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Radio
Proliferating
Promotion Pros ...
And What It Means

T

he buzz at November’s CMA Awards remotes centered around unexpected appearances from
Tim McGraw, Alan Jackson and Taylor Swift. In contrast to the notion that A-list artists no longer
need or have time for remotes, the visits were evidence of a hands-on approach to radio. And
it may be no coincidence that all three artists had or soon would have an experienced radio
professional on their management team.
For McGraw, it’s former Lyric Street promotion rep Neda Tobin at Red Light. Jackson’s manager
was in the process of bringing in former Sony and radio veteran Maurice Miner. And longtime
Pittsburgh radio executive Frank Bell would soon join Swift’s 13 Management.
They are far from alone. Not only is the concept of dedicating a management staffer to radio
not new, it’s being employed more frequently. The reasons behind the shift are numerous,
including the continuing decline of the record company as a center of power. At the same time,
label promotion teams still take the lead with music, which can make navigating the artistmanager-label dynamic tricky.

Backup Plan

None of this, however, is a surprise to the dean of
management firms’ radio execs, Turner Nichols & Associates’
Ed Mascolo. “I thought it might have happened faster, actually
– especially with some of the really big managers,” he says.
The idea originated with Reba’s manager and husband Narvel
Blackstock. “Narvel had discussions with [MCA head] Bruce
Hinton about getting the right person to work with the label,
Reba and radio,” Mascolo explains. “He also talked to Lon
Helton about whether I was the right guy.”
Hired in the late ’90s at Starstruck Entertainment, Mascolo
brought a wealth of experience in label record promotion to his
new position. So he was the first to attempt working with a label
without making them feel like someone
was looking over their shoulders. He took
those lessons with him to Turner Nichols,
where he worked with Rascal Flatts before
their departure, and continues to work with
Easton Corbin and the JaneDear girls.
“It was a little uncomfortable at first,”
Mascolo says of dealing with the label in
his first days with Reba. “But it worked
Ed Mascolo
out great, and I became really good friends
with [MCA promotion execs] David Haley,
Bill Macky and Royce Risser. My relationship with [Lyric
Street’s] Kevin Herring was always great. I kept making it clear
to everyone that I’m not trying to bury you guys, I’m trying to
make this a better relationship for our act at your label.
“The important thing about this type of a job,” he
continues, “is letting the label know you’re there to help on one

act. When Flatts were at Lyric Street, they always had six or
seven other acts. My discussions with the label were, we don’t
care about anybody else. I was hired for one goal, and it’s the
same at Mercury with Easton and at Warner with JaneDear girls.
I never wanted to put anyone in a bad light, but at the same
time, it is my job to know what’s really being done and to tell
that to Doug and Trey.”
Being a radio information pipeline to an artist’s manager
is only part of the job. Helping the artist and team find ways to
improve the relationship with radio is also key. Mascolo offers
an example: “The Flatts were getting overwhelmed in their
meet-and-greets and weren’t having much time to spend when
PDs came through, so we created a VIP room. It was limited
to PDs and MDs, maybe GMs, and now we do VIP backstage
parking. We let them in and park them back by the bus. We even
have cones with their names on them. We pick them up in golf
carts and get them to the VIP room. And the radio people love
that. I get more comments on that than I do about the free drinks
and appetizers.”

The New Metric

From the management perspective, Doug Nichols definitely
sees the need for artist teams to have more direct involvement
with radio. “Record sales are so far down, which takes away a
little of the label’s monetary clout in doing business with radio,”
he says. “Their budgets have to change, and I don’t know how
much or how quickly. But if the label is getting help at no cost to
them, I think they will embrace it.”
Nichols says Mascolo has the right kind of personality for

the gig. “Because of his years as a VP/Promotion, he understands
that the VP needs to be the team’s leader. And as hard as the
labels work, and they do their best, they have a lot of acts to work
and they do welcome his help and experience because they know
he’s focused on one job.”
A veteran promotion person’s eye for chart numbers and
the minutiae of airplay is of great benefit, according to Nichols.
“We’re able to make projections, schedule videos and figure out
where and when a promotion makes sense. And then, where a
relationship needs to be courted a little bit, he’s the perfect guy.
Radio has another voice to go to, to call and speak to someone
who can help clarify things. It doesn’t always have to be calling
and asking. Sometimes it’s listening to what’s important to them.”
An interesting twist on the increasing importance of touring
is a shift in the metric used to plan tour packages. “We used
to look at SoundScan,” Nichols says. “The idea was if they’re
buying records, they’ll buy tickets. Now
it’s all about what’s hot at radio. Because if
you put together a package of artists who
are hot, when you get to the market, the
stations are really going to pound the show.
And even if record sales dwindle, artists
can tour every year. So you need to stay
current and relevant at radio to sustain a
high level of touring.”
Doug Nichols

