

anybody off—I guess that’s the best way to describe him [Storz]—realizing that 

creativity was what he sold.  And, if it’s turned off, [by] either making somebody mad or 

whatever, he’s losing.  

S:  You were paid pretty well in the market? 

R:  Yes.  Oh, yes.  

S:  Compared to other stations? 

R:  We were always the top…top station there.  There’s no doubt about that. 

_____________ he [Storz] always put the money, the payroll, with all the jocks a couple 

of rungs up-the-ladder more than the other station could afford.  In other words, the 

stations… Say a guy is making 30-thousand a year which is a lot of money back then, and 

say the other station is offering maybe 32-thousand, you know, [Storz would counter] 

“we can do that.”  But if you get up above that, you really can’t make any money at a 



 50 

radio station if you’re paying that much money for a job.  So, he was really smart about 

that.  In other words, he went in with [offered] a good comfortable salary; and with that 

good comfortable salary and being treated well.  I don’t know many guys who wanted to 

jump-ship—go to an unknown, right?  Go to another radio station.  I’ve done it before.  I 

went from KJR to KOL for a tremendous amount of money in Seattle.  But there were 

things I should have thought about.  I was there about two-and-a-half years.  [And] then 

went back to KJR.  See, the things I didn’t think about at the time… I should have 

thought about the signal.  KOL’s signal sucked!  I don’t care how good you were.  People 

couldn’t hear it in some areas, right?  That was a big factor.  

S:  Tell me, tell me a little bit more about Todd Storz—the man.  You met him in 

Omaha? 

R:  Right. 

S:  How often did he come down to New Orleans and what would be the occasion? 

R:  Not that often.  I would say probably, once every three months.  That’s a conservative 

estimate—sometimes more than that.  Sometimes he would come to town and you 

wouldn’t know he was there.  He would just come in to town to listen to the station.  [He] 

would basically meet with the manager of the station—the PD sometimes.  [He] always 

made it a point to come in and say, “Hi,” to the morning people.  And he would talk to 

the other people, too.  But everybody had such an incredibly high opinion of him.  He 

was one of the innovators of Top 40 radio.  When he would come in to town, [it would 

be] at least every three months.  I remember one time there was a meeting that we were 

having with him, a couple of the jocks, like production, the morning guy, the manager.  

The manager told me, “Hey we’ve got a meeting here.”  There were some other people in 
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town at the time too—some other managers from some of the other [Storz] stations.  

They couldn’t find Todd anywhere.  And when Todd would come to town, there were 

times that he and I would go out just to hit Bourbon Street.  And he loved Dixieland 

music.  So, I usually knew where he was going.  So, I went over there, that particular 

time, went right to the bar and found him there listening to some Dixieland.  And [I] took 

him back over to the radio station for the meeting.  He usually would… He would come 

up with an idea—I can’t think of any off hand—or a direction for the station to go in.  He 

would talk to his national program director about it.  And then they would polish what the 

final version of that might be.  Then the national program director would pass it along to 

the other stations, as far as, as the project he wanted them to get into.  

S:  Would he take your input?  Would Storz listen…? 

R:  Absolutely, absolutely.  He never “pooh-poohed” anything.  In other words if 

somebody came up with an idea that was just really ridiculous and wasn’t going to work, 

and everybody knew it wouldn’t, he wouldn’t say, “No, we can’t do that,” like some 

people do.  He would just let it float there.  Which I thought was a very smart move 

because sometimes that basic idea can be built upon and it can be a really incredible, 

incredible situation.  I’ll tell you an example of something I know in particular that Todd 

really liked the idea because he was really competitive guy.  WNOE was our competition 

in New Orleans.  And they were having a big show—a big WNOE show with some of the 

three or four top-name acts.  And Todd had asked me… I believe Grahame Richards was 

the national PD at the time—a brilliant man.  Todd asked me if we could do anything to 

counter it [the WNOE concert].  He called me on the phone and said, “I hear there’s a big 

show that WNOE is putting out.  You got any ideas what we could do?”  I said, “Why 
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don’t we do this…”  I said, “I know a company right down the street here, on Charter 

Street that makes all kind of novelty things.  Let’s make-up [print] about five or six 

thousand little cards, okay?  And put [print] on there: ‘When you get home, stick this in a 

glass of water.’”  So what we did I had these cards made up—five or six thousand of 

them.  And I got a bunch of our listeners—we had group of listeners who were big fans 

that would do anything you wanted to do on special prizes—I think maybe ten or 15 

people.  We took all these cards, and during the concert placed them on the windshield of 

each of the cars in the lot there.  And we’re talking a lot of cars. 

S:  So it was the competition’s concert. 

R:  Yes.  It was the competition’s concert…and like a little subversive action here.  And 

the thing [ticket] said, “When you get home, dip this in water to get a secret message!”  

So when they got home and dipped it in, the message came out, and it said, “WTIX hopes 

you enjoyed the concert!”  Okay?  Like we were stealing it from them, right?  [Laugh] 

“WTIX hopes you enjoyed the concert, be sure to listen in the morning for our first 

big…”  Let’s say it was Frankie Avalon.  “…Frankie Avalon give-away, $10,000 

contest...”  Or whatever it was.  “…be listening starting a six o’clock in the morning and 

listen for your secret number!”  And each little thing [ticket] had a number at the bottom 

of it, right?  The number was already printed on there so it was easy to do.  But the dialog 

in the message itself you could only see it when you dipped it water.  Oh, God was 

WT…WNOE pissed-off about that. 

S: Were they the one’s [WNOE] who were burying some car keys? 

R:  Yes.  

S:  Tell me that story. 
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R:  They came up with a situation as to where they were going to bury some car keys for 

a… You know, behind the…a hidden treasure type thing. 

S:  And so whoever found the keys… 

R:  Whoever found the keys would win it [the car].  So Todd says, “Why don’t we bury a 

whole car?”  So, we were going to bury an entire car, but soon discovered… Hey, we 

were actually going to do it!  [We] soon discovered that in New Orleans, you go down six 

or seven inches, your going to hit water because that’s the way it was.  So, we weren’t 

able to do that.  But we did a similar…a similar contest…and I can’t exactly remember 

when it was…which was a good counterpoint.  The one thing that Storz did [and] they 

don’t do that these days.  And I think this is very important.  Shall we say “war-game 

type” programming.  We made it a point to break any of our contests on a weekend—on 

Saturday.  Because we figured that the program directors of our competing stations were 

already doing something for the weekend and didn’t want to come back to the station to 

think something up to counter our promotions.  So that weekend, with a lot of people 

listening, we were promoting the hell out of this new contest starting on Monday.  And 

it’s really kind of anti-climatic if they’re trying to counter with a promotion of their own, 

right?  So, we always had our guns loaded.  We had bullets in our…in our belt too, in 

promotions.  We wanted to do…pop, pop, zap, zap [simulates shooting a gun] like that.  

And this group of promotions was a collective of different promotions in all the radio 

stations the chain had done, or something that could apply to say, Miami, or Oklahoma 

City, or New Orleans and maybe they did it in Kansas City.  Did that answer your 

question? 

S:  It did.  It did. 
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R:  Okay. 

S:  Describe the station itself for me.  It was in the French Quarter? 

R:  Yes. 

S:  How many production studios? 

R:  Okay, we had a… They were in a line.  And you had windows so you could see from 

one studio to the other, which made it very convenient if you had to yell for somebody to 

____________ in the production room.  You had the main studio.  The newsroom was in 

another room where they put the news together.  But the news guy sat right in front of 

you.  And a… 

S:  How many people were on the news staff? 

R:  If I recall, we used to have two or three.  But we were not as aggressive as McLendon 

was.  McLendon had mobile units out there with just, you know; if something was 

happening in Dallas you punched [tuned-in] KILF because they would have it on first.  

We [at Storz] were good about having exclusives, and having different stories and 

breaking stories, because fortunately our news director, Dave Nebel, was the guy in New 

Orleans.  He was always listening to other stations.  [He was] always listening to police 

radio [and] always listening to something that might be going on there that he could , you 

know, could get a story out of it.  [He had] a very good rapport with the local police 

there, and state police.  And we even got tips there.  And we would pay our main people 

for tips.  We paid our listeners [for] tips. I think it was like ten dollars.  But our main 

guys [news sources] would be like 20, 25 or 30 dollars like if they were a cop or 

something.  They would tip us off.  And they all do it.  They would all call in.  Well not 

all, but a lot of them to give us news tips on a story that was breaking. 
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S:  At this time, radio could still beat television [with breaking-news] 

R:  Oh absolutely—hands down, hands down.  

S:  TV had the bulky equipment.  

R: Yes.  We had an advantage over newspapers and anything else. 

S:  But the facilities… Did Storz stock them with the latest equipment?  Were they nice 

production facilities? 

R: Yes, pretty much so.  Yes, pretty much so.  It was, you know, your basic equipment 

were the big Ampex’s.  Magnacorders were another one although kind of being phased 

out at the time.  I mentioned a unit call the MacKenzie, which was the forerunner of the 

cart machines.  The MacKenzie had five different…four or five different slots in it.  It 

had a loop tape that you had.  It was really weird.  And you put the thing in…and the 

little door came out and you had to put this little tape in there.  It had a silver thing you 

had to paste on the tape which hit a… 

S:  It was a marker? 

R: Photo…it’s a photoelectric cell would click it and stop it right at the beginning.  So 

that when you pushed the button, [He snaps finger] it would start like that and when came 

back around to where it ended, it would stop.  Very bulky and not really easy to use, but 

sounded dynamite on the air.  Most of our music and everything like on the newscasts 

when we had music involved there, and like when we had actualities, you know?  We 

would use that.  For example, “Chief Wiggams, today, said that crime in the French 

Quarter is going to be more.  Here is what he had to say.”  Hit the button, the MacKenzie 

slapped-in and you had Chief Wiggams’ deal there.  

S:  How did the station produce all those sound effects? 
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R:  I what regards? 

S:  Well, like during this newscast that we listened to from WTIX.  There are a lot of… 

There are a lot of sound effects.  Was there a lot of experimentation with sound? 

R:  Oh yes, a lot of experimentation going on.  Like I mentioned the Sonavox thing where 

we got a voice of the theatre core… I can’t remember what they call it—driver, I think?  

Whereas on these big… On these big speakers, when sound comes through it, it really… 

You can put it on your hand.  You can really feel the vibration.  We experimented with 

that and our engineer built us one where we could put in our throat and we could make 

the “mechanical voice” more or less.  It’s kind of hard to say—hard for me to copy it.  

[He mimics sound] “WTIX New Orleans.”  You know?  All we had to do was put the 

sound in there, either using… 

S:  It sounds very space age. 

R:  Yes, really spacey, right.  And the different sound effects… We would experiment.  

Of course we had access to already produced sound effects.  We had an incredible library 

that had all of the sound effects in it.  Some of them were, you know, special sound effect 

that we would find in our record…sound effect library to use.  Maybe dress it up a little 

bit; putting echo in it.  Or “Shooww…” [He makes noise to demonstrate], all of that.  

Probably what you heard in the thing [sample aircheck] there.  We constantly… That’s 

one thing about Storz.  He was very adamant about not letting the station get stale.  And 

whether it was a promotion or a sound effect, the news or whatever, he would eventually 

want this to be changed.  So it… You know, the station would sound hot and different 

and fresh.  One thing on the news that I thought was very important too was, they always 

had re-writes at least in the first three stories.  And the thought on that was, you know, if 
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your, if your… If you got a real hot lead-story, and you got the same one hour, after hour, 

after hour…it sounds like you’re just reading the same thing.  If you just change the first 

two lines, it’s like a whole new thing.  It’s like you’re in there and care enough to 

research this story more.  You’ve got more stuff, even though it’s the same story over and 

over.  

S:  So your news people were responsible for doing that? 

R:  Yes, right. 

S: You have the unique perspective of working for both McLendon and Storz.  Can you?  

Can you compare and contrast them?  

