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Do we still need this panel?

audience survey.

Survey prepared by Carmel Holt



Gender identity of attendees of the Still Persisting panel:

Cis women, 39.6%

Non-binary and Genderqueer, 1.9%
Other, 5.7%

Cis men, 52.8%
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Percentage of attendees having experienced or witnessed sexism at 
their station, label, or company (past/present)

Men in attendance Women and Non-binary + 
Genderqueer attendees

0 10 20 30 40 50 60 70 80 90

In the past year (39.4%)

In the past 5 years (30.3%)

In the past decade (30.3%)

Not sure (5.1%)

No (7.7%)

Yes (87.2%)

0 10 20 30 40 50 60 70 80 90

In the past year (29.6%)

In the past 5 years (40.7%)

In the past decade (29.6%)

Not sure (14.3%)

No (28.6%)

Yes (57.1%)



Percentage of attendees that feel their gender has been a barrier to 
advancement in their career:
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For the attendees working in radio: do they believe their station plays 
an equal number of men and women artists/bands?
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For the attendees working in radio: do they believe their station plays 
an equal number of men and women artists/bands?
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For the non-radio attendees: do they believe stations in the AAA 
format play an equal amount of men and women artists/bands?
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For radio programmers (part 1): does your station actively seek out 
non-binary and genderqueer artists/bands to add into rotation?
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For radio programmers (part 2): does your station work on increasing the number of 
women and non-binary + genderqueer artists/bands in recurrents and golds?
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For record label/promotion attendees: are you actively promoting 
women and non-binary + genderqueer artists at radio?

0

10

20

30

40

50

60

70

80

True (71.4%) False (4.8%) Yes, but not
enough (9.5%)

Not sure
(14.3%)

Men in attendance Women and Non-binary + 
Genderqueer attendees

0

10

20

30

40

50

60

70

80

True (76.5%) False (0.0%) Yes, but not
enough (5.9%)

Not sure
(17.6%)



Does your station consistently play songs by women and non-binary + 
genderqueer artists back-to-back (two or three songs in a row)?
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Promoting records by men (vs. women and non-binary + genderqueer 
artists) to radio programmers is:

Men in attendance Women and Non-binary + 
Genderqueer attendees
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For those that answered ”yes, it is harder to promote women and non-
binary + genderqueer artists to radio,” here are a few reasons 
submitted by attendees:

Men in attendance Women and Non-binary + 
Genderqueer attendees

Frequently told not enough “slots”

Not sure but results bear it out

Many stations say they already have 
“enough women that sound like 

(example)” in rotation

Seem to always need to provide more data 
to prove that they belong in rotation

It’s not harder, but making sure folks use 
pronouns etc is an extra (necessary 

conversation! The anxiety!

Constantly told the female voices sound 
too similar or don’t rock, “another 

Phoebe Bridgers”

Because some stations still seem to 
have a quota of female artists, whereas 
very few (maybe one or two) apply the 

same standard to male artists



Do we still need this panel?
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Representation in 
AAA programming.
the numbers.

Study in progress, 
by Dr. Jada Watson, SongData



Methodology – the data
Data source: all data was extracted from Mediabase. 

There are three types of data used in this study:

1. Year-end reports of all monitored AAA stations, comprised of 47 commercial and 12 non-commercial stations. The distribution is 80% 
commercial stations, 20% non-commercial stations.

2. Weekly reports for the first week of every month in 2022 for the 12 non-commercial stations monitored by Mediabase. To extract this data, a 
portfolio of these stations was constructed in Mediabase, resulting in 5 reports for each week of 2022 (one report for each daypart), that 
detailed the spins per station with a column tabulating the total spins per song. These reports were then combined into one large dataset for 
2022. Important to note here is that not all stations are represented across every month of the year. 

1. WFUV, WXPN, KCSN, KCMP, KEXP, KKXT = all 12 months of 2022

2. KUTX, WYMS, WERS, WYEP, WTMD, WFPK = final 2 months of 2022 (stations added in Oct./Nov. 2022)

3. Daily Logs for 8 November 2022 for the 12 non-commercial stations monitored by Mediabase. The date was selected to ensure it was one 
included within the data analyzed, on which all 12 stations were monitored, and free of holiday programming.

Appendix lists all stations included in the Year-end, Weekly reports, and Daily log datasets.

Artists: a list of artists was extracted from the Year-end and Weekly reports that includes the 8,126 artists with songs played on AAA radio.

