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The Publishing Journey

Want to be a published author? Here's everything you
wish you d known before you got started.

‘ ‘ nybody who's never
been published before,.

who's not already fam-
ous and comes into a publishing firm
and says, ‘I want you people to make
me famous, has not got the point,”
says Adrian Zackheim, executive
editor and vice-president of William
Morrow & Co. :

Zackheim is responsible for such
best-selling titles as John Naisbitt and
Patricia Aburdenc’s Megatrends 2000
and Harvey Mackay's Beware the
Naked Man Who Offers You His Shirt.

“We cannot make people famous,”
he continues. “That’s not our game.”

It’s a modern fact of life. Gone are
the glorious days -of the past when
publishing houses believed in authors
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so vigorously that they spent their
days building glamorous images that
resulted in fame and fortune, Authors
of a declining, elite generation under-
standably lament such losses. Worse,
many of them still belabor the ques-
tion of whether they should have to
“stoop” to the crassness of regarding
their beloved projects as commercial
products and deign to having to sell
them as such.

Writing a book and assuming a pub-
lisher will sell it is akin to giving birth
to a child and expecting the obstetri-
cian will act as parent.

It has been frustrating to watch the
disillusioned, beleaguered authors
who show up in my office and who
have not understood ‘that shift in
thinking. I think of them as the New
York Publishing House Refugees.

. Itis rare that a new author with high
expectations understands that his or
herbook, ‘painstakingly written over
several months or years—possibly in-
volving sacrifices in work and family
life—is only one of the more than
55,000 books published in the United

ing houses,.

States.each year. That’s roughly 1,000
books each week. A brief projection .
of where one’s book statistically might
fit into the scheme of things brings
home a sobering realization.

Author Harvey Mackay agrees. New
authors “have to be realistic and know
what the odds are. There are 750,000
manuscripts . . . written every year
and only 55,000 get published. And of
the ones that get published only a
handful make it to the New York Times
best-sellers list.

“A first printing for a business book
is around 10,000 copies. Well, there
are 5,000 bookstores in the United
States. That’s two per bookstore,” he

‘chuckles. “They have to understand

the distribution and how hard it is to
get a book in demand.”

New York’s formula for successful
books involves looking at the sales
figures of advance sales and of the first
three months of the life of a book. If
by then a significant number has not
been sold, the publisher will probably
look only to recover costs, or at least
to minimizing its losses. Then it is on
to the next book, the next gamble—
all to the dismay of the author.

This information is not intended as
a judgment against New York publish-
Publicists working for




New York houses are doing the best
they can within the constraints they
are given by editors, marketing peo-
ple, and direct publicity directors who
are telling them what to do:

The scenario is not exclusively an
East Coast phenomenon, and there
are many exceptions to it. But gener-
ally speaking, the publishing world is
still based largely in New York City
and this is how business is done in
New York. West Coast publishers tend
to be smaller houses that publish
fewer books each year and conse-
quently are more invested in staying
with an author and her or his goals
over the long haul. Again, many ex-
ceptions exist.

How much responsibility must an
author be willing to assume for the
success of his or her book?

““One hundred percent!” answers
Zackheim emphatically. “And Harvey
Mackay is such a wonderful case in
point. He took full responsibility for
his success. And by golly, we all
benefitted.”

This responsibility entails enor-
mous research and a deep commit-
ment of time, energy, and resources,
both hard and soft, if the author is in-
vested in reaching the audience for
whom the book was written. You have
to make it happen.

Making it happen

It’s wise to get an overview of the
publishing process before engaging
on the path. The bare-bones version
of the publishing process is four-fold:
write the book, publish it, distribute
it, and market it. There are many
crossroads along the way.

One might begin by asking several
critical questions:
B Do I write the book or do I hire
someone to collaborate? What about
co-authoring?

B Can I find a publisher with my own
contacts or should I find an agent?
How do I find the right agent?

W What about self-publishing?

W What'’s the difference between a
publisher and a book producer?

W If I have a publisher do I necessarily
have distribution? And what about
marketing?

B Will my book be assigned to a pub-
licist or should I hire one on my own?

What'’s a book publicist?

Publishing can be an arduous, com-
plicated process. Without a guide it’s
easy to fall prey to costly lessons
learned the hard way. A book publicist
can serve as one such guide.

A book publicist’s job is to solicit
and secure interviews, reviews, and ar-
ticles about his or her client authors
and their books. These may appear in
magazines and newspapers, or on
radio and television stations around
the country.