R:  Well, that’s a good question.  McLendon was really show business.  He impressed 

me, the fact that I listened to him in high school and junior high, when that format was 

just—the mid 50’s—when that format was just getting off the ground.  And McLendon 

was a… God, the ratings went through the roof!  But we admired the personalities on the 

air because they were funny.  They were unique.  And you felt like they were a part of 

Dallas.  But it was… They were stars.  Show business!  And rightly so because Gordon’s 

dad owned most of—a lot of—B.R. McLendon owned a lot of the [movie] theaters in 

Texas.  And so Gordon’s background had a lot to do with show business.  And when he 

got into the radio business, a lot of the show business elements came with him.  He 

applied this to the radio station.  Comparing it with Storz, Storz was—I think about—

maybe a couple laps ahead of McLendon in a lot of areas for the fact that McLendon was 

also very short-tempered.  And he was a difficult person.  I only talked to him, while I 

was working there, about two times.  And he didn’t make it a habit to talking with people 

[his on-air personnel] or really essentially associating with them—whereas Storz would.  
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Where McLendon really had this ego that he was dealing with, Storz was more or less 

down-to-earth.  It was more… I mean you… You really couldn’t tell what Gordon 

wanted to do as an employee.  You really couldn’t tell what he wanted.  You really 

couldn’t tell what he was going to do, because he would maybe change from one day to 

the next.  That’s what made him unique.  Whereas with Storz, you could really tell what 

direction he was going in, because he was very clear.  He laid out what he wanted; and 

how he wanted; how he expected things; how he…how he really liked creativity.  I think 

that’s probably the big difference.  The big difference was the personal way of them 

doing business in radio.  Whereas McLendon was very ego oriented—he was the star.  If 

McLendon wasn’t there, the radio station wasn’t going to be on the air…that was the 

worry.  With Storz, he set things up as to where the radio station ran itself.  Does that 

make sense? 

S:  It does.  What lead to [you] leaving WTIX? 

R: Fear of automation.  The Storz station in Oklahoma City had just been automated.  

And we could here it down there.  It was a big 50,000 watt station.  We could here it 

down in New Orleans.  

S:  Automated means what? 

R:  It didn’t have any jocks.  They had maybe one or two jocks doing voice-tracks.  And 

it was just automated.  It wasn’t as automated as stations are now.  They still had 

probably maybe three or four disc jockeys that were cutting the tracks for them.  But a… 

S:  They would cut those on tape? 

R:  Yes.  Of course they would play those between the records and nobody was there.  I 

didn’t like it.  I didn’t like the thing of automation.  I knew there had been several stations 
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that were automated, and most of the staff lost their jobs.  We thought that was going to 

happen down in New Orleans, although they kept telling me everything was going to be 

okay.  “No, they’re not going to automate it.”  But we were hearing it…that New Orleans 

was next in line.  

S:  What year was this? 

R:  That was 1962. And… 

S:  And it [automation] never happened in New Orleans? 

R:  No.  It never happened.  And I got a call from a guy who was the ex-program director 

at WNOE.  He moved to Seattle.  His name was John Stone.  He had been after me to 

come up to work in Seattle for him—God, for three or four months.  And I had just been 

married six months and had a kid on the way.  I said I really…really don’t know.  It 

would really be disastrous with the situation like it is now [with] a kid on the way, just 

married, and they’re automating the radio station.  They made me a sweet deal up in 

Seattle.  And I said, “I’ll do it.”  Todd even had a…had even come down to New Orleans 

to try to talk me out of it…or going…and [he] was really reassuring that he wasn’t going 

to automate the station; which turned out to be he was telling the truth.  But at the time, I 

had already made the commitment.  I told them I’d come and everything.  I really loved 

New Orleans and I loved working for Storz.  It seems to be a challenge.  I’d been 

reading-up on Seattle and Washington—thing of that nature. 

S:  Did you ever talk to Storz after that? 

R:  No, not after I left. 

S:  He died several years later then? 

R: Yes, maybe two or three years after that. 
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S:  What did you learn working at Storz that you carried with you in your career—the rest 

of your career? 

R:  How to treat talent—how to search for talent on the air.  What… What to do, like say 

for example in management, to get talent to be productive.  One of the things that Storz 

pretty well preached is something I carried along was the fact that when you’re working 

with talent, the bottom line is getting the most productivity out of that talent.  And I think 

Storz might have said this: “You have to give the jock a rubber-ducky and a bathtub 

while he’s doing a show, if that gets him to be creative.”  Do it!  You know?  Because it’s 

a strange business and with it, in order to induce creativity in different people, you have 

to more or less bend over backwards in management to be able to get the most of that 

talent.  And talented people are special people.  And they have to be treated like that.  

And I think that’s probably one of the main things that I took from the Storz operation, 

was the fact of not only basically how to approach radio but how to really work with 

creative people and have creativity as the number one factor in a radio station.  And with 

that, because…you know the only thing…and this is something Storz always said: “The 

only thing we’ve got to sell is ideas.”  This a radio station.  It’s an intangible thing, you 

know? 

S:  There are no widgets to sell. 

R:  That’s right, no widgets.  The only thing to sell is ideas.  So if you can get those ideas 

coming… Fortunately, the person that hired me away from the station I went for up in 

Seattle…KJR…I went to KOL when I first went up there.  And the guy that hired me, Pat 

O’Day, when I first came over there, he said, “I what to know everything you can teach 

me about Storz and McLendon.”  He said, “That’s [the] direction I want to go in.”  He 
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was just blown away by Chuck Blore and KFWB in Los Angeles and the success they 

had.  And he followed through with it.  He incorporated just about everything that Storz 

did—and McLendon—but more-so Storz than anything else.  And KJR was just a 

tremendous success in Seattle.  And I think a lot of the basic Storz foundations that were 

set down there [in New Orleans] had a lot to do with it.  

S:  Is it fair to say that Storz was… Todd Storz was a radio legend at this time.  

R:  Oh absolutely, absolutely.  He made his mark as a legend back in the 50s—probably 

’56 or ’57.  He hit with every market he went into.  He owned it within a month.  

S:  Would other radio people come to New Orleans… 

R:  Oh yes.  They would come just to listen.  

S:  What’s going to be?  I think historians have “tagged” Storz with the limited playlist.  

And that’s his legacy.  Is there more to that?  Is there more to Storz than just tagging the 

legacy of limited playlist and Top 40? 

R:  Absolutely.  I think that, you know what we were talking about before?  He 

approached radio as an entertainment media.  And with the importance of what the disc 

jockey does on the air…or as the air personalities as we called them—still do to a certain 

extent.  The limited playlist was not that limited.  I mean, one of the Storz philosophies 

was to, you know… You have to… You kind of have to go-with-the-flow.  It’s whatever 

is popular during that particular time.  In other words, I saw it happen in the ‘70s when 

disco took over.  And I was in Hawaii at the time.  And I kind of flashed-back to a Storz 

thing.  Okay, this is the thing now.  Let’s not really go all disco but play some of the 

disco stuff that’s really happening.  And Storz would do this.  There was a lot of local 

rhythm ‘n’ blues music down in New Orleans we just, you know, busted our butts on 
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playing, that none of the other stations in any of the markets were playing.  So it more of 

a local... What’s happening locally is very important.  It was not like you could get a 

limited playlist and play it in Omaha, Oklahoma City, Miami, and New Orleans and it 

was going to be written in sand…written in stone.  

S:  So what might play in New Orleans may not play in Kansas City?  

R:  Absolutely right.  This is where the individual program directors at the different 

stations in the Storz chain had the final say in what music was on the playlist.  And if you 

had to go… And it wasn’t written in stone either where if you had a Top 40 list you had 

to have forty in there.  Sometime we’d have 50 or 60…depends on…on what would 

happen, okay?  And there were times when there was nothing happening in music.  In 

other words the songs on the chart were really… They weren’t that exciting.  There 

wasn’t a new [Elvis] Presley release.  There weren’t some up-and-coming, well-known 

artists that had a new song out.  Presley of course was a natural.  He’d have a song out 

and we’d go on that—play it every hour, on the hour.  People wouldn’t get too tired of it.  

So it was a little bit beyond, you know, having a limited list was kind of a misnomer so to 

speak.  It was not really a limited list, but we wanted people to think it was.  

 
Transcript of Charlie Murdock 

 
Charles K. Murdock was born September 15, 1932 in Lakeland, Florida.  He 

began his broadcasting career at the University of Florida radio station in 1950.  After 

graduating with a degree in education, he broadcast on the American Forces Korean 

Network from 1954-56, followed by a brief stint as a DJ at WRVA in Richmond, 

Virginia.  In 1957, Charlie was hired by Storz to work at WQAM where he eventually 
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became the station’s program director before leaving in 1965.  That year he moved to 

Cincinnati to manage WSAI and later became president and general manager of WLW in 

1967, where he was eventually promoted to senior vice-president of Avco Broadcasting’s 

radio division.  In 1981, Charlie left radio to start a video-marketing production 

company—a business he currently owns and manages. 

This interview was conducted in Cincinnati, Ohio on February 16, 2002.  The 

interviewer watched a 30-minute video that was produced by Mr. Murdock—an original 

“Year-in-Review” film segment highlighting the year 1964 at WQAM. 

(M: Murdock, interviewee) 

(S: Scherer, interviewer) 

S:  Tell me how you came to Storz at WQAM. 

M:  I had an opportunity, while working at WRVA in Richmond, to take my family 

vacation down [in Miami]… I would come down in the summertime, and take a week off 

to be with my parents.  And in so doing, I was… Just prior to leaving, Todd was featured 

in Time magazine.  And it was an opportunity to… I think the word had gotten around… 

I don’t know if it was that month.  It was earlier in the year.  Whatever the date of that 

[Time magazine article] was… It was May of…May of ’57.  So, I took that magazine and 

there were two people…three people who had hired me at WRVA out of the University 

of Florida radio station, where I started college radio.  And, I said to Ray Kennedy…I 

said, “This looks like a very interesting thing, that we…” Ray Kennedy was the program 

director of WRVA.  This was the summer of ’57.  And I said, “Ray, this looks like a real 

exciting thing that’s happening in our business.” [Referring to the success Storz was 

achieving]  Meantime they’re playing old stodgy: “This is afternoon Cha, Cha.”  [He 
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mocks]  Whatever they called the afternoon shows, whatever.  And I’m the ripe old age 

of 25.  I thought this has got to be something that I ought to take a look at—especially 

because here’s Q-A-M in Miami.  They’re “kicking tail” down there.  And while I’m 

home, I’ll be listening.  So while I was at home, I listened to the station and I thought, 

“Well…”  By the way, I said, “You know, Ray, I’m going to go down and see what that’s 

all about.”  He said, “Now if they give you a job offer, we’ve never taken back anybody 

that ever resigned from WRVA.”  That’s all he had to say to me.  [Laugh]  He’s going to 

threaten me?  And he’s not going to take me back because I might go down there and 

fail?  [Laugh]  No way Charlie Brown!  So, I went down… 

S:  So you go down and knock on the door? 

M:  I go down and knock on the door.  I think I called… Who’s the program director?  

Kent Burkhart.  [Murdock talking to Burkhart on phone:]  “Kent, WRVA Richmond, I 

just really admire what you’ve got going here.  I would like to come down and meet you.  

If you’ve got any openings, I’d like to either give you and audition—put it on file—or do 

something.”  He said, “Charlie, why don’t you come down Wednesday?”  [Murdock 

says:]  “Really?”  [Burkhart says:] “Yes.  Come on down and we’ll just explore some 

things.”  So, I came down.  Chuck Dougherty was the morning-man at Q-A-M.  He was 

later also on at midday’s on WLW many years later with me.  And then we had the 

opportunity…and Kent says, “Tell me about something…why don’t you come here [and] 

let me give you an audition while you’re here, because you asked for it.  We might have 

an opening here coming up.”  And I said, “Alright.”  And so he hands me… He goes on 

the other side of the glass [in the studio].  And he said, “Now, you know, most of Storz is 

adlib.  It’s the feeling from the heart.  It’s the way you feel things.  Now I’m going to 
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describe a situation since you’ve just gotten out of the army just a little over two years 

ago, in 1956, year and a half ago.  I’m going to maybe paint you a military picture.  Are 

you ready?”  [Murdock says:] “Yes.”  [Burkhart says:] “Alright Charlie, you’ve been 

given the AFKN microphone…the AFRS microphone and you’re on the pier watching 

the latest transport come in from the States and from Japan, bringing troops in during this 

peacetime part of the Korean conflict.  You’re on the air!”  I went ballistic.  [Murdock 

recreates part of his audition:] “Ladies and gentlemen, you’ve never seen the 

emotion…the look in the eyes coming down the gangplank.  They don’t know where 

they’re going.  But we do, who have been here for a while.  It’s a very staggering…” I 

just went on. [Laughs]  

S:  So that won him over? 