541 artists were included in the top 150 songs on the Year-end reports from 2012-2022.

8,035 artists were included in the reports from the first week of every month in 2022.

Combined, 8,126 artists were researched for this study.



Methodology – 
Intersectional approach
Intersectional approach: SongData studies approach analysis of 
radio airplay and charts through an intersectional lens. 
Intersectionality is a framework that emerges from the work of Black 
feminist scholars, with roots the writings of the Combahee River 
Collective in the 1970s and back to Sojourner Truth’s foundational 
“Ain’t I A Woman?” (1863). 

The term itself was coined by critical race scholar Kimberlé Crenshaw 
in her goundbreaking legal scholarship that is based on the 
fundamental understanding that identity cannot cannot be fully 
defined via a single lens (gender, race, or class).  She and the many 
Black women before her argue that identities are multidimensional 
and dependent on the intersection of these lenses.  In her work, 
Crenshaw argues that individuals can experience multiple forms of 
oppression simultaneously, and revealed through her work that Black 
women were experiencing both sexism and racism in the workplace. 

Intersectionality is critical for studies of social and cultural systems like 
the music industry – a racially segregated system founded on racism, 
sexism, and other forms of oppression. Intersectionality allows us not 
just to understand representation in a more nuanced and complete 
way, but it also allows us to understand how these forms of 
discrimination overlap in this industry and provides a starting point for 
asking questions about inequitable policies, practices, and 
conventions.

Graphic from Kimberlé 
Crenshaw, “The Urgency of 
Intersectionoality” TedTalk 

(2016).

https://www.ted.com/talks/kimberle_crenshaw_the_urgency_of_intersectionality
https://www.ted.com/talks/kimberle_crenshaw_the_urgency_of_intersectionality


Methodology – the research

Ensemble type
• Solo
• Group
• Collaboration 

Gender identity of artist
• Men (solo/group)
• Women (solo/group)
• Ensemble/Collaborative recording with 

men and women
• Nonbinary/Genderqueer artist

Race and ethnicity according to artist 
biography
• White artist/group
• Black artist/group
• Artist of color/group

• includes artists that are biracial, 
Indigenous, Hispanic/Latinx, Asian, 
Middle Eastern, etc.

• Multiracial/Multiethnic ensemble or 
collaboration 
• i.e., group of artists from more than 

one racial/ethnic community.

Biographic data coding (continued): 
In order to approach this project through an intersectional lens, we need to have as much biographic 
information about artists as possible. To do so, each artist, ensemble, and collaboration was 
researched to be able to identify the gender-identity, race/ethnicity, sexuality, and ability of everyone 
in the dataset. 
Descriptive coding was done in two ways: 
• for the artist/full ensemble and 
• by the lead vocalist heard on the recorded musical work. This coding impacts ens./collabs of men 

and women and multiethnic ens./collabs., as it accounts for the voice(s) heard by radio listeners. 
It is this second method of coding that we are interested in this study: representation by the 
predominant voice heard on a recorded musical work.

Sources used include biographies from artist/label websites, Wikipedia pages, and articles and 
interviews. In every instance, great care was taken to ensure that the data-description entered reflects 
the language used by the artist. 

Artists, Ensembles, and Collaborations were described according to:

1. Ensemble type
2. Gender identity
3. Race and ethnicity
4. Sexual orientation
5. Ability

Note on race and ethnicity: biographic detail was captured in 2 ways: 

1. by the exact racial/ethnic community identified by the artist,

2. by the coding system identified to the right (White, Black, Artists of Color, Multiethnic ensemble). 
Having the data in both forms allows for granularity, but also the ability to zoom out as 
necessary. 



Study legend
The following color scheme is used in the graphics presented in this study:

Men (solo/group)

Women (solo/group)

Ens./Collabs of men and women

Nonbinary and Genderqueer artists

These four colors are the foundation of the color scheme used here, but variations are introduced when graphics aim to show both gender 
identity and race/ethnicity at the same time. While I use just these four colors in pie charts and use labels to indicate the percentage of artists 
by gender and race/ethnicity, gradients of these colors are used in column charts to disaggregate data and show gender and race/ethnicity 
together. This is not always perfect. As you will see, Black artists, Artists of color and Multiethnic ensembles are underrepresented on this 
format and oftentimes their contributions are not clearly visible in the graphic. To attempt to rectify this, I aim to use darker shades for smaller 
percentages so that they are more visible. Where this does not work is in the case of Nonbinary and Genderqueer artists, whose music 
represents less than 1.0% of programming in all analytic lenses. As such, Black was retained to ensure visibility of their contributions and notes 
on the slide offer additional detail.