As a book publicist, my role is to en-
sure that my clients and their mes-
sages reach the public eye and ear. As
a midpoint between authors and the
media, I try to be a friend to both. My
writers trust me to represent their
work creatively and with integrity.

I've chosen to work with writers
whose messages are in alignment with
my personal vision for enhancing the
quality of life on this planet. Toward
that goal, as a publicist I provide my
editors and producers with informa-
tion I fully believe in. I think of myself
as a socially responsible public rela-
tions specialist.

About the publishing
process

Creating a book from inception to
finished product is similar to the birth
process. The writing of a book is the
gestation time and the labor. It is the
time one gives to creating new forms
that will eventually have their own

-

destinies, their own lives. After the
birth of a book, as with a child, the
process has just begun. Both the book

-and the child need a lot of hand-hold-

ing and nurturing before they belong
to the world.

No one writes a2 book by him- or
herself. The list of acknowledgements
at the beginning of every book points
to a host of people, almost always too
numerous to thank in person, for all
the help they gave: colleagues, editors,
friends, typists, publishers, family, and
usually one special person without
whose help the project would have
been impossible. If one really looks at
the entire publishing process, the
number of people whose daily lives
are professionally devoted to this
endeavor from start of finish is
astounding.

Writing and publishing a book is
almost never about cloistering oneself
in the woods, writing a manuscript,
and miraculously finding a publisher
who makes you famous while you sit
back and count the royalties. I know
authors (and so do you) who wrote
their books on planes between cities.
Their agents may work months to find
publishers.

There are no formulas. Every pub-
lishing story is different. There are no
ironclad contracts, no guaranteed ad-
vances, and no standard royalties. Not
all publishers have good distribution.
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Repeat. Not all publishers have good
distribution. Distributors are the ones
who get your book in the stores. Not
all publishers are even interested in
getting your book in the stores—
maybe they specialize in direct mail.

And now the kicker: you have to be
willing to take responsibility for the
success of your book. You have to
write it and you have to sell it.

It is neither fair nor realistic to rely
on your publisher to sell and promote
your book. And contrary to the big
hoopla about New York publishers,
the bigger the publisher, the more you
will probably have to take respon-
sibility for the promotion of your
book. You are one person on the com-
pany’s immense publishing agenda.
Here’s where good agents and publi-
cists as team players can make an im-
mense difference in the success of
your book.

Getting started

Books in Print lists more than one
million titles. Imagine the stories
behind all those books! We could
easily surmise that some of the
reasons you write a book are as
follows:
®m The spirit moves you.

B You wanted to add value.

m It will establish you as an expert in
your field.

W You have an important story to-tell.
| You're looking forward to royalties.

To entertain other motivations for
writing a book we might look at some
of the qualities Zackheim of William
Morrow considers when choosing
books to publish:

“I'm interested in creating best-
sellers. That’s a narrow focus. I might
choose a book because it’s fun to
work on, or literature I admire. I might
want to publish a book because it con-
tains information I want to make avail-
able to people. I might want to en-
courage a writer who's partway to a
goal—an emerging artist. I might
choose a book because it’s going to
create a sensation and controversy
that’s exciting to be part of. We're
also interested in making money. This
is a business.”

At the beginning, in the sanctity of
one’s own quiet thoughts, is the time
to ask the initial questions:

8 Do I really want to write a book?

B Why do I want to write this book?
m Who, within me, wants to write this
book? Which voice?

Having come to reasonable clarity
about those questions, you're ready to
look at the facts. This might call for an
all-out business plan or at the very
least a good mindmapping session.
Whether it’s complex or simple, have
your plan in order before you embark
on your publishing journey.
lore writing and

, who's going
how you will

NOT EVERY
AUTHOR
DESERVES AN
AGENT. SOME
SHOULD JUST
TYPE IT UP AND
HAND ITTO
THEIR KIDS.
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“I knew nothing about book sales.
But all the things I'm writing about in
my books mean that it’s incumbent
upon me, Or any person, to go out
there and seek superior information.
Do your homework; prepare to win.
Little things mean a lot. Not true—
little things mean everything. Focus.
Concentrate. All these things make for
a successful human being” in any
endeavor, Mackay says.

“So all the things I'm writing about,

{I applied]to the book industry.”

Granted, not all publishing ventures
begin so coherently. My first introduc-
tion to the publishing industry came
when I was hired as publicity director
at what is now New World Library.

One of my first assignments was
Shakti Gawain’s book Creative
Visualization, which originated as a
stapled pamphlet in response to work-
shop participants’ requests for further
information. No one could have antic-
ipated that the pamphlet would blos-
som into a full-fledged publishing
company and that sales of Gawain’s
book would pass the two-million
mark. No one guessed that it would
appear in 12 foreign languages by the
end of the decade.