M:  That was it.  Because in the first place, I don’t think I ever had… The only time I had 

ever adlibbed that much was at the University of Florida when we were on a remote and 

the main speaker’s wire broke _____________ we had to adlib.  And so the next time 

was when it really counted—for a job.  

S:  Now that seems to be a theme I find so far, talking with Storz disc jockeys.  They 

really didn’t submit an audition tape.  They were asked to see what they could do right 

then and there.  

M:  That was the main test because—evidently Todd and Bill Stewart and Kent Burkhart 

and Gene Weed—the whole genre of people there felt that that’s the way they could tell 

the inside of a person who would eventually be responsible for a key part of that whole 

segment that was a radio station.  In other words, the whole thing with Storz was 

consistency.  You were in the format of playing the number one record at the top of the 
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hour, the number two at the bottom; number three was every other hour.  We can get into 

the music thing.  The whole point was: let’s find our people by really getting to know 

them before they ever go on the air.  At least that’s the way it was with me.  And the way 

I auditioned people, although, there was so little turnover during the time I was there [at 

WQAM].  There was an unusual set of circumstances in some places.  You’d go out 

and… I picked up Lee Sherwood at a Palm Beach radio station by going up at night at ten 

or eleven o’clock at night when he did the late show.  I would always catch his last hour 

because if he’s any good, that last hour is going to be as good as the first.  So, I would get 

Lee Sherwood and Jimmy Dunlap from a radio station in West Palm Beach.  And, Rick 

Shaw I picked up from Miami from WIOD doing a shtick with “Hoot n’ Annie.”  [I] 

thought, man, if you can make something out of “Hoot n’ Annie,” you can be a hell of a 

star in rock radio.  Which I did, and he was unbelievable.  

S:  So once you got the job, was there an orientation?  Or did they put you right on the 

air? 

M:  I went back to WRVA because they had the respect of the 50,000 watt clear channel 

to turn-in my two weeks or something.  I think once they knew I was going, that I think 

we worked it out over a week’s period of time.  [I] Came back in [to Miami and] I sat-in 

with Chuck Dougherty.  I sat in with a… I forgot who was doing afternoons at the time.  I 

remember there was only like… I came in on a Friday and listened to the station.  [I] 

went down there and watched everything and learned the controls; and came back during 

the all-night show and learned the board—guest of Al Martinez.  And at that particular 

point, I just went on the air next Monday.  I remember Burkhart saying to me: 

“Remember, when you’re just starting out…that microphone switch is a needle in your 
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side.  You can turn it on but it’s going to hurt until you turn it off.  So don’t talk too 

much.” [Laughs] 

S:  To what extent could DJs vary from the playlist? 

M:  Zero.  You didn’t.  You didn’t play anything that wasn’t in the studio.  You never 

brought in anything that was “grounds”…Well, we didn’t even say “grounds for 

dismissal” because you just never did it.  You had such great respect for the opportunity.  

The station was…Q-A-M and WTIX and WHB and in essence, Minneapolis—they had a 

tougher grind with [W]CCO—but the station was the talk-about thing of the community.  

So, you didn’t dare do anything to modify the number one position you had.  Why would 

you take a chance?  Don’t reinvent the wheel.  The only problem I had when I took over 

from Burkhart—and then Gene Weed had it for a while temporarily before he was 

drafted—when I took over as PD, I was given the playlist.  I was given the authorization I 

could add four records that were popular, maybe local, in the marketplace.  There was a 

thing called “Charm Bracelet” by the “Who-ha’s” or whatever…or a couple of Decca 

records.  But, I had to…the point of it is, I had to almost put my career on the line.  I 

remember Debbie Reynolds had a hit called “Tammy.”  And that was my first “Pick-hit” 

after taking over as PD from Burkhart and Weed.  And I thought, please be successful!  

Please be successful!  [Laugh]  Come on Debbie, you’ve got to make it!  [Laugh]  So that 

was kind of the thing…I mean we had impact.  We had that kind of a feeling of 

dedication.  I mean, today you look back.  One record?  I mean, you’ve been in this 

business for 40 years.  You’re worried about one record?  Yes.  It’s like success is one 

thing at a time.  

S:  How did they put together the playlist?  Was it done nationally through the chain?  
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M:  It was done through Billboard, Cashbox, and one other music sheet at that time.  Bill 

Stewart put it together out of Minneapolis.  And Kent Burkhart started the fussing with it 

because it was… And I carried on the fuss.  I even had a discussion with Todd one time, 

but primarily with Bill Stewart.  I said, “This is not Miami music.”  I’ve surveyed the top 

ten record outlets: Specs, to Burdines at the time—or whatever it was.  I said, “We’ve got 

these people reporting their top ten sales and they don’t even correspond.”  He said, “This 

is what it will be.  Play it.”  

S:  Storz says this? 

M:  Bill Stewart said this.  And he said this has got to be done this way.  This is the way 

it works.  It’s working in every other market.  So, I would fight him to a degree.  He said, 

“I’ll give you those four records.”  Sometimes one of those four records would be in Top 

Ten—still be an extra somewhere else.  

S:  So Bill Stewart is the national PD at the time? 

M:  Yes.  

S:  And Kent Burkhart is the local PD.  

M:  Correct. 

S:  What’s their relationship?  What’s the… 

M:  Burkhart used to be a DJ for Bill Stewart and Todd in Omaha.  So they sent him 

down to work with Jack Sandler [WQAM General Manager] who used to be in sales in 

Omaha. 

S:  But what is the differentiation between duties of the Storz national PD and the local 

PD?  The local PD is hiring his local jocks… 
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M:  The local PD had the responsibility for the personalities, the promotions.  You can 

learn from the other PDs in the Storz chain what was happening there.  But you still… 

You did everything yourself.  Really, I think Todd… I mean Bill Stewart was involved 

heavily in the music. I think probably                 whether he had the president of Roulette 

Records who was close to Alan Freed and all this stuff.  I don’t know what went on 

behind the scenes.  I never questioned that.  All I knew was, if you’re number one, don’t 

reinvent the wheel.  Just do it.  But as far as… It was like Stewart was the strategy and we 

were the tactics.  And what we did with it was our opportunity to grow.  

S:  Did record promoters ever try to influence anything that you put on the air? 

M:  All the time, all the time. 

S:  In what way? 

M:  Eddie Lambert, Mercury Records [was] probably the most fussy.  [He mimics 

Lambert:] “Charlie hadn’t played it yet!  I didn’t hear it on the air.  Now you’ve got to 

promise me it will be on next week because my guys are really…they need help here.”  

S:  Yet, you were handcuffed by the playlist? 

M: We were handcuffed by… No.  We could add four records—sometimes five.  Or you 

could change because your fourth record could be out and the fifth record could be in.  

So, you only had four to play.  

S:  Now is this as a DJ or a PD? 

M:  PD.  As a DJ there was never any discussion.  As a DJ, you could only play what was 

in that control room—in the music rack.  Period.  And it had a number on it.  It had a 

number corresponding to the playlist.  And you knew…everybody knew what you… You 

were only playing 45 records, so it was not hard to know all of them.  And half of them 
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were going on their way out and half of them were going on their way up.  So, you knew 

the records when you were listening.  You could tell.  Except the time I played “Silent 

Night” on Christmas Eve and it got stuck and I was in the bathroom.  But that’s another 

story. [Laughs] 

S:  But tell me… I interrupted you about Eddie Lambert.  Tell me… 

M:  He’s typical of… Stone…I’m trying to think…the largest companies…was it Stone 

Distributing Company?  They were predominately concentrating—because they knew we 

were so tight—they would try to spend some time with us because we were number one 

[rated station].  But on the other hand, Bob Green, who married Anita Bryant, was the 

7:00-11:00 guy at night on WINZ.  That was their only pop, Top 40 program.  And they 

[record promoters] spent a lot of time—because Bob could play whatever he wanted.  

And of course, these were pre-payola times.  I don’t know exactly whatever happened.  I 

know that I was offered a trip to…who was it?  I was offered to be part of a trip with Ed 

Little of WGMA in Hollywood [Florida] where Larry King got his start.  And by two or 

three other personalities to go out to… One of [the] record companies had people come in 

from all over—just like Ford had DJs, Wink Martindale, myself, Gene Weed from 

different parts of the country.  We went up to Ford to test drive the Mustang.  I mean it 

was all merchandising.  It was called merchandising.  Where the merchandised records… 

It wasn’t called payola because we weren’t asked to play specific records.  It was just… 

It was just learn some of the new records that were coming out; learn about the Ford 

products coming out; paints with the paint companies, or whatever.  That was a little 

extra… We didn’t do it very much, but that was the extent I saw with it.  

S:  And that’s when you were PD?  And you were PD from what years? 
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M:  PD from 1959 through 1965.  

S: Could DJs supplement their income at Storz doing record hops.   

M:  Yes.  Yes.  We created… Later on we started record hops.  In fact, the last year I was 

there in 1965—I went back 90 days [and calculated]—I had 89 personal appearances in 

90 days.  It was so astonishing.  That was a ____________ on my personality or 

popularity or the idea that I had afternoon drive.  I had it for seven out of eight years.  

And it was rated number one.  And you had an opportunity to go out and be involved 

with the community… 

S:  So these were all Storz sponsored?  In other words, the station… 

M:  The major ones [appearances] were sponsored by the station.  So that you wouldn’t 

have… You could make personal appearance endorsements…not endorsements…but that 

you’re going to be at the so-and-so for the cancer society.  But you couldn’t get on and 

have your regular record hop on Friday nights because you’d have every [WQAM] DJ 

having two or three plugs and the station would lose its focus.  So you had station-

sponsored events.  

S:  Let’s talk a little about Storz.  What kind of manager was he?  Was he a micro-

manager? 

M:  Just the opposite.  He would let his people know they were responsible for the 

mission they were hired for.  And I don’t know whether I told you the time I was working 

afternoons at the DuPont before we moved down to “Automated 61”—it was 1960 or ’59 

I guess—I was doing afternoon drive and the door opened.  And this man—good-looking 

guy—was walking in with this woman.  And I had just been told, as we were all 

reminded in the meetings once a week or every other week by Burkhart: “Nobody comes 
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into the studio while you have a show on the air.  Is that clear?  You will not be able to 

focus on what’s coming up.  You won’t have the record cued.  You won’t be having your 

mind on the business.  Nobody come into the studio!”  So we’re about ten minutes into 

four o’clock—4:10 or 4:15—the door opens.  Man and wife walk in.  I had just started a 

record because he had seen the light go off outside.  [Murdock says:] I’m sorry sir, we 

have…” and we’d always blame it on Todd Storz, “The owner has a very strict rule that 

we do not allow visitors while we’re on the air.”  He says, “Very nice, Charlie, very nice.  

I’m Todd Storz…”  I damn near went through the turntable!  “…And this is my wife, 

Betty [Elizabeth Trailer].” 

S:  And what year was this? 

M:  About ’59…’59, yes. 

S:  Did you have a lot of interaction with him?  Or was it mostly with Burkhart? 