White men

Black men

Men of color

Multiethnic ensembles of men

White women

Black women

Women of color

Multiethnic ensembles of women

` White ens. of men/women

Black ens. of men/women

Ens. of men/women of color

Multiethnic ensembles of men/women



Part 1 | 
Year-end charts.

Top 150 songs on the AAA year-end reports from 2012-2022. 
2012-2013: WFUV, WXPN, KCSN, KCMP
2014-2021: the above stations + KEXP and KKXT
2022: above listed + KUTX, WYMS, WERS, WYEP, WTMD

Are women and nonbinary artists well-represented in the 
year-end reports? How many of their songs end up on the 
year-end charts?



Representation of artists on year-end reports
of 541 unique artists responsible for the 1,235 songs in the top 150 between 2012-2022

Artists
Men 68.9%

Women 25.3%
Ens./Collab. with men and women 5.0%

Nonbinary + Genderqueer artists 0.7%

Artists
White artists 85.2%
Black artists 5.4%

Artists of color 
(Biracial, Indigenous, Hispanic/Latinx, Asian, 

Middle Eastern)
7.0%

Multiethnic ensembles/collabs 2.4%

Representation by 
gender identity

Representation by 
race and ethnicity



Representation of artists on year-end reports
of 541 unique artists responsible for the 1,227 songs in the top 150 between 2012-2022

White men, 60.4%

White women, 20.5%

White mixed ens., 3.5%

Men of color, 3.9%

Black men, 3.3%

Women of color, 3.0%

Black women, 1.7%

Multiethnic ens/collab of men, 1.3%

Black ens/collab of men and women, 0.4%
 Ens/collabs of men and women of color, 0.2%
Multiethnic ens/collab of men and women, 0.9%

Multiethnic ens/collab of women, 0.2%

White Nonbinary + Genderqueer artist, 0.8%

*There are no Nonbinary and Genderqueer artists of 
color in the year-end reports.
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Graphing distribution of spins for the top 150 songs on year-ends between 2012 and 2022 reveals that men average 80.4% (with peak of 85.4% in 2017), 
Women average 17.4% (with peak of 23.8% in 2022), Ensembles of men/women average 1.6% (with peak of 3.0% in 2019), Nonbinary/Genderqueer artists 
average 0.6% (with peak of 2.3% in 2014). In all instances, white artists receive the most spins. The following slide provides greater detail on distribution of 
spins for artists between 2012-2022.
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Distribution of spins by gender identity and race/ethnicity
of all songs in top 150 of yearends, 2012-22Looking at the same data through both gender and race/ethnicity shows us that in all instances, songs by white artists receive majority of spins – averaging 
88% over this period. Songs by Black artists average 4.2%, artists of color 5.7%, and multiethnic ensembles 1.3%. Women of color are drastically 
underrepresented on these year-ends: White women are responsible for 14.3% of the 17.4% - Black artists at 0.4%, Artists of color at 2.7%, and Multiethnic 
ensembles 0.02%.



Frequency of songs by peak position
1,235 unique year-end charting songs mapped by their peak position
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Graphic songs by their peak position on the chart offers the opportunity to learn more about where their songs land within the year-end reports. Do 
they top the chart? Lie in the middle? Or appear largely in the back-end? This histogram graphs by 10 positions bins for the top 150 positions, revealing 
the rate at which songs by men dominate the top 60 positions. Between 2012 and 2022, women are responsible for 266 (21.5%) of the 1,235 songs that 
charted over this decade – 70% of these songs peaked outside of the top 50. Nonbinary and Genderqueer artists are nearly absent from the charts, 

with just 0.7% of the songs for only white artists.



Frequency of songs by peak position
438 unique year-end charting songs mapped by their peak position
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Drilling in to Mediabase’s year-end 50-position charts, the position worsens. Men are responsible for 82.5% of the songs, 37.8% of which peak in the 
top 20. Women are responsible for 15.9% of the year-end charting songs, distributed evenly at an average of 3.2% across the chart positions. While 

certainly underrepresented on the year-end charts, the near-even distribution across each 10-position bin is a strong indicator of consistent 
programming for songs by women – even if that consistency is in their under-programming at radio. Of course, Nonbinary and Genderqueer artists are 

nearly invisible on the year-end charts, representing 0.6% split near-evenly between the top 10, 30s and 40s on the charts.
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Women are filtered out from year-end reports to charts
What we find, through this snapshot of the year-end reports and charts is the filtering out of women and nonbinary/genderqueer artists. They make up a 
higher percentage of the artists charting and through each lens – songs, spins, and charts – they occupy even smaller position within the year-ends. While this 
graphic does not offer detail on race/ethnicity, we understand from previous analysis that Black artists, Artists of color and Multiethnic ensembles – 
especially women, nonbinary and genderqueer artists – are most underrepresented.