Our guiding light was the Goethe
quote taped to our telephones:
“Whatever you can do or think you
can, begin it. Boldness has genius,
power, and magic in it.” It worked.

B About co-authoring

When you’re clear about why

you’re writing the book, you might
~swant to explore writing options.
“Perhaps you have a writing partner in

mind but you’re not sure how it
would work.

John D. Adams co-authored Life
Changes: Growing Through Personal
Transition (Impact Publishers, 1990)
with his partner Sabina A. Spencer.
Adams feels strongly that co-authors
must share a common vision. He and
Spencer agreed on a vision of their
book, cutlined chapters, and mind-
mapped the ideas in each chapter.
Each then chose the chapters he or
she wanted to write and they shared
the balance. '

“We discovered very early on there
was no way we could write prose to-
gether, looking over each other’s
shoulders,” laughs Adams. “So I wrote
my half and she wrote her half and

"then we edited each other’s work.”

After their publisher reviewed the
work they went through two rewrites,
working in the same way.

“We found it was very useful that
we set time aside when we didn’t do

_anything else but write,” he says.

“Now whenever we have to write we
create writing retreats at which we
spend four or five days in a bed-and-
breakfast place with our laptop com-
puters and do nothing else from
sunup to sundown. We find this way
we can make huge progress in a very
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short period of time.” )

Labor and business journalist
Robert Levering, well known for co-
authoring The 100 Best Companies To
Work For in America (NAL-Dutton,
1987) offers insights based on his co-
authoring experiences. Top on his list
of requirements for co-authors are
mutual respect and the willingness to
listen to one another.

Levering says he and his co-authors
Milton Moskowitz and Michael Katz
“spent hours and hours and hours just
talking. We didn’t write it down first
on paper. What works is the human
contact, that willingness to sit down
and talk.”

Those diligent discussions are at the
root of a fundamental belief Levering
has that if you’re going to write a
book, you must have something to
say. “There are too many damn trees
being cut down every year for books
that don’t need to be written. And
they certainly don’t need to be cut
down just for someone. . .trying to
establish [his or her] credibility.”

About ghostwriting

What if you have a wonderful idea
for a book, but don’t have the skill to
write it? Would you consider a ghost-
writer? Apple computer executive
John Sculley hired one for his book,
Odyssey: Pepsi to Apple (Harper-
Collins, 1988).

John Byrne, of BusinessWeek,
served Sculley in this capacity.
“Ghostwriters used to be anony-
mous,” says Byrne. “Novak paved the.
way for ghostwriters to have their
names on the front of books and to be
acknowledged. Now they’re called
collaborators.” William Novak was Lee
Iacocca’s collaborator on facocca: An
Autobiography (Bantam, 1984).

An editor at Harper & Row who
knew Byrne’s work recommended
him to Sculley. They met a couple of
times to check out the chemistry,
which Byrne says is critical to the suc-
cess of any collaboration. They both
decided it would work.

Byrne took a year off to write the
book. To start the project, Byrne flew
out to California and moved into
Sculley’s house for two weeks. “We
got up at 4:30 or 5:00 a.m., ran a
couple of miles at Stanford University,
went back to shower and change, and
were at Apple at 7:30 in the'morning.”
There he interviewed* Sculley'in the
Apple library until 5 p.m. each day.
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“We interviewed for five days
straight. We took his whole life chro-
nologically. And he paid to have a
court reporter there so that every
word that was uttered there was taken
down.”

The second week, Byrne inter-
viewed key people around the com-
pany who were important in Sculley’s
life and in the life of Apple. In the
evenings he and Sculley reviewed the
matetials.

Byrne returned to New York with
four books worth of transcripts from
that first intensive set of interviews. He
wrote a chapter-by-chapter outline in
the first week. By the second week he
had written the first chapter.

“What you want to do is to gain a
sense of the person’s voice,” advises
Byrne. “You have to sublimate your
own personality. And you try as much
as you can to adopt the tone, the style,
and the feel of the person you’re sup-
posed to be writing for. You need to
make sure you're on the same wave-
length as the person, or you. . .waste
a lot of time and effort for nothing.”

For the rest of the year, Byrne fed
his writings to Sculley through his
editor. He lived in Sculley’s house a
total of two months over the year.
They also met in various parts of the
country when circumstances allowed.
They talked on the phone frequently.