M:  Mostly with Burkhart.  And when I was taking over as PD primarily with Bill 

Stewart [and] Jack Sandler—Sandler for promotions…Stewart again for music and 

product on the air.  And Todd primarily… The only time I had a chance to do this with 

Todd was in 1961 when we had automated fairly successfully.  And he came to me and 

said, “I’d like you to be general manager of WDGY in Minneapolis.  You’ve done a great 

job here.”  He took me out.  We went to the Jockey Club.  I couldn’t figure out why he’s 

taking me out to eat for, you know?  The owner of the company…27 years old 

[Murdock’s age]…what’s this?  So, he made the offer.  And I went to a managers’ 

meeting with… I don’t remember if Grahame Richards had taken over at that time?  I 

forgot when Grahame took over [July 1959].  Anyway, it was the whole group there.  

And I came back and I said to myself [that] I haven’t had enough sales preparation at this 
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point.  So I turned them down.  But I kicked myself around the block and tried to re-open 

the door after I had turned them down.  I said that’s all right, we’ll continue to look. 

S:  Now this is the… This is when the Storz organization home office is in Miami? 

M:  [The] home office is in Omaha at that point.  They had not moved it down yet.  They 

moved it later on after we had automated it.  I’m trying to remember the time, because 

Todd had died in ’64 and I think… I can’t think of when, because we had so little effort 

to do with the home office.  Ruthie Peterson was Todd’s secretary and she was more or 

less liaison of anything that had to do that wasn’t Bill Stewart’s or Jack Sandler’s area 

while I was PD.  It was very structured and… 

S:  You where in Miami during that interesting time when there were the two disc jockey 

conventions. There was one in 1958 in Kansas City…one in Miami in 1959, sponsored 

by Storz.  Why would Storz sponsor that?  What was his intention in sponsoring those 

events? 

M:  Well, it gave Storz the opportunity to invite… Number one where else can you find 

DJs you’d eventually like to hire?  Secondly, [the convention] had booth[s] set-up by the 

record companies.  All the ancillary…everything, all the parties, all the things hosted by 

the record companies.  Why not?  The one thing that caused the payola investigation was 

somebody forgot to invite the radio and TV editor of the Miami Herald. 

S:  To the Miami convention? 

M:  To the Miami convention.  And there were two or three people they left out.  They 

felt like they were snubbed.  So, they decided to come anyway and see what all this 

interaction is between record companies and DJs.  Somebody talked about something 

going on somewhere.  And of course, Dick Clark was the biggest one to lose anything, if 
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he was going to lose something.  And he was the biggest name there.  So, they started 

zeroing-in on him.  Then you’ve got something for the politicians to zero-in and that’s the 

way the thing grew.  

S:  Do you have any stories from that convention…the Miami convention? 

M:  I have a story where my wife and I went inside, and there’s a picture [of us] having 

dinner with Patti Page.  It was again… See, all the record artists would bring their key 

people in to impress all the DJs. I mean it was a very fertile cross-pollination of 

everything.  It couldn’t have been a better idea for the business.  I think Bill Stewart came 

up with it.  Todd bought it.  And it went from there.  

S:  Did you ever sense that Storz was somehow interested in the whole payola thing and 

how he could make money off of it? 

M:  No, absolutely not.  The only way he could make money out of that was to in effect 

be an industry leader by putting these things together.  He didn’t know about… I mean, 

he wasn’t interested.  Not only that, he would’ve blown somebody’s head off of even 

thinking of taking payola.  Payola for what?  The guy [Storz DJ] certainly couldn’t play 

the record.  So, why would the record company be interested?  The only persons they 

would be interested in would be the PDs.  And they had an opportunity to grow with the 

company and maybe manage the station.  So, you wouldn’t want to take a risk in your 

career by playing in the payola game.  

S:  Storz died in ’64?  

M:  Yes, and you’ll see the story there on the video. 

S:  What’s the impact?  What was the impact of his death on the group? 
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M:  It would almost be like… It wasn’t like when Kennedy died or [was] assassinated.  It 

was like… The feeling was… The greatest tribute we could give him would be to 

continue even stronger in the things he created.  That was the complete feeling around the 

radio station and to other Storz PDs I talked to.  It was not… It didn’t skip a beat; because 

that’s the way he would have wanted it.  And he wasn’t that active.  He had turned things 

over to good general managers.  He had turned things over.  And he wasn’t really like 

you say: “micro-managing.”  He wasn’t involved day-to-day.  So all of us didn’t really 

[worry], “Oh my God, who’s going to host the meeting, Friday?”  You know that kind of 

stuff.  So that was the impact on me.  It was almost upbeat, positive: now that you’re not 

here, we’re going to make it even stronger for you.  

S:  Was his death sudden or was it over a long-term period? 

M: I think it was sudden.  I think it was a mixture of medicine and alcohol.  Something 

like that was my gut feel.  It was listed as a heart attack.  But the man was in his 40s or 

something like that… How could you have…?  I don’t know.  It wasn’t a questionable 

situation because we knew that—number one—he had all the money in the world with 

his family when he started this thing anyway.  So, what was the…?  He had divorced 

Betty and he had married one of the record company’s former dates or something.  Storz 

had, I think… Storz had his own record company.  Oh God, I don’t remember the first 

song.  It was so horrible.  [I] can’t remember the first song.  I don’t want to remember the 

first song!  “Tweety Bird,” I think, or whatever it was.  

S:  Do you know what the name of his record company was? 

M:  It was Storz…Storz Records. 

S: And they were out of Miami? 
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M:  It was put together in Miami.  I don’t remember much about it.  I think I had left at 

that point.  It was ’63 or ’64.  But Gary Stites was the promotion manager and Todd met 

his wife…met Gary Stites’ girlfriend and I think that’s who he later married.  I can’t 

remember her name. [Lori]  How would I remember that name out of 40 years? [Laugh]  

Gosh the brain is wonderful! [Laugh] 

S:  Talk a little bit about the station.  What sort of production facilities did you have?  

How many studios? 

M:  We had a master production studio.  And we had every… We had every production 

library you could find.  Of course back in those days, when I first started at Q-A-M, we 

had disks.  And our commercials were cut on acetate and put in the control room. 

[Laughs]  In fact, I remember one time when Todd had come in, after I had met him and 

we had moved down to the DuPont Building.  Something happened.  Somebody didn’t 

have a commercial [or] the record stopped—whatever it was.  I got so mad.  I lost my 

temper.  I took one of these ten-inch acetates and I wheeled-in [threw it] like that and it 

stuck in the wall. [Laughs]  I didn’t know whether to pull it out and leave a crack or sit 

there and leave it; so Todd can say, “We’ve got an energetic crew.” [Laughs]  This was 

on one of his visits.  But we started out with acetates and they would scratch if you just 

moved the needle the wrong way.  But you had to cue it up right.  God forbid if it had to 

run forever.  Then the greatest thing happened.  We had the MacKenzie machine for 

“stingers” and all the other things.  They eventually used them on laugh tracks for the 

national TV shows.  We had the MacKenzies for jingles and then we finally got into the 

spot machines—the Spotmaster cassette carts.  Of course that was a great, major 

breakthrough at the time. 
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S:  What year did that happen? 

M:  I think it happened in ’61.  It happened… Yes, because when we moved down to 

automate and everything else, we went into the Spotmaster machines, and it all happened 

when we left the DuPont Building.  

S:  Tell me about the transition to automation.  Q-A-M became automated at some point.  

What year was that? 

M:  That was ’61 also.  That was when I went out to Oklahoma City to learn how to do it.  

I was given 48 hours to learn it. 

S:  Tell me that story. 

M:  It was done for an economic purpose because we had begun to… We were going 

through a recession at the time nationally.  Each of the stations’ revenue was down a little 

bit for projections.  Advertising revenues were down nationally and locally.  So Todd 

said, “Let’s just…let’s just…if it can sound…” Of course, Schafer came to them with a… 

It was going to be the second coming.  [Murdock imitates sales pitch:] “This is a tape 

made from our prototype machine.  Listen Todd.  This is a tape from you station in New 

Orleans.”  Well of course they had the thing all primed up and the automated thing 

sounded much better than that, because if you’re doing something by now 

______________ a computer.  You can make it sound much better than live. 

S:  And Schafer is a manufacturer…? 

M:  Schafer was… Schafer Electronics was the provider of the first automation that Storz 

and the other stations around the country used about three to four years.  And Todd… 

See, we would have people in Miami come down during the wintertime from January to 

May.  We would have people come down with their programming people from all over 
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the country—Cox.  All these station groups would come down and just tape us for a 

week.  And [then] go back home and analyze it.  How can we make our station in Rome, 

Georgia sound this good?  And so, for all that, we were… 

S:  And Storz didn’t… Storz management didn’t have a problem with that? 

M:  You mean automating the sound? 

S:  No, no.  Being copied by other stations. 

M:  We were just…we were just… Number one, as long as it didn’t happen in our 

market, we didn’t care.  As long as the Storz markets were clean.  Naturally, they 

wouldn’t come down for any other purpose because they could hear Storz in their 

market…so [nearby stations] wouldn’t come down.  Besides, being in Miami Beach in 

February isn’t bad duty. [Laughs] 

S:  Who was your main competition during those years? 

M:  First, Frank Ward and “Whamm-y,” WAME.  And Frank was the only—well there 

was one other person when I got to Cincinnati—but he was one the few people who could 

go out drinking until three o’clock and be slurring his words like this: [Murdock imitates 

drunk:] “Charlie, we’re going to beat your socks off…we’re really gonna do it!”  And 

we’d be at some kind of function where he’d be sloshed.  And you’d listen to him when 

he’d come on at six o’clock and [Murdock imitates sober voice:] “Hi, this is Frank Ward. 

Welcome to Whamm-y in Miami,” and go right into the music.  

S:  So he was a DJ? 

M:  Yes, DJ [and] program director at Whamm-y.  And they went after us.  And then the 

major success… And I’m trying to think… That was in ’60.  Then we automated.  No, 

I’ve got it reversed.  F-U-N went after us first.  That was Bud Connell, program director, 
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for WFUN the Rounsaville chain.  Bob Rounsaville.  Bob was the owner.  I think they 

had three stations—one in Atlanta or whatever.  [Rounsaville] hired Bud Connell.  Bud 

was outstanding.  Bud was, I think… I don’t know if he ever worked for Storz or not.  

But he was just a very creative production whiz.  And he handed it to us.  And one of the 

other reasons we automated was to go back at him—in a cheaper way.  Instead of putting 

the money in personnel, [WQAM] put the money in promotions.  Then after that, 

Whamm-y came in—after we had subdued WFUN.  We later hired… Bud left to work in 

St. Louis… In fact, we hired Bud in St. Louis at KXOK.  And then we later hired  

F-U-N’s program director to be program director of one of the Avco stations—KYA.  

And I had never met… I can’t remember the guy’s name… He’s dead now, too.  But, it 

was like walking into Stalag 17 and the British army and the German troops or 

something, you know?  You fight these people so fiercely, like Bud Connell.  We’d have 

people go to WFUN at night and raid their wastebaskets [and] trash.  What would be the 

next memo about the next thing?  And the newspapers would [accuse] “What, us do that? 

Come on!  What do you think we are?”  

S:  You don’t see that type of competition today. 

M:  Today’s competition is a lot different.  Today’s competition is not beating your 

competitive format, because you’re owned by the same people—[for example] Clear 

Channel [Communications].  You’ve got to make sure you don’t [Laugh] overcome the 

other person, but you keep your ratings high enough that you’re going to make the 

projections that are made for you.  It’s a financial game, today.  That’s what it is.  

S:  What was news like a Q-A-M? 
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M:  Well, the format of Storz generally over the entire operation, and we lived by this and 

I preached it all the time: “Never a second without a sound.”  And preferably that sound 

has to be entertaining.  So does the news.  The news must be just as entertaining.  I heard 

a phrase up here: [in Cincinnati radio] “It’s either got to be a smash or a crash or it won’t 

be on the air.”  It wasn’t quite that bad.  But we always lead with something that if you 

were the housewife listening, and you heard a screech in your neighborhood, all you had 

to do was turn on the news at Fifty-five [560] and there was your answer.  Everything 

was local.  You top it off by one minute of national news _________________. 