Part 2 | 
Weekly airplay reports.

Complete airplay report for the first week of each month.
Jan-October includes: WFUV, WXPN, KCSN, KCMP, KEXP, KKXT
Nov-Dec includes: above listed + KUTX, WYMS, WERS, WYEP, WTMD

How often are songs by women and nonbinary artists 
heard on non-commercial AAA stations? 
At what time of day? And in what distribution of 
current/gold programming?



Representation of artists played on NonComm AAA in 2022
of 8,035 unique artists with songs played in the first week of every month

Men Women Ens/Collabs of 
men and women

Non-binary + 
Genderqueer artists

White artists 42.1% 14.7% 4.2% 0.4% 61.4%

Black artists 16.6% 6.7% 2.2% 0.1% 25.6%

Artists of color 
(Biracial, Indigenous, Hispanic/Latinx, 

Asian, Middle Eastern)
3.7% 3.0% 0.4% 0.1% 7.2%

Multiethnic 
ensembles/collabs 3.0% 0.8% 1.9% 0.1% 5.8%

65.4 25.2% 8.6% 0.8%



Gender representation unique artists played on NonComm AAA in 2022
of all songs played in the first week of every month

White women, 14.7%

White men, 42.1%

White ens./collabs. of men and women, 4.2%

White Non-binary + Genderqueer artists, 0.4%
Black Non-binary + Genderqueer artists, 0.1%
Non-binary + Genderqueer artists of color, 0.1%
Multiethnic Non-binary + Genderqueer ens., 0.1%

Black women, 6.7%

Women of color, 3.0%

Multiethnic ens./collabs. of women, 0.8%

Black ens./collabs. of men and women, 2.2%
   Ens./collabs. of men and women of color, 0.4%
Multiethnic ens./collabs. of men and women, 1.9

Black men, 16.6%

Men of color, 3.7%

Multiethnic ens. of men, 3.7%



Ens/Collabs of men and women of color, 0.7%

White men, 51.8%

Black men, 10.1%

Men of color, 3.4%

Multiethnic ens of men., 1.1%
White women, 19.6%

Black women, 5.3%

Women of color, 3.7%

Multiethnic women ens., 0.6%

White ens/collabs of men and women, 2.4%

Black ens/collabs of men and women, 0.5%

Multiethnic ens/collab of men and women., 0.1%

White Non-binary + Genderqueer artists, 0.4%
Black Non-binary + Genderqueer artists, 0.1%
Non-binary + Genderqueer artists of color, 0.1%
Multiethnic Non-binary + Genderqueer ens., 0.1%

Gender representation by airplay on NonComm AAA in 2022
of all songs played in the first week of every month



Distribution of spins on weekly reports
of all songs played in the first week of every month
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Evaluating airplay on the first week of every month in 2022, we see that men average 66% of the airplay, women average 29%, ensembles of men and 
women average 3.7%, and nonbinary and genderqueer artists 1.3%. The 29% distribution of songs by women across the first week of every month suggests 
(like the year-end reports) that there their songs maintain a consistent space within playlists. What is imperative to note here, however, is that this is a 
monthly average and that there is a 10% spread amongst the 12 stations studied: 5 stations program women above 30% (3 of them around 34/35%, 
and 6 stations program below 29% – 5 of them at 24/25%. 



Distribution of spins on weekly reports
of all songs played in the first week of every month
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Drilling into the same question to distribution of spins to factor in race and ethnicity, we can see the same racial inequity as with the year-end reports. On the 
weekly reports for the 12 stations studied, white artists average 74% of the spins over this period – 51% of which are for songs by white men. Black artists 
average 15.9%, Artists of color 7.2%, and Multiethnic ensembles 2.5%. In each instances, men receive the majority of spins: white women average 19.5%, 
Black women 4.3%, Women of color 3.7%. 
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When are songs heard? Distribution of spins by time of day.