Voice Activated

TKO Management’s TK Kimbrell recently brought in
promotion vet Suzanne Durham, who’s worked records for
his client Toby Keith for the past 12 years. Kimbrell is quite
clear on how big a priority radio is to his clients. “About 60
million people tune in to Country radio, so the radio voice is the
biggest voice you have in this business,” he says. “You could do
American Idol or Dancing With The Stars and reach 30 million
people in one shot, but if you have a hit at Country radio, there’s
no comparison.”
The motivations for reaching that audience can be very
different for top artists and their labels. “When you’re an artist
of Toby’s stature or the other handful of big superstars, for
some time now selling records has not been one of your top
five income streams,” he explains. “You’d always like to sell
records, and we love to see labels flourish. Toby has a great
joint venture with Universal. But is getting your new single in
heavy rotation as important as selling a ton of records? It’s far
more important.
“Selling records pales in comparison to getting your

27

03
11

Managing

Radio
single on the radio in front of those 60 million people. So,
to me, there’s nothing more important than having that radio
connection and having a liaison to help you stay in touch with
that huge base.”
In a sense, Keith’s decision to strike out on his own in
2005 was a nod to this reality. “That’s exactly what Show Dog
was,” Kimbrell says. “When you have a mega-conglomerate
of touring, sponsorships, bars, writing and publishing,
it’s incredibly important to control your destiny at radio.
It was the smartest business move Toby could have made
at that time, and hiring Suzanne is a
continuation of that process.
“She’s absolutely in constant
communication, giving me excellent
information and an extra set of eyes to
help me stay on top of my game. Not only
does she keep me and Toby better in touch
with radio, she also augments the great
TK Kimbrell
job Toby’s staff at Show Dog-Universal is
already doing.”
In Keith’s case, the radio focus comes directly from the
artist. “He’s always had a knack for creating songs people love
to hear on the radio, and he never lost sight of how important
radio is to his career,” Kimbrell says. “It’s his bread and butter
and it’s what got him off the local bar circuit.
“We don’t ask Toby if it’s okay for the regional to
bring radio people on the bus before or after the show.
That’s a standing deal. He’s the most accessible star I’ve
ever seen or worked with when it comes to time with
radio. And it doesn’t stop there. He never turns down a
soldier, a family of a fallen soldier or a child who is ill.
You do those things because it’s in your heart. It also
happens to be good business.”

Sure Feels Good

doing a bunch of calls with the radio rep
for four or five managers, I’ve lost time I
need to get airplay.
“Certain people feel it’s their job to
police spins and conversions, and we
don’t need a babysitter. I don’t need
someone to tell me the obvious. Neda
doesn’t do that. She lets us do our job
Adrian Michaels
and doesn’t go around us. There’s a lot of
diplomacy needed in that role, but some want to be talking to
everyone at radio that the label is talking to. And that movie
doesn’t end well.”