Everything was local—everything that had happened.  Everything that was… I remember 

one of the things.  And generally they couldn’t have been adlibbed.  But, I was in a hurry 

one time when I was doing news for Chuck Dougherty, or Jack Purrington—I’ve 

forgotten which one it was—and I said, “A young man, age 35, lost control of his car, ran 

into this service station, hit three gas pumps and he’s now on fire.”  Young man, age 35? 

[Laugh]  I don’t know where I ever got that from. [Laugh]  And by the way, anytime you 

could get anything to qualify as a bulletin to interrupt this music…[Murdock announces:] 

“Bulletin, bulleting…now from the 560 newsroom, here’s another late story…”  

S:  Did you pay for news tips? 

M:  Twenty-five dollars a week.  Yes.  That was the key thing.  And it ended up every 

newscast.  [Murdock imitates:] “And if you see or hear news call…and win the $25 news 

tip award.”  It ended up every newscast.  

S:  You can’t talk about Storz and not talk about promotions.  What were some of the 

most interesting ones you were involved with? 
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M:  Well, the big classic we all knew was when the FCC went after Todd because they 

hid a check for $100,000 in the Omaha library. [Laughs]  I thought he came very close to 

losing the license over that, because every book was pulled out of the library and on the 

floors, and everything else…[Laughs]  And from there on out it was… Everything we 

did—all of our management—everything was: “Is it ‘talk-about-able’?”  If you’re going 

to have… Because Bud Connell was beating our clocks with the “totem pole for your 

own backyard” or your own pet turtle for your pool or something like that, it had to be 

“talk-about-able” so that… [He imitates listener:] “Have you heard about that thing on  

Q-A-M where they’re giving away that pet rock?”  Not only that but you get one for all 

of you best 35 friends or whatever.  I’ve got a list of about, probably, one-hundred 

promotions we did. 

S:  So the idea was to get the listeners talking about it or get it in the newspapers—or 

both? 

M:  The newspapers wouldn’t print it.  This was back in the time when they would say: 

“A local radio station is doing this.”  They wouldn’t put the call letters of the station.  

They’d black them out, you know.  This was back in those days when you had to do your 

own promoting.  We had the Chief Wachikanoka.  You’ll see all the type of promotions 

in the video—the donkey race. 

S:  Did Alan Freed come and work at Q-A-M when you were there? 

M:  Yes.  Todd asked me to go meet the president of Roulette Records and Alan Freed, 

who would bring along his records [Murdock howls like a wolf] of “The Moon Dog.”  

S:  What year is this? 
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M:  This is also when we automated in ’61.  There were a lot of changes and he felt like 

we would command the automation and so forth.  I think Alan lasted about a year-and-a-

half.  He was just the wrong person for the market.  He was New York.  But he wasn’t… 

Just like Bruce Morrow coming back to WINZ, he didn’t last very long either.  

S:  Todd wanted to hire Freed? 

M:  He did.  We did.  He was hired and was put on Q-A-M and I worked with him.  I 

think Alan Courtney either died or left.  Something happened.  What was it?  I think Alan 

Courtney was hired away on WINZ.  And then Alan Freed came in, but I don’t think he 

was there that long—maybe ’62 [or] ’63 somewhere in there.  

S:  And why didn’t that work out do you think? 

M:  Number one, he was drinking all the time.  And number two, he had his wife taking 

responses.  And he just was over the heads of the average Miami teenager or Miami 

adult—South Florida adult.  I mean this station had coverage all the way from 

Tallahassee to the Florida Keys.  I mean it was an unbelievable opportunity.  But he 

just… Either he had been drinking in the afternoon or… He was on the bottle all the time.  

It affected what he was doing and saying and so forth.  He wasn’t slurring words.  But he 

was just a style that was New York.  

S:  And then he goes to the West Coast after that? 

M:  I think so.  I was so glad to get rid of him because he was dropping everything down.  

S:  What was…?  What’s the lasting effect of Storz on you career, as you go on to work 

in Cincinnati and have a great career here at WLW? 

M:  A permanent one.  [It was] a very permanent one, because I learned teamwork.  I 

learned one time by allowing myself to do more record hops than the other fellows 
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almost caused a mutiny _____________ got it over with _____________ still the best 

friends with everybody.  We never mentioned it.  A couple of the guys just said, “What’s 

he doing, promoting himself?”  And I let it get out of my… And this happen during about 

a three-month period.  And I learned something there: that you always have to be 

conscience of every team member.  The quarterback cannot score without thanking the 

tight end.  The quarterback cannot throw the pass without coming up and hugging the 

linemen that made it happen.  I think that was the greatest thing because when you come 

off of a very successful radio career where you’re the star of the show, you get all these 

accolades.  And you could have the opportunity of thinking you’re better than God 

because you’ve got all this attention.  And then you go into management.  The greatest 

thing I had to learn after leaving Q-A-M was you get things done through people—not 

yourself.  It’s like General Custer attacking the Indians and looking around and saying, 

“Oh my God, where’s my troops!”  That’s the biggest thing I learned.  I think the 

management thing… Because being a program director, you are management for Storz.  

So, Jack Sandler brought me in the first week I was in [as program director] and he said, 

“Charlie, I want you to know what I look as my definition of success with the Storz 

organization: Success is built on immediate follow-through, attention to detail, and total 

commitment.”  But the key I learned with Todd is getting things done through people.  

 
 

Transcript of Dickie Braun 

 
Richard A. Braun was born November 1, 1928, in Pittsburgh, Pennsylvania.  

After graduating from the University of Pittsburgh in 1952 with a degree in business 
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administration, he was a disc jockey at two radio stations in West Virginia.  In 1956, 

Dickie was hired by Storz and moved to Omaha where he briefly worked at KOWH as a 

disc jockey.  That same year he was transferred to WTIX in the same capacity and was 

briefly promoted to program director before leaving in 1960.  After New Orleans, he 

worked at WKBW in Buffalo for a year.  He moved to Cincinnati to work at WSAI from 

1961-66.  In 1967, he began a 25-year run as a DJ at several stations in Louisville before 

retiring in 1993.  

This interview was conducted in Louisville, Kentucky on February 23, 2002. 

(B: Braun, interviewee) 

(S: Scherer, interviewer) 

S:  Tell me the story about you getting the job at Storz.  What was the process? 

B:  How I got to Storz?  Well, I was at WWNR in Beckley, West Virginia—my second 

radio job—and I’m trying to think when… It probably would’ve been around the spring 

or summer of 1956 and I saw mail addressed to Wynn Moore who was on the staff with 

me there—a fellow named Wynn Moore.  He may be famous somewhere in the country.  

He once tried to entice me to go to San Antonio to do talk radio back in the ‘60s, I think.  

And I didn’t do it.  But he may have done well in that field.  So, I saw a letter addressed 

to him from Storz.  And that prompted me to send a tape off to the Storz Company.  And 

I got a reply from them—from Bill Stewart.  And I don’t remember, probably a phone 

call or a letter asking me if I’d be interested in joining them; I guess is the point of it.  

Just how the conversation went, I don’t really know.  But that’s how I got in Storz.  

S:  Was it an audition tape or an aircheck? 
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B:  Well, I made up an audition tape with various stolen bits that I do—things that I 

appropriated from Rege Cordic in Pittsburgh who did funny bits on the radio.  And I 

figured I could do those in West Virginia—my own version of them.  [The bits were] 

nowhere near as funny as the kind of stuff he did.  And he also operated with a couple of 

people—maybe helped him write the bits.  There were at least maybe three of them 

involved, so he might have had a real staff working on that morning show.  I always 

figured it was just one guy who was responsible for that.  

S:  So you contacted Stewart and where did you go? 

B:  Well, he made the first contact and said they would hire me.  And he mentioned some 

kind of sum there that seemed to me like $600 per month or something.  And I should go 

to visit him…not to visit him… I should go to the home office in Omaha—KOWH.  And, 

I was on the staff.  So, that’s what I did.  Left my wife and child in Beckley and drove off 

to Omaha; and went through scenic Iowa on the way—went right through Ottumwa, 

Iowa.  Got over to Omaha.  And that’s where I met… I guess that’s big-time radio it 

looked like to me.  All the people [were] dressed very nicely.  We were on the more 

casual side in Beckley.  

S:  So what did you do [in Omaha]?  How long were you in Omaha?  And what did you 

do there? 

B:  About five days.  When I went there, mainly what I tried to do was find a parking spot 

on the street—a free parking space where I wouldn’t get a ticket.  The idea was for me to 

come in… I think I came in early in the morning.  And Grahame Richards was doing the 

morning show—Grahame “Crackers” Richards.  

S:  Was he program director at the time or just air-staff? 
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B:  I think he was probably program director and air-staff.  I’m not sure about program 

director.  But he was the morning announcer.  They had another fellow named “Sandy” 

something or other…Sandy Gilmore or Gilman or some kind of name like that.  And he 

was always dressed very smoothly and spoke very nicely.  And he was one of the local 

Omaha figures who apparently had a good following. 

S:  So did you go on the air at KOWH? 

B:  I think I did a little bit of comments or something or other with Grahame Richards.  

Actually I think it was just a… I didn’t really have any aims when I got there.  I didn’t 

have any act worked out [or] anything like that.  Maybe I did things like the weather 

forecast, read a little bit of news.  I’m not sure.  They had news people at the other Storz 

stations, so I’m not sure.  So maybe I did some news items.  

S:  Did you meet Todd Storz in Omaha? 

B:  I don’t recall whether I did or not.  I probably did.  Bill Stewart was there.  The 

manager’s name was Virgil Sharpe.  It seemed like he was down at the other end of the 

building.  Bill Stewart was there.  They might have spent a lot of time discussing things.  

Someplace along the way, the first few days there, after I arrived they told me they were 

going to send me to New Orleans at WTIX.  I found out later on they apparently did quite 

a bit of shuffling like that.  They’d take somebody from New Orleans… The reason I was 

going to New Orleans is because they sent somebody from New Orleans down to Miami.  

At that time Storz must have had KOWH—a daytime station—and WTIX New Orleans 

was 24-hours.  And they also had WHB Kansas City and WQAM Miami.  And I’m not 

sure about the Minneapolis station—if they had that at that point.  I think they probably 

did—WDGY.  
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S:  So did you work at WTIX the first frequency or the second frequency? 

B:  Both. 

S:  How did that work?  How did that transition occur? 

B:  From the frequencies you mean? 

S:  What did Storz get when he bought the second station?  Did he get more power? 

B:  You mean WTIX? 

S:  Yes. 

B:  Oh, yes.  He got [a] better signal and power, too.  As I recall, T-I-X when I got 

there—probably 14-something on the dial or it might have been in the twelve’s—[it] was 

a 250-watt station.  And we had an engineer there and he could tune things a little bit 

differently and could shoot the signal out further than it was probably allowed to go.  As 

long as he didn’t do it that way… He would cover it—try to cover a good portion of the 

Gulf Coast to the east of New Orleans over toward Mobile [and] places like that.  But I’m 

not sure what the range was.  We might have gotten out to Gulf Port, Mississippi [or] 

Biloxi, around in there with that old thing.  But it was definitely when we got the 690 

frequency.  There was a black station at that time—WYLD.  I think it was.  And they 

must have bought the frequency—Storz did—and put us on 690.  And then we became 

[He emphasizes] “The Mighty 690, Tiger Radio in the Gulf South!”  That’s where 

Grahame Richards came in because he used to do those lines.  And we’d play those over 

and over on the air.  

S:  And what did he do [Storz] with the old station—the old frequency? 

B:  He may have donated it to the board of education.  But I’m not sure about that.  

S:  I think he did.  
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B:  Because the Times Picayune…Times Picayune newspaper was there.  They also had 

another newspaper.   I guess it was the same company—New Orleans States Item.  But I 

believe there was a station; WTPS was Times Picayune station.  I believe it was operating 

there at the time.  I don’t remember what the format was—probably something sedate.  

Seemed to me they operated from some blackish looking building—sort of like an old 

museum building or government building near St. Charles Avenue near the Lee Circle in 

New Orleans.  So getting back to the other point, it probably was the board of education 

that they donated that station to.  