The 5 dayparts are presented 
in this graphic in 
chronological order – from 
midnight (am) to midnight 
(pm) from left to right.

Unsurprisingly, the majority of 
airplay for songs by women 
occurs in the overnights, with 
the second highest daypart 
emerging in the midday. 
Songs by women are least 
likely to be heard during the 
morning and afternoon 
drives – periods with the 
highest percentage of 
listeners.

Songs by nonbinary and 
genderqueer artists are 
consistently programmed at 
0.1/0.2% in each daypart.
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https://www.westwoodone.com/blog/2021/02/01/perception-vs-reality-drive-time-isnt-the-only-time-for-am-fm-radio-2/


What might this look like on the average day?
calculation based on avg. number of songs played across 12 stations, by the avg. annual distribution [previous slides]

Men Women Ens/Collabs of 
men and women

Non-binary + 
Genderqueer

Total 
[per daypart]

Overnights 51 23 3 1 78

Morning Drive 33 14 2 0 49

Midday 43 18 2 1 64

Afternoon Drive 35 14 2 0 52

Evening 34 16 2 0 52

Total [per day] 195 86 11 2

It is critical to understand that this is hypothetical day is based on the average songs played across the 12 stations included in the study. But 
we know already that 5 stations play women at higher than the average, and 6 play their songs lower than the average. As such, the 

number of songs played by daypart would be different for each station. 



Current vs. Gold status airplay
What does this look like songs categorized as “currents” in this context are those released in 2021/22, all songs released prior to 2021 are categorized here 
as recurrent/gold songs.
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What does this look like when considering the status of songs played? Songs categorized here as “currents” are those released in 2021/2022, all songs released 
prior to 2021 are categorized as recurrent/gold songs. We see here that current songs by women make up 16.7% of programming, but that their songs make 
up a smaller portion of the back catalogue of gold songs (at 12.5%). The reverse is true for men. Their songs make up 23.6% of current programming, but a 
significant 42.7% of gold catalogued songs. This is addressed further in the next two slides.

Current singles: 42.8%

c

Recurrent/Gold songs: 57.2%
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Current vs. Gold status airplay
songs categorized as “currents” in this context are those released in 2021/22, all songs released prior to 2021 are categorized 
here as recurrent/gold songs.

As with all previous graphics, the gendered hierarchy is structured around racial inequity. Artists of color are impacted significantly within current and 
recurrent/gold programming in general, and by gender identity, specifically. Here, we see that songs by Black men receive more airplay in current and 
recurrent/gold programming than women, and that the same is true for artists of color and multiethnic ensembles. The same is also true for nonbinary and 
genderqueer artists of color, who are nearly absent from programming in both categories.

Current singles: 42.8% Recurrent/Gold songs: 57.2%



Percentage of songs 
played

1920s 0.09%
1930s 0.10%
1940s 0.22%
1950s 1.38%
1960s 7.31%
1970s 12.38%
1980s 9.45%
1990s 12.32%

2000s 12.82%
2010s 21.65%
2020 3.66%
2021 6.58%
2022 12.02%

Percentage of songs played by decade

In the full report, representation by decade will be evaluated to allow for a 
more nuanced discussion of gold-catalogue songs. This is an area in which 
significant changes must be made – and can easily be done.

The dominances of songs by men in recurrent/gold programming is strongly 
indicative of a back catalogue dominated by songs by men and throws into 
question the representation issues that emerge in the consultation materials 
provided to new/developing stations. Those manuals and lists of songs need 
not just be evaluated, but also rebuilt with equity, diversity, and accuracy to 
the rebuilding the historic legacy of the industry in mind.

And yet, simply “adding and stirring” new artists is not a solution on its own. 
Echoing Marcia J. Citron, there is danger in mechanically adding new artists 
and works into the system, especially those artists who are currently under-
programmed within the system, without questioning the system and 
conceptualizing its reconstitution. Visibility counts for a lot. But it is not the 
whole picture. This cannot just be about the artists on the stage, the industry 
must think more holistically about the system: about the songwriters, the 
producers and engineers, studio and touring musicians, the label-publisher-
management teams surrounding artists, the roadies, and the makeup artists 
and wardrobe consultants, too. It should extend to programmers and 
deejays at radio, editorial staff and programmers at digital service 
providers, to the data analysts managing industry charts, and to the 
journalists and individuals writing about the industry – from those 
conducting interviews, writing reviews, developing content for media, 
curating exhibits at museums, and more. The industry cannot just add 
women and BIPOC artists without changing the way the system works and 
without changing the individuals that work in the system.

https://www.jstor.org/stable/30163078


Analysis of daily logs of 12 NonComm stations on 8 November 2022.
Code for b2b programming written by my research collaborator 
Jan Diehm, data analyst with The Pudding.