The Road & The Radio

While the radio/management model seems most common
with superstar acts, Triple 8 Management’s George Couri
adopted the strategy for his clients Eli Young Band, Joe Nichols,
Kevin Fowler and Jack Ingram 18 months ago with the hire of
former Curb and Universal South rep Karen McGuire. “She
had worked directly with us on Joe and EYB as a regional ...
and had great relationships across the map,” Couri says. “She
became available with the Show Dog-Universal merger and,
fortunately, came our way in spite of having multiple offers.”
Setting up the relationship between Karen and the labels
was important to Couri. “You don’t want to butt heads
and I felt you have to make it clear to
them we’re not here to compete with
the regionals. The primary relationship
with radio is controlled by the label rep,
and we want that. Where Karen comes
in is tracking ... and being the first to
know if there’s a problem somewhere.
And there may be times she has a better
relationship with radio in a market and
George Couri
can help, and she has. Plus, she can be
the first person a label rep calls with a
request, getting people information even faster.”
McGuire’s hiring paid off quickly. “Karen came on board
when ‘Gimme That Girl’ was in the 20s, and it became the
second-most-played song of 2010 for a guy who’d been off the
radio for awhile. I’m not giving her all the credit, but she was
able to help a lot with the transition to a mostly new promotion
staff and further supplementing the label’s efforts.
“It’s not just singles, but shows,” he continues. “Before
we confirm any show, she makes sure local radio has the
bandwidth during that period to promote it, and goes the
extra mile to make sure there is a great promotion in place
with our radio partners. Along with the label reps, of course.
That way we’re not walking into a market unsure of what
level of support we can get from a station.”
Couri is unequivocal about his company’s approach. “My
artists have not only gotten more airplay and had more success
at radio because of Karen, we’ve also sold more tickets. We
are approaching everything more aggressively. Why not add
to what the promotion teams are doing? Even if we saw a 10%
improvement, it’s worth it. But we see more than that.”
And with the no-end-in-sight decline of recorded music,
the marriage of management and promotion can only become
even more valuable. “Everybody’s looking for the new business
model, and managers are figuring it out faster than the labels,”
Tobin says. “A lot of managers have in-house marketing,
publicity and promotion. They seem to be taking on the role of
the label in almost every way except sales and distribution. The
whole industry has turned around.” 		
CAC
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Red Light’s Neda Tobin started with the company in August.
But after 28 years at labels, she seems as exhilarated by Tim
McGraw’s recent No. 1 “Felt Good On My Lips” as she would be
if she’d been on the promotion front lines. “I’m not the guy that
goes in there and has to close the deal,” she says. “It’s almost nice.
I don’t have that pressure to get the add, get it to heavy. I’m the
backup guy. My role is to work with the label and help them do
what they need to do.
“Being a former label employee, I’m still a promotion
person,” she continues. “But there’s a fine line between being a
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promotion person and telling a VP/Promotion what to do. You
have to have respect for them and their job.”
Another benefit to having someone with a deep
understanding of radio in the artist’s camp is in more direct
communication. “I can sit down with the artist and explain why
they should do something, and how it benefits them and their
career. And when you do that, they get it.
“I know what the feel is on the street for different artists. If
it’s important to an artist to have success at radio, a No. 1 record
or a top tour, they have to endear themselves to those people.
You can’t say, “I don’t have to do that stuff anymore.” Taylor
Swift has set the bar so high. She has a great relationship with
radio and their kids. And you have to measure up to that if you
ever hope get out of those relationships what she gets. This is
what it takes. If you want to be on top and stay on top, you have
to be out there and embrace radio. You have to feel accessible.
“I’ve been able to get Tim to do things he hasn’t done in the
past because we’ve been able to have those conversations. He’s
a very reasonable guy. His time is valuable, but second only to
his family, music is the priority. He didn’t want to do the CMA
remotes, but he did when it was explained. I can’t tell you how
many people were freaked out he was there.”
That communication, however, is a two-way street.
“Radio thinks it’s no big deal to get liners or a phoner,” she
says. “It sounds like nothing. What’s the big deal? But when
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you get that from 200 stations, it is time-consuming. And
that’s far from the only thing Tim has on his plate. So it’s nice
to be able to explain that to someone, and also to let them
know that even if we can’t help them right now, we might be
able to work something out later. I really am a bleeding heart
and try to help as much as possible.”
The relish in Tobin’s voice is palpable as she discusses her
new role in the industry. “When you’re at a label, you’re calling
every week asking for something,” she says. “When I call,
they’re more apt to talk to me even if I am calling to talk about
music. They know that in having a relationship with me they
might be able to get stuff they wouldn’t get from the label. Now,
I always tell the label if that happens. And
I’ll let them take credit for it. It’s about
team Tim.”
Curb’s Adrian Michaels
couldn’t be happier about his work with
Tobin. “Neda is just a stellar example
of how to do this,” he says. “Because if
it’s not handled well, for me as a VP, it
becomes a time management issue. If I’m
Neda Tobin