S:  When you started at Storz, either in Omaha or New Orleans, did you get any 

coaching?  Were you read the Storz procedures manual? 

B:  When I sent the tape off to Stewart… When I was in Beckley I did this poet, Walter.  

Not Walter.  “Vernon Verse” [was the character’s name.]  I forget what I called it—the 

poet.  Sort of like “Percy Dovetonsils” that Ernie Kovacs did.  The guy in Pittsburgh, 

Rege Cordic, had a character.  And I’m trying to think what he called it.  Ted Malone was 

sort of popular on the network at that time.  And Ted would have an organ or one of the 

radio networks would be playing organ music in the background while Ted recited poetry 

and folksy things.  And I think Cordic called his character, “Fred Malone.”  And I may 

have called mine “Vernon Verse” or something.  But the idea was to make a serious-

sounding recitation out of something—like the words to “Hound Dog.” [He 

demonstrates] “You ain’t nothin’ but a hound dog…” 

S:  [Laughs] 

B:  …with flourishes from the organ, such like that.  

S:  So that was a bit you did for… 
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B:  For my audition tape.  Another thing I did was… I did something with the tape and 

put a bit of it on there backwards.  That might have been what I did at the beginning, I put 

it on the backwards [He imitates reading words in reverse] like that.  And I said 

something clever like, “Oh, I’ve got the microphone upside down.” 

S:  [Laughs] 

B:  So I’d turn it around.  That’s the kind of tape I sent off to Storz. 

S:  I’m trying to find out once you started at Storz, was there coaching? 

B:  Well, I may limp into that. I think what it is… When I got there, I just sort of drifted. 

They had me doing one of the air shifts.  I’m not sure when.  I know that I worked several 

of them.  I worked late at night and midday.  And I believe there came a point not long 

after I was there, when somebody asked, “What is Dickie doing there?”  And the program 

director, Eddie Clarke said, “Nothing much,” more or less.  I wasn’t really doing 

anything inventive except playing records—“Here’s this one…here’s another one.”  And 

they said, “When is he going to do something funny?” sort of like what was on that 

[audition] tape?  So, I think they “goosed-me” a little bit finally; and told me to start 

showing some talent other than reading words.  

S:  And this is in New Orleans? 

B:  Yes.  So that could be called coaching. 

S:  [Laughs] Or motivation? 

B:  Yes.  If you want to work here, you’ve got to work—instead of just floating.  I think 

that’s one of the problems with me.  I’ve always been sort of a floater.  I think of 

interesting things to say.  But then I don’t really put them on the air.  And you really have 

to push me to do it.  And then sometimes you get good results; and sometimes a lot of 
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mediocrity.  So I think in that respect, there was more of a sense of urgency.  “Prodding,” 

I guess, was [a] better [word] than coaching.  That’s probably what it was—prodding.  

Do something!  [He mocks]  That’s what we’re paying you for.  Eddie Clarke was the 

program director when I first went to WTIX—and shortly thereafter.  He went back to 

Kansas City, because he liked Kansas City better.  And they brought in Johnny Barrett as 

program director.  And I think he encouraged me to do goofy things; or as I recall, just 

generally left me alone.  And then [I] also would write copy and Barrett and I would do 

some promos together—various take-offs, and maybe something original.  And, I think, 

when he got there, it was encouraging that he let me do things.  And [he] made such 

comments that would encourage my strange brain to do more. 

S:  What was the role of the national program director and the local program director? 

Did you ever have much contact with the national program director—other than he hired 

you? 

B:  No, he would… The main thing that we got from him was the music list.  The 

national director would issue the music list.  And my understanding was that that was the 

list for all of the stations to play.  That’s where you got the music that you played—was 

on the list.  And we would have these Top 40 countdowns, or Top 10 countdowns.  And I 

don’t recall for sure whether or not we had to follow the national list when we played a 

Fabian song or something.  [He announces:] “This is number 10!”  And then like last 

week it was number 8 or some such thing like that; or if they listed them in order.  The 

national list showed them in order and we didn’t necessarily have to play them in that 

order on our station.  But, I think there was some freedom on the part of the local 
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program director.  But most of it was playing songs that were on the list.  So we must 

have had some things that weren’t being played in Miami.  

S:  Regional artists. 

B:  Yes, because there were a few down that way: Fats Domino and Ernie K-Doe.  

S:  Did you have input into the music selection process? 

B:  No, I didn’t.  I just played what we had.  

S:  At Storz, because you weren’t selecting the music, I guess you could pick what songs 

you wanted to play off the list.  Did you consider yourself more of an entertainer and less 

of a disc jockey? 

B:  I have no idea how to answer that.  I guess… I guess I probably just thought I was… 

[I] Spent more time thinking about what kind of entertainment I could supply from my 

brain in regard to little skits or funny sayings, lines or something I could use.  That’s one 

of my big weak points is, I don’t really remember how we played things.  Did I play a 

record and then talk a little bit, then play a commercial…or two commercials…and 

maybe you played another song?  Now days they are all pretty much clustered. 

S:  But you didn’t worry about playing two slow songs in a row?  Or two fast songs?  

B:  I think that was probably there, but I don’t recall really worrying about it.  I know 

someplace along the line there used to be… You never played two women [artists] back-

to-back.  But nowadays, for the past ten years, in country music where I wound up my 

career, that used to be one of the rules, too.  You don’t play Loretta Lynn followed by 

Tanya Tucker.  Nowadays you get four women in a row, because women have really 

moved into the country field.  But back then, I don’t think there was any kind of 

restriction, at least that I recall.  
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S:  Were there record promoters in New Orleans? 

B:  There were!  And they would invite us to places!  I think they mainly dealt with the 

program director.  The program director was the music arbiter.  And he got some signals 

from the home office—from Bill Stewart.  One thing I remember from the music list is 

when Connie Francis had a song called, “Everybody’s Somebody’s Fool.”  I think that’s 

the Connie Francis record.  What I’m getting to is the first time that record appeared on 

the big music list from Omaha, it was number one.  It didn’t climb from [number] 42.  

[He imitates:] “Up three more notches…”  What was that guy—Andre Baruch?  [He] 

Used to do, “Number 39, last week!”  Hit Parade. 

S:  And did that raise a flag? 

B:  Yes.  We began to wonder: how does that happen?  And it might’ve had something to 

do, too… Maybe we were following some… Playing some in order as the Omaha list 

showed them [or] maybe we were doing the Top 10 ranking that showed whatever was 

number one.  But they did have record pushers there—a couple of guys.  Larry Regan 

was one.  Henry Hildebrand. Every once in a while, Mel…?  Mallory was a guy with 

Capitol Records.  And they would have little parties from time to time, sometimes.  I 

don’t recall going to lunch with any of them, myself.  However, once later on shortly 

before I left WTIX in 1960 [or] thereabouts, I did go have hospitality supplied by one of 

the record promoters to watch one of the performers at the Roosevelt Hotel in the Blue 

Room.  So, he paid the bill for the dinner and the drinks, and such.  And the 

entertainment was on him.  And you can see what that became a form of.  But what it 

was… It had to do with, maybe [the song] “Please Help Me I’m Falling.”  I think that 

might have been one of the records.  We had the Hank Loughlin country version.  And I 
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think Rusty Draper had the pop version.  And I believe this guy was interested in the pop 

version.  I’m not sure.  I think we played both of them.  I’m not sure how that went.  But 

the idea was to get more play or only play the one the record distributor was distributing, 

so we had at least that much influence.  

S:  But you weren’t given gifts or jewelry…? 

B:  No, nothing like that; just an occasional dinner or something like that.  But I wasn’t 

the only one… I guess in this case, my wife and I were the only people there to see the 

nightclub show at the Roosevelt Hotel.  But there were other instances where other staff 

members would be invited and other people maybe from other radio stations.  I’m not 

sure who else.  Maybe advertising people would gather at one of the record promoter’s 

houses.  Who knows what went on?  I don’t recall ever getting any cash for anything; 

from anybody to play a record [or] leaned on.  You know, phone calls: “Why don’t you 

try playing this?”  But I was also real stupid about music because some song came out 

there and I would play the B-side instead [of] the A. [Laughs]  The B-side was the one I 

liked. 

S: [Laughs] 

B:  Why don’t you play this other thing?  That’s the hit!  It is?  Yes!  I must confess I was 

completely out of… I was too dumb to understand that.  

S:  Did anybody at the radio station go to that 1959 Miami convention? 

B:  Well somebody along the way, I’m not sure.  ’59 was when that happened?  

S:  Yes.  

B:  So I must have been at T-I-X.  I know there was talk that some of the Storz people 

were there…but which ones?  I’m just assuming Bill Stewart was there.  Whether Todd 
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Storz was, I don’t know.  I’m not sure about the local—anybody on our staff who might 

have been there.  But I would think that surely there must have been some people from 

the WQAM station there.  It was in Miami? 

S:  Right. 

B:  What was it?  Something with “Bribes, booze,” and something was the headline that 

they put out?  Some trade paper? 

S:  Yes.  The Miami Herald, actually. 

B:  “Babes, booze, bribes?”—Some kind of a headline like that?  Miami Herald?                        

They’re the ones involved with the Bush-Gore recount later, too.  Aren’t they?  They 

must be the watchdog there.  I don’t know specifically if our program director attended or 

not. 

S:  And then shortly afterward is the investigation into payola. 

B:  Yes. 

S:  Do you remember that [the investigation] having any impact on the industry?  

B:  I really don’t have any information on that at all.  I don’t know if we were quizzed by 

anybody—any investigators or anything.  I don’t recall that kind of contact.  I think 

mainly with that…was confined…if there was any investigation, they must have done 

more of that with the home office or whoever organized it.  What was it called, the disc 

jockey convention?  Is that what that was? 

S:  Right. 

B:  So maybe whichever Storz people helped to organize the DJ… I assume it was the 

Storz people who instigated the whole thing, wasn’t it?  Conceived the DJ convention?  

So it was their show.  “Let’s have a disc jockey convention!”  Don’t forget the B.B.B. 
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[Booze, Broads, and Bribes] [Laughs]  And, I can’t recall any specifics as to who might 

have gone.  I do sort of have a feeling that John Barrett who was program director—the 

guy that I referred to who sort of encouraged me into doing funny things—I think I have 

a feeling he did not go to that; and deliberately avoided going there.  Or if he did go, he 

came away quickly and didn’t want to be associated with it—with the situation.  It has to 

do more with me being gullible I guess, compared to other people who can see what’s 

before… [He mocks:] “Can’t you see the sin there, boy?”  [Laughs]  That kind of thing. 

Sin and degradation!  [He mocks:] “I thought it looked like fun to me!” [Laughs]  I just 

thought they were having a good time.  So as a sharper brain, I do believe Barrett stayed 

out of that.   I did find it rather interesting that many years later when they’d bring up 

payola, they would seem to aim at the Spanish community and black disc jockeys; and 

target them instead of the more influential, better paid, white DJs.  

S:  Tell me about the station itself in New Orleans.  Where was it located?  What were the 

facilities like? 

B:  We were in the Central Savings Building—a beautiful location on Canal Street.  No 

parking.  No parking lot next-door or anything.  

S:  So that’s right in the French Quarter? 

B:  No.  It’s just on the edge—across the neutral ground of the French Quarter.  So our 

studios were on the second floor.  We had, I guess, an office fronted on Canal Street.  The 

windows overlooked Canal, which was a lovely place for seeing the Mardi Gras stuff 

when it occurred.  And then next to that was the manager’s office, and his secretary was 

in there someplace.  And I’m trying to think where the sales people might have been.  It 

might have been in that front room.  We must have had about three or four salespeople.  



 96 

Then you go down the hall and we had an air studio—rather small, maybe nine-by-

twelve.  And next to that was maybe a nine-by-twelve…or maybe a little larger than that.  