Part 3 | 
Daily logs.
Are songs by women, nonbinary and genderqueer artists 
played b2b? If so… when?



Are songs by women and nonbinary artists heard b2b?

Women, 29.5%

Ens. of men and 
women, 3.9%

Nonbinary + Genderqueer 
artists, 0.5

Men, 66.1%
Women, 

7.3%

No b2b 
plays, 
51.4%

Men, 
41.3%

Radio programmers (across all formats) have long avoided programming songs by women back-to-back. Since at least the 1960s, program directors have 
indicated that they avoided b2b programming of songs by women because there were “fewer hits” by women and spreading them out ensured balance. Rather 
than play their songs b2b, play outside of label-signed/promoted songs, or simply requesting more songs by women… they instituted a practice that is 
maintained until today. It was even written into a radio consultant’s manual that has been widely used across the industry. What we see in the daily logs of the 
12 stations discussed here is that 7.3% of songs by women are programmed b2b. Thus, while their songs average 29% of the airplay, a much smaller percent 
might be heard in a row. Critically, on 8 November 2022, only 1 of the 12 stations played 3 songs by a nonbinary artist, none of these songs played b2b.

Avg. percentage of airplay on 
8 November 2022.

Avg. percentage of songs played b2b on 
8 November 2022.

https://docs.google.com/document/d/1fRMQAKv24691iABG8tdQCAOQ8KU3Hzv16bOv0ndRFDo/edit
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Percentage of songs played back-2-back by daypart
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The 5 dayparts are 
presented in this graphic 
in chronological order – 
from midnight (am) to 
midnight (pm) from left to 
right.

Unsurprisingly, the 
majority of airplay for b2b 
songs by women occurs in 
the overnights, with the 
second highest daypart 
emerging in the midday. 
Songs by women are least 
likely to be heard during 
the morning drive.

But do recall that this is an 
average across the 12 
stations – stations that 
program songs by women 
at smaller percentage 
have even fewer b2b 
songs, and several of 
those stations did not play 
b2b in the morning and 
afternoon drive periods.



Back-2-back songs by daypart
calculation based on avg. number of songs played across 12 stations, on 8 November 2022

Men Women No b2b songs

Overnights 32 7 40

Morning Drive 20 2 28

Midday 27 4 33

Afternoon Drive 20 4 25

Evening 22 4 26

Total [per day] 121 21 150



Behind the scenes + on the air: 
representation at AAA radio
NonComm stations surveyed.

Data gathered by: Jen Daunt, Carmel Holt, Chris Sanley
Data analyzed by: Dr. Jada Watson



NonComm Station Directors

White women, 50%

Women of color, 5%

White men, 40%

Men of color, 5%
White women, 25%

White men, 75%

Program 
Directors

Music 
Directors



White women, 15.4%

Women of color, 7.7%

White men, 53.8%

Black men, 7.7%

Men of color, 15.4%

NonComm Station Managers



White women, 30.4%

Women of color, 5.4%

White men, 41.1%

Black men, 8.9%

Men of color, 8.9%

NonComm On-Air hosts

Black women, 1.8%

White duo (man/woman), 
3.6%



NonComm On-Air hosts

0

10

20

30

40

50

60

70

80

90

100

Morning drive Midday Afternoon drive Evenings

53.8%

30.8%

15.4%

50.0%

50.0%

61.5%

38.5%

78.6%

21.4%



NonComm On-Air hosts
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Systemic change cannot happen without changing the system.

The roots of the industry are often neglected in discussions of representation in 
radio programming. This has been integral to my work on programming in
Country format radio and is certainly a necessary discussion for AAA radio – a 
multi-genre format.

The racial segregation of the industry into Race and Hillbilly records might impact 
the so-called “genre” industries of R&B and Country most obviously, but the 
segregation of the industry along a musical color line that echoed Jim Crow era 
laws impacts the entire industry. Baked into the very foundation of the recorded 
industry, Black artists were denied opportunities in a range of musical styles that 
emerged from their cultural traditions (Country, Rock, Folk, etc.) and instead those 
spaces were racialized as white and marketed to white, middle-class, 
suburban/urbanizing audiences. 

Radio is often not discussed in discourse about the racial structure of the industry, 
but radio, too, was developed along this color line. As William Barlow writes in his 
foundational book Voice Over: The Making of Black Radio, “The emergence of Jim 
Crow on network radio owed something to explicit racial policies in the South. The 
networks’ Southern affiliates, in line with the region’s segregationist social order, 
refused to allow African Americans access to the airwaves and threatened to 
boycott any network programs that violated their color line. For the networks and 
their sponsors, who now depended on a national audience, the threat was a 
significant deterrent. […] The few African Americans who penetrated the networks’ 
racial barriers found poor working conditions and little prospects of carving out a 
career in broadcasting.”

The racial segregation of radio developed alongside the recorded music industry, 
and that segregation has been maintained through the institutionalization of 
genre labels in the late 1940s, through the development of charts and yes, radio 
formats. And even though AAA developed later out of AOR and Alternative 

formats, as an all-genre adult album alternative format, we can clearly see the 
roots of this segregation in the programming decisions not just in the racialization 
of genres, but also in the proportion of airplay allotted to artists in these spaces. 

Sexism, baked into the industry also from the very beginning, is them impacted by 
this structure. That history has long been documented – through writing on the 
Carter Family that has revealed they were initially told in the 1920s that “a woman 
in the lead would never sell.” These cultural ideas – that women could not lead 
groups, could not make hits, that their songs could not be played b2b because 
“there weren’t enough of them” have become so ingrained that they are 
embedded within every facet of the industry: label rosters, promotion/distribution, 
programming – and the whole ecosystem responds. As I have written elsewhere, 
changes in one sphere of the industry ripple through and impact all others: when 
fewer songs are played on radio, labels lend less support to women artists 
(dropping them altogether and avoid signing new ones). Overtime this impacts the 
songwriting world, and women writers are encouraged to write for men and 
(again) fewer women writers are signed to publishers. This impacts opportunities to 
tour, perform at festivals or on ceremony stages and ultimate leads to a decline 
within recognition systems – awards, legacy-building institutions like halls of fame.

As we begin this conversation about representation in programming, then, we 
must remember that the industry is not broken: it is working precisely as 
designed. And while commercial/non-commercial AAA aims to play a diversity of 
genres/styles, the inheritance of racial segregation, sexism and other forms of 
oppression (heterosexism, classism, etc.) are maintained within the format’s 
programming traditions. 

In the coming months, I will continue to work on the 2022 weekly reports and 
produce a detailed study of the year-ends reports/charts, weekly reports, and 
daily logs to be released for the NonComm community. I will continue to work on 
2023 data, in the hopes of sharing it with you next year.

~ Dr. Jada Watson, SongData

on change

https://songdata.ca/wp-content/uploads/2021/03/SongData-Watson-Redlining-Country-Music-032021.pdf


appendix
AAA stations monitored by Mediabase

• KMMS-FM in Bozeman, MT owned by Townsquare Media
• KRSH-FM in Santa Rosa, CA owned by Sinclair Telecable Inc
• KVYN-FM in Santa Rosa, CA owned by Wine Down
• *MCAA-FM in >Music Choice owned by Music Choice
• *Spectrum in >SiriusXM owned by SiriusXM
• WEHM-FM in Hamptons-Riverhead, NY owned by Long 

Island Radio Broadcasters
• *WFUV-FM in New York owned by Fordham University 

Board of Trustee
• KCRW-FM in Los Angeles owned by Santa Monica 

Community College
• KCSN-FM in Los Angeles owned by California State 

University - Northridge
• *WXRT-FM in Chicago owned by Audacy
• KOIT-G2 in San Francisco owned by Bonneville Intl Corp.
• *KKXT-FM in Dallas owned by North Texas Public 

Broadcasting
• *WXPN-FM in Philadelphia owned by University of 

Pennsylvania
• *WXRV-FM in Boston owned by Northeast Broadcasting 

Company
• WERS-FM in Boston owned by Emerson College
• KPNW-FM in Seattle owned by Hubbard Broadcasting 

Incorporated
• KEXP-FM in Seattle owned by University Of Washington
• *KCMP-FM in Minneapolis owned by Minnesota Public 

Radio
• *KBCO-FM in Denver owned by iHeartMedia, Inc.
• KJAC-FM in Denver owned by 
• KVOQ-FM in Denver owned by Colorado Public Radio
• *KINK-FM in Portland, OR owned by Alpha Media