It was a production studio which housed tape machines, turntables and acetate disc 

cutters.  And there was a little broadcast booth in there.  Over time they would… John 

Barrett would have me do a half-hour program on tape.  That must have been when I was 

doing [a] daytime air segment.  I’m not sure when that would have been—9am until 

noon, some such.  And then play a tape of mine either between midnight and one…12:30 

to 1:00.  So they had this little booth in there. 

S:  What was the production equipment you used? 

B:  We had these old Ampex recorders—big tape recorders with those big reels…12-inch 

diameter reels.  We had the acetate disc-cutter.  And you put the—whatever product 

you’re making—you put it on tape and then transferred the tape to one of the acetate 

discs, and then put that in the studio.  And when it came time to play the Dick Bone 

commercial or Hugh Burr, who was a car dealer, Barto’s Furniture Store—all of those 

would be labeled in the control room.  

S:  What was a MacKenzie? 

B:  The MacKenzie Repeater!  Very good!  I forgot all about the MacKenzie Repeater.  I 

guess that was the little device that you loaded up several things in there, I guess.  You’d 

transfer some kind of a product—spoken or sounds—to tape and you put it in the 

MacKenzie.  And I guess it was similar to the audiocassettes.  You put those into the 

machine—might have been six slots in there—but they would use those a lot for their 

newscasts.  The newscasts used to be real noisy and such.  We had the singing jingles, 

[He demonstrates] “Time for the news, on WTIX.”  I’m not sure what the song…what 
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the lyrics were. [Laughs]  And other times we… Someplace we had, [He demonstrates] 

“W-T-I-X,” punctuated with some sound. [Laughs]  And all of those things, they’d have 

some sort of an accent. 

S:  They were rich with audio. 

B:  Yes.  And I’m sure they had a song where they would sing about the news is coming 

on now. [Laughs] 

S: What was the content of the news?  Was it sensational? 

B:  I believe they would shoot for that.  I don’t remember specifically.  I do remember a 

few oddities.  I think maybe one thing we had in the air studio—where they played the 

music—we had a low console, which must have had controls for two turntables.  And we 

must have had a control where you could activate one of the tape recorders or maybe both 

tape recorders in the production studio.  And then a couple of microphones—one for the 

DJ and one on the opposite side of this low control board where the newsman would sit.  

And the DJs would do disc jockey work and also some news reading when they were off 

their DJ duties.  So the newsman would sit directly opposite, facing the DJ guy.  That was 

one thing I used to do when Eddie Clarke was on when I first went there.  Eddie Clarke 

was on the air and he was “The Morning Mayor.”  That was one of the Storz lines they 

used to use: “The Morning Mayor of New Orleans.”  And previously Eddie was “The 

Morning Mayor” of Kansas City.  He’s in charge.  He preferred to be “The Morning 

Mayor” of Kansas City as it turned out.  When Eddie said it was time for the news, he 

would introduce me.  I don’t know any specifics but it just occurred to me, that I think he 

used to make up little things to give me a sharp dig at me—maybe something as simple 

as, “Tricky Dickie.” [He demonstrates]  “Tricky Dickie Braun will read the news,” or 
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something like that.  And maybe he’d bury that with some other shot.  So, I would do 

some news.  But you echoed the dateline: [He demonstrates echo] “Washington!”  We 

had one guy there who used to say New Orleans…somehow he would get a “T-H” sound 

in there: O-R-T-H. [He demonstrates] “New Or-th-eans!”  And I never quite understood 

that.  

S:  Did you do local news and national [news]? 

B:  Yes.  We did locals.  We tried to do crime stories…colored them.  I guess we must 

have re-written things.  One of those machines in the newsroom was a police wire that 

would type out report on robberies; and they had suspect descriptions; and who they were 

looking for.  And we would get things off of that sometimes and make stories out of 

them.  And otherwise, that’s what they did.  They wanted us to try to color the news—

take the news off the wire and make it more sensational—some kind of kick to it.  We 

had one man named Jack Powers, who was really a newsman, only—not a disc jockey.  

[He was] from New Jersey, and he really enjoyed that part [sensationalizing].  He came 

in from another station that was a bit more [of a] middle-of-the-road music station.  And 

he really enjoyed that stuff.  He make up all these glorious things [such as] making it 

sound like the Mafia was out there ready to pounce on somebody [with] talk about black 

limousines [and] so-and-so pulling up to the curb.  Every once and a while it would sort 

of take a bit of effort for him to suppress the smile [and] try to keep from chuckling while 

he was doing his thing.  They did sound over dramatized [and] far fetched.  

S:  Tell me about the competition in New Orleans. 

B:  Well, the major competition… I guess we mocked and reviled all of the middle-of-

the-road business.  But the big competition was WNOE, which had terrific power and 
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range, I do believe.  And they played about the same kind of music we did—WNOE.  So 

that was our main rival.  I guess WTIX stayed ahead of them with the Hooper ratings.  

How were the Hooper ratings gathered?  With telephone calls, probably?  People with the 

Hooper Company would call so-called random sample people and [ask], “What are you 

listening to,” and make up rating based on that.  So I think that’s how WTIX got their 

market [and] listener position.  They went up on the Hooper scale and N-O-E was 

somewhere down below that; but they were a strong competitor.  The one thing I 

remember most about that is, we just more or less ignored WNOE and the other stations, 

too.  You never said anything about them.  We were better than so-and-so across the 

street.  Until someplace around 1960, somebody in charge there—I’m not sure who 

whether it was Bill Stewart or Grahame Richards—Richards, I think, came back as a 

consultant somewhere around 1960 and he had been working with Storz.  So they sent 

him to New Orleans.  And I think he was trying to generate some kind of competition 

between N-O-E and us—WTIX.  Up to that, they used to say you just ignore the 

competition, but he started answering back someplace along the line; and started 

responding to some of the digs that N-O-E had directed at WTIX, instead of just letting it 

go.  

S:  Did the ratings slip? 

B:  Yes, they did.  They seemed to go down from there.  People would tune to WNOE in 

addition to us to see what they might be saying, and maybe come back to us to see if we 

said anything in reply.  But as to any specifics, I don’t have those in mind.  I think there 

was the general feeling that was a bad thing to do—after the fact—after we began to see 
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the erosion of our position.  Who knows?  Maybe we were eroding the whole time 

anyway.  

S:  What were the circumstances when you left, WTIX?  Why did you leave?  

B:  They made me [Braun was promoted to PD]… I took the job of program director.  

When I became program director, I sort of have the feeling I was only program director 

for a month or so.  And it was right about the time Barrett invited me to come to 

Buffalo—some such thing like that.  

S:  Did you have much contact with Todd Storz, himself, when you were either a DJ or a 

PD? 

B:  No.  As I said earlier, I must have met Todd when I went to KOWH in Omaha.  I 

believe that was September 1956.  So surely I must have seen him there, since that was 

the home office station.  But I can’t really picture that in my mind.  I have a fairly good 

recollection of what Virgil Sharpe looked like and Bill Stewart and a few other people 

there.  

S:  But you definitely met Storz in New Orleans? 

B:  Yes.  He came to one of our parties.  He was coming for a Christmas party or some 

other celebration we had there.  I made up… I used to do these parodies where you take 

photographs out of the paper and put funny captions under them.  I made that with some 

other embellishments—a scrapbook for Todd.  He accepted it nicely [and] chuckled a bit.  

Back then I assumed it was sincere.  But that was my only contact with him was at that 

party or the [only] contact that I remember.  

S:  Did you get any sense of what type of manager he was? 
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B:  I sort of thought that…Well, I’m not sure about that.  I was going to say he might 

have been “the owner’s son” kind of situation.  You know?  It was really the old man’s 

money.  But he let Todd play with some of it.  But I don’t think that’s really the way I 

thought.  I don’t know.  I don’t really have any information that’s coming out of my head 

as to how other people thought about him.  I didn’t see him much or have any kind of 

other contact with him.  

S:  Was there any difference in the management you dealt with in Beckley versus your 

experience with the Storz chain? 

B:  Oh, I suppose so—mainly the scale of it.  I just assumed the WTIX with Storz outfit 

was more… Well, I guess more professional on a higher level; not that we were real 

junky in Beckley, West Virginia.  

S:  But working for Storz, those years in New Orleans, it neither helped nor hindered the 

rest of your radio career? 

B:  Well, I think it probably helped to give me more confidence in doing things—not to 

be so timid coming up with something funny, entertaining or useful.  I guess more or less 

opening my eyes, in the Storz experience, to other people with good qualities [and] good 

talents and successful ways of operating.
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CHAPTER SIX: SUMMARY AND CONCLUSIONS 
 
 

Disc Jockeys 
 
 Todd Storz realized the importance of the disc jockey in executing the various 

components of his programming formula.  His group hired the best announcers it 

could afford and program managers regularly cultivated new ones.  Charlie Murdock 

stated that one of the reasons the chain sponsored the two disc jockey conventions 

was to scout potential talent.  Lan Roberts further stated, “A few were hired directly 

as a result of the Miami convention.”  When they joined the chain, disc jockeys were 

not presented with a formal policy manual to follow.  Instead, programming 

procedure such as adherence to the limited playlist was preached and inspired by 

station management.  Dickie Braun remembers that the motivation provided by 

managers was almost always positive. 

The role of the Storz disc jockey was clearly defined.  They were entertainers.  

Todd Storz told Lan Roberts that he was “hired to be a performer.”  The program 

director handled the music selection.  The disc jockey’s main responsibility was to be 

“an actor.”  This role as entertainer was reflected in disc jockey “bits,” contests, 

promotions.  As Charlie Murdock pointed out, even the newscasts were entertaining.  

Storz disc jockeys often assisted with newscasts which, as Dickie Braun remembered, 

were sensational and layered with sound effects produced by a MacKenzie repeater to 

give them a “kick.”  
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Another trademark of the Storz group was its contests and promotions.  

Charlie Murdock compiled a list of nearly one-hundred promotions executed at 

WQAM, where disc jockeys participated in donkey races, charity sporting events, etc.  

If a particular contest or stunt was popular at one station, national managers would 

attempt to replicate it at other stations within the chain.  Lan Roberts recalled the 

diligence employed by WTIX managers and Todd Storz himself to create new 

contests or counteract promotions offered at competing stations in the market.  

 
Todd Storz 

 
All of the interviewees remembered Todd Storz as an effective owner and 

manager.  Lan Roberts described him as “quiet” and “professional.”  Roberts 

occasionally socialized with the owner when he came to visit and remembered that 

Todd admired the disc jockey trade.  Storz fostered a work environment where disc 

jockeys could prosper.  According to Roberts, Storz never suppressed a creative idea, 

no matter how bizarre it might have appeared on the surface.  Charlie Murdock 

remembered that Storz was not involved with day-to-day operations but would 

instead “let his people know they were responsible for the mission they were hired 

for.”  Storz would get “things done through people.”  

Murdock was working at WQAM in Miami at the time Storz died there in 

1964.  He remembered that Storz’s death had very little impact on the chain because 

the owner “had turned things over to good general managers” who sustained the 

mission.  Murdock reminisced that “the greatest tribute we could give him would be 

to continue even stronger in the things he created.”  Storz’s management style and 
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procedures were contagious.  Both Murdock and Roberts admitted that they tried to 

emulate aspects of Todd Storz’s management approach during their later careers as 

managers.  Roberts repeated that the main thing he learned from Storz was “how to 

really work with creative people and have creativity as the number one factor in a 

radio station.” 

 
Music Policy 

 
 Disc jockeys were not permitted to vary from the chain playlist compiled by 

the national program director.  Charlie Murdock noted that disc jockeys “could only 

play what was in that control room.”  According to Murdock, it was “a career risk” 

for any DJ who dared to introduce his own music.  Disc jockeys, however, were 

allowed to determine their own music sequencing from the list.  Lan Roberts recalled 

that it was a disc jockey’s prerogative to play a song “two or three times in a row” if 

he wanted.  The chain program director (Bill Stewart and later, Grahame Richards) 

developed the playlist based on Billboard and Cashbox magazines according to 

Murdock.  All three interviewees indicated that their individual stations would survey 

local record stores and jukebox operators to track local hits which did not appear on 

the national surveys. 