• WTMD-FM in Baltimore owned by Your Public Radio Corp.
• KCLC-FM in St. Louis owned by Lindenwood University
• KNBT-FM in San Antonio owned by New Braunfels Comm.
• KRCL-FM in Salt Lake City owned by Listeners Community 

Radio Of Utah
• WYEP-FM in Pittsburgh owned by Pittsburgh Community 

Broadcasting Corp
• *KGSR-F2 in Austin owned by Waterloo Media
• KUTX-FM in Austin owned by University Of Texas
• KTBG-FM in Kansas City owned by Public Television 19
• *WRAL-F2 in Raleigh owned by Capital Broadcasting
• WUNC-F2 in Raleigh owned by Univ. Of North Carolina 

Chapel Hill
• *WTTS-FM in Indianapolis owned by Sarkes Tarzian Inc
• *WRLT-FM in Nashville owned by Tuned In Broadcasting Inc
• WNXP-FM in Nashville owned by Nashville Public Radio
• *WXPK-FM in Hudson Valley, NY owned by Pamal 

Broadcasting Ltd.
• WYMS-FM in Milwaukee owned by Milwaukee Public Schools
• WFPK-FM in Louisville owned by Louisville Public Media
• *WPYA-F2 in Birmingham owned by Birmingham Mountain 

Radio, LLC
• *WKLQ-FM in Grand Rapids owned by Cumulus
• *WCOO-FM in Charleston, SC owned by L. M. Comm.
• WARQ-F4 in Columbia, SC owned by Alpha Media
• *KRVB-FM in Boise, ID owned by Lotus Comm. Corp.
• WXCT-AM in Chattanooga owned by Bahakel Comm.
• WAPS-FM in Akron owned by Akron Public Schools
• *WMMM-FM in Madison, WI owned by Audacy
• *WCLZ-FM in Portland, ME owned by Saga Comm. Inc.
• *KPND-FM in Spokane owned by Blue Sky Broadcasting, Inc.
• WRSI-FM in Springfield, MA owned by Saga Comm. Inc.
• *WZEW-FM in Mobile owned by DotComPlus Broadcasting

• *WNCS-FM in Burlington, VT owned by Northeast 
Broadcasting Company

• WCLX-FM in Burlington, VT owned by Westport 
Broadcasting

• *WQKL-FM in Ann Arbor, MI owned by Cumulus
• KVNA-FM in Flagstaff-Prescott, AZ owned by Yavapai 

Broadcasting
• *WWCT-FM in Peoria, IL owned by Advanced Media Partners 

LLC
• WDST-FM in Poughkeepsie owned by Chet-5 Broadcasting
• WDSE-FM in Duluth, MN - Superior, WI owned by University 

Of Minnesota
• WCNR-FM in Charlottesville, VA owned by NONE
• WNRN-FM in Charlottesville, VA owned by Stu-Comm

Data Sources: all airplay data was extracted from 
Mediabase. 

AAA Stations listed on this slide are those monitored on 
the Yearend Reports downloaded from Mediabase for 
Part 1 of this study.

Highlighted stations are the 12 NonComm stations 
selected for inclusion in the case study evaluating 
weekly airplay reports in 2022, as well as in the study of 
back-2-back airplay for 8 November 2022.



SongData is a research program with projects funded by the Social Sciences and Humanities 
Research Council of Canada. SongData aims to explore the potential of using discographic and 
biographic data to learn more about how popular music genres form, develop and evolve over 
time. Current projects focus on Billboard charts, radio airplay data, and the connections between 
various data-points in an industry culture.

Reports published on gender representation on Country format radio have received international 
attention in the press and have cited as a major source in a report submitted to the U.S. Federal 
Communications Commission in response to the National Association of Broadcasters' proposal 
to deregulate radio ownership, as well as in a Grammy Recording Academy report on inclusion 
and diversity in the music industry. In 2020, she became a research partner on CMT’s EqualPlay
initiative.

SongData is led by Dr. Jada Watson, Assistant Professor of Digital Humanities in the School of 
Information Studies at the University of Ottawa. She also coordinates Digital Humanities 
programming for the Faculty of Arts. 

Visit www.SongData.ca/RadioData to read more about radio airplay studies.

Contact info@SongData.ca to request a breakdown of station data included in this study.

Follow on socials:  @data_jada

http://www.songdata.ca/
http://www.songdata.ca/in-the-press
https://www.cmtequalplay.com/
http://www.songdata.ca/RadioData
mailto:info@SongData.ca