 
Record Promoters 

 
 All three interviewees acknowledged the presence of record promoters at the 

two Storz stations examined here.  Dickie Braun remembered a few instances where 

hospitality was provided in the form of “an occasional dinner.”  Lan Roberts recalled 

complimentary dinners offered when artists would perform in New Orleans concerts 
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arranged in conjunction with the radio station.  As a Miami disc jockey, Charlie 

Murdock participated in “merchandising” excursions to test products offered as prizes 

on the radio station.  None of the three remembered being offered cash or gifts to play 

specific records. 

 
Summary 

 
 The impact of Top 40 on popular culture is well documented, with historians 

properly linking Storz to the development of the limited playlist.  What is forgotten is 

the contribution Storz made in advancing a management structure that remains 

commonplace in the contemporary radio industry.  This includes eliminating disc 

jockeys from music selection (and consequently, the payola cycle) and centralizing 

the role of music selection with a national program director. The national PD was part 

of a consolidated management team that made decisions for the entire chain of 

stations.  Nearly a half-century later, the corporate structure of radio conglomerate 

Clear Channel Communications is markedly similar.  In addition, the Storz chain was 

an early sponsor of local concerts in conjunction with music promoters, a music-radio 

industry symbiotic relationship that remains viable today.  Another overlooked 

strategy of the Storz business plan was the way Storz managers marketed their 

stations. 

"Marketing theory" was in its infancy in the early 1950s.  Throughout that 

decade, businesses began to emphasize the consumer as the crux for all business 

activity, with researchers applying psychological and social methods to determine 

consumer behavior.  It is during the booming, post-war economy that Storz 
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Broadcasting and companies like Holiday Inn, Disneyland, and McDonald’s emerged 

by catering to an increasingly mobile society.  With its repetitive format, Storz 

essentially transformed transistor radios into portable jukeboxes.  Furthermore, Storz 

Broadcasting aggressively lured listeners through stunts and contests with money and 

prizes as the emotional incentive. 

Storz disc jockeys, or more accurately, "personalities," were an integral part of 

the company's success.  They became local celebrities in their markets, hosting 

charitable events, record hops, and concerts, but never attained the pop icon status of, 

for example, major-market disc jockeys like Alan Freed and Dick Clark. 

In summary, music selection was a building block at Storz and while it often 

eclipsed personalities, it was merely a component of a broader management 

philosophy that Storz and others found useful as the radio industry fragmented into 

niche markets during the music-and-news era. 

 
Conclusions 

 
1. Storz management recruited, evaluated, and hired talent using several methods: 

audition tape submissions solicited through trade paper classifieds; impromptu, 

dead-microphone auditions with interested applicants; and scouting via 

monitoring the airwaves. 

2.  The Omaha home office was occasionally used as a “preparation center” for 

newly hired talent.  Some disc jockeys briefly worked at KOWH and Burden-

owned KOIL (after Storz sold KOWH) before being placed at another station 

within the chain. 
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3. Storz DJs were not permitted to vary from the chain playlist or introduce new, 

recorded music.  They nevertheless retained the prerogative to arrange their own 

music sequencing from the chain playlist. 

4. A former disc jockey himself, owner Todd Storz promoted a creative work 

environment where DJs were free to entertain while also keeping the music 

playing. 

5. Disc jockeys primarily interacted with the local program director who was 

responsible for the day-to-day operations.  The national program director and 

upper management would solicit input from talent regarding the creation and 

execution of contests, station promotions, etc.  

6. Local program directors would not scrupulously critique airchecks, but would 

instead encourage, motivate, and praise talent when it was required. 

7. Because talent did not retain the prerogative to select new releases, there was little 

purpose for record companies to offer payola to Storz disc jockeys. Nevertheless, 

record promoters pursued Storz disc jockeys, providing favors such as dinner and 

entertainment with a visiting recording artist.  These encounters were usually 

coordinated in conjunction with the radio station and record company. 

8. Disc jockeys were permitted to supplement their income with record hops (in 

Miami, management discouraged disc jockeys from promoting their own outside 

interests on the air).  It was a common practice for record promoters to offer free 

records as give-a-ways at these events. 
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9. The payola hearings had little impact on existing policies and procedures at the 

Storz Stations. Moreover, the outcome of the investigation neither diminished nor 

increased the role of the Storz disc jockey. 

10. Even though the chain employed separate news personnel at its stations, DJs often 

assisted with news writing and announcing functions. 

11. Disc jockeys were often promoted to management positions within the Storz 

group. All of the DJs in this analysis were elevated to program director before 

leaving the chain. 

12. The disc jockeys in this study maintain that their experience with the Storz group 

was enduring. An association with the chain augmented status within the industry; 

and disc jockeys, particularly those who later became managers, adopted 

philosophies fostered at the Storz Stations.



 109 

 

 

NOTES 

 

                                                           
1 Shuster, Alvin, “TV Freeze Lifted, 2,053 New Stations to Blanket Nation,” New 

York Times, 13 April 1952, p. 1. 
 
2 Stewart, Bill, from printed material provided to historian David Thomas 

MacFarland in New Orleans interview, 4 November 1971. 
 
3 Broadcasting, Storz advertisement citing Hooper ratings data, 16 March 1953, p. 8. 

4 MacFarland, David Thomas, “The Development of the Top 40 Radio Format,” 
Unpublished Ph.D. dissertation, University of Wisconsin, 1972, p. 593. (Hereafter referred to 
as “MacFarland dissertation.”) 

 
5 Sticht, Robert T., Oral history interview by Robert Maxwell Ogles, Broadcast 

Pioneers Library of American Broadcasting, University of Maryland Libraries, 1985. 
 
6 MacFarland, David Thomas, Letter to author, 15 November 2001. 

7 Allen, Susan Emily, “Resisting the Editorial Ego: Editing Oral History,” Oral 
History Review, No. 10 (1982), p. 35. 

 
8 Allen, p. 35. 

9 Menninger, Robert, “Psychological Factors in Oral History,” Oral History Review, 

(1975), p. 72. 

10 Menninger, p. 74. 

11 Geddes, L.A., The History of Electrical Engineering at Purdue 1888-1988, Purdue 
University: School of Electrical Engineering, West Lafayette, Indiana, 1988, p. 53. 

 
12 Passman, Arnold, The Deejays, New York: The Macmillan Company, 1971, p. 32. 

13 Passman, pp. 25-26. 

14 Passman, pp. 22-25. 



 110 

                                                                                                                                                                                    
15 Fornatale, Peter, and Joshua E. Mills, Radio in the Age of Television, New York: 

Overlook Press, 1980, p. 12. 
 
16 Fong-Torres, Ben, The Hits Just Keep Coming: The History of Top 40 Radio, San 

Francisco: Miller Freeman Books, 1998, p. 19. 
 
17 Segrave, Kerry, Payola In the Music Business, North Carolina and London:  

McFarland and Company, Inc., 1994, p. 72. 
 
18 Passman, p. 115. 

19 Smith, Wes, The Pied Pipers of Rock ‘n’ Roll, Marietta, Georgia: Longstreet Press, 
1989, p. 56. 

 
20 Smith, p. 172. 

21 MacFarland dissertation, p. 386. 
 
22 Schoenfeld, Herm, “Deejay: Performer or Puppet?” Variety, 12 March 1958, pp. 1, 

60. 
 
23 Blore, Chuck, Telephone interview, 23 June 2000. 

24 Smith, pp. 8- 9. 

25 Social Security Death Index. 

26 Land, Herman, “Radio Study: The Storz Bombshell,” Television Magazine, May 
1957, p. 87. 

 
27 Armstrong, George “Bud,” Oral history interview by Brien Williams. Broadcast 

Pioneers Library of American Broadcasting, University of Maryland Libraries, 15 July 1996, 
p. 2. (Hereafter referred to as “Armstrong oral history.”) 

 
28 Land, p. 87. 

29 Broadcasting Telecasting Yearbook 1949, Washington, D.C., pg. 171. 

30 Land, p. 87. 

31 “Our Respects to Todd Storz,” Broadcasting, 19 September 1955, p. 26. 

32 Armstrong oral history, p. 3. 



 111 

                                                                                                                                                                                    
33 MacFarland dissertation, p. 164. 

34 C.E. Hooper, Inc., Omaha-market, October 1949-February 1950 ratings report. 

35 C.E. Hooper, Inc., Omaha-market, October-November 1956 ratings report. 

36 “Storz Sells KOWH for $822,500; Seven Other AM Stations Sold,” Broadcasting, 
1 April 1957, p. 17. 

 
37 MacFarland dissertation, p. 169. 

38 “For the Record: Ownership Changes: WTIX, New Orleans, Royal Bcstg Corps,”
 Broadcasting, 31 August 1953, p. 103. 

 
39 Armstrong oral history, p. 31. 

40 Armstrong oral history, p. 13. 

41 Land, p. 88. 

42 “Changing Hands: WTIX, WWEZ, New Orleans, La.,” Broadcasting, 7 April 1958, 
p. 76. 

 
43 “Show Business: King of Giveaway,” Time, 4 June 1956, p. 101. 

44 Armstrong oral history, p. 15-16. 

45 Stitch, Robert T., Printed material provided to historian Robert M. Ogles, 11 Aug. 
1989, (photocopy article titled: “Throwaways: $1 Each”) 

 
46 Stitch, Robert T., Printed material provided to historian Robert M. Ogles, 11 Aug. 

1989, (Undated WTIX memo [probably 1956] containing a numbered diagram of employee 
locations mapped out at the corner of Carondelet and Canal Streets in New Orleans.) 

 
47 Land, p. 86. 

48 Land, p. 88. 

49 Armstrong oral history, p. 5. 

50 Land, p. 88. 

51 Land, p. 88. 



 112 

                                                                                                                                                                                    
52 Land, p. 88. 

53 Armstrong oral history, p. 15. 

54 Armstrong oral history, p. 11. 

55 Land, p. 88. 

56 Segrave, p. 11. 

57 Segrave, p. 32. 

58 “How Big the Payola in Records?” Broadcasting, 31 August 1959, p. 35. 

59 Schoenfeld, Herm, “Miami Beach’s Damp Welcome Mat,” Variety, 3 June 1959,  
p. 46. 
 

60 McKenzie, Ed, "A Deejay's Expose and Views," Life, 23 Nov. 1959, pp. 46-47. 

61 “Fun in the Miami Sun,” Broadcasting, 8 June 1959, p. 93. 

62 "Disk Jockeys: The Big Payola," Time, 8 June 1959, p. 50. 

63 Schoenfeld, Herm, “Miami Beach’s Damp Welcome Mat,” p. 2. 

64 Smith, p. 37. 

65 “Fun in the Miami Sun,” p. 96. 

66 “Fun in the Miami Sun,” p. 93. 

67 MacFarland dissertation, p. 590. 

68 Fornatale, p. 51. 

69 Land, p. 87. 

70 Vance, Daniel, “The ‘Hot Lips’ Reprise,” Connect Business Magazine, November 
2001, pp. 42-46. 

 
71 “How Big the Payola in Records?” pp. 44. 

72 "Payola Blues," Newsweek, 30 Nov. 1959, p. 94. 



 113 

                                                                                                                                                                                    
73 Stitch, Robert T., Telephone interview, 3 March 1999. 

74 "Hogan Starting 'Payola' Inquiry in Radio and TV," New York Times, 20 Nov. 
1959, p. 1. 

 
75 “Late Peter Tripp Will Be Best Remembered for Marathon Broadcast,” Kansas 

City Star, 17 Feb. 2000, p. E8. 

76 MacFarland dissertation, p. 596. 


	Statement of Purpose
	Objectives of Investigation
	Methodology
	To ensure accurate audiotape transcription, the author applied the following protocol: ellipses indicate incomplete thoughts and pauses; brackets contain alterations and illuminations; and underlined blank-space denotes the approximate length of inaud...
	Research Problems
	Description of Chapters

	CHAPTER TWO: THE RISE OF THE DISC JOCKEY
	Summary