On one of Sculley’s trips to New
York, they took a walk through Cen-
tral Park together. “There’s a key part
in the book where he and Steve Jobs
first got together to get to know each
other and they’re walking through
Central Park and Steve finaily asks him
to join him. So what we did was, he
carried a tape recorder with him. And
he and I walked through Central Park
and retraced all the steps of that walk,
trying to rekindle his memories—
exactly what happened and what kind
of dialogue occurred—which was
pretty interesting.”

On publishers and agents

Now that you’ve decided on 2
writing option, you will want to find
a publisher. You may have connec-
tions or feel you want to find a
publisher directly, or you may prefer
to work with an agent. If you decide
tO go your own route you can refer to
Literary Marketplace, the Bible of the
publishing industry, compiled annu-
ally by R.R. Bowker Co. in New York.

See the box for tips from Jossey-

Bass’s Stephen Piersanti on what to
look for in a publisher.

In negotiating your contract with
your publisher, you should seek the
legal advice of a lawyer familiar with
author law. The Writer’s Legal Com-
panion (Addison-Wesley, 1988) by
Brad Bunnin and Peter Beren is an ex-
cellent reference. =~

Perhaps you'drdther find an agent.
You might ask authors youknow who
write in the same genre to recom-
mend approprlate agents. Or go to the
library and ask a reference librarian for
Literary Agents of North America.
Here .you will fin agents from all
around the country,

bt
IF YOU WANT
PEOPLE TO READ
YOUR BOOK,
YOU NEED
TO BE THE
MISSIONARY,
PUBLICIST, AND
SALESPERSON.

7

are as’k@ 0 go through periodically.
But only a small percentage of all
published manuscripts come from the
slush pile.

An agent evaluates an author’s ma-
terials and lets the author know if it’s
what publishers are looking for. Most
editors looking for non-fiction buy
book proposals rather than entire

manuscripts. A good agent helps the

writer to find the right publisher for a
book and lends expertise in negotiat-
ing a contract.

Sandra Dijkstra of Sandra Dijkstra
Literary Agency in Del Mar, California,

elaborates. “I don’t think the blind
rule should be that every author
should have an agent,’ she says. “I
think there’s a time in an authors
career when it really becomes sensible
to have an agent. A writer has to doa
lot of homework to know when that
time is.

“It’s not a question of having an
agent, any agent. It has to be the right
agent for you, the right agent for the
specific book and for the kind of pub-
lishing career that you want to have.”

Agents are ‘‘very important in help-
ing to shape that career and helping
authors fulfill their dreams,” says
Dijkstra. “It’s our job to figure out
what it is we’'ve been given by this
gifted person. What is the best solu-
tion? Should this book be published?

_ Where should it be published? Should

I be the agent, or would some other
agent do it better? Would I rather not
be representing this material? And
then we determine what would be the

fair market value for such a piece of
~~work, and making that price be real-
~ized by going forth and saying, ‘This

is what I must get for this book.

“Not every author deserves an
agent. Some people should self-
publish. Some people should just type
it up and hand it to their children.”

Dijkstra says that although agents
are deluged with materials, they are
always looking for good manuscript
ideas. She spotted Max Depree’s
Leadership Is an Art, originally
published by Michigan State Univer-
sity Press, in the Wall Street Journal.
She was the catalyst who said the
book should not be at a university
press, that it should be started over
from square one. Her vision was in-
sightful. The book was republished in
1990 by Dell Trade and has now sold
more than 200,000 copies.

Distribution and
self-publishing

Book packagers work with authors
who have not found publishers or
who want a lot of control over the
outcome. I would not recommend
this option unless you have really
done your homework. You have to be
prepared to invest enormous amounts
of your own time and money into
your project. A lot depends on how
supportive the book packager is.

If you haven’t found a publisher,
you might consider publishing your
book through a book producer and
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using the run as a test-marketing pro-
cedure, suggests Ray Bard. Bard is a
former New York publisher who now
runs Bard Productions in Austin,
Texas. If you can manage to distribute
and sell the book successfully, he says,
you may have a stronger case for find-
ing a publisher.

Seif-published author Ron Glick
says he found Dan Poynter’s The Self-
Publisber’'s Manual (Para Publishing,
1984) to be a solid “nuts and bolts”
kind of resource. For inspiration as
well as practical guidance, he recom-
mends How To Get Happily Pub-
lished, by Judith Applebaum of New
York publishing consultants Sensible
Solutions.

“I'was impatient and thought it was
going to happen a lot faster than it
did,” says Glick. “After several re-
jections a year later, I found it very
supportive to have someone in my
corner”” Applebaum and her book,
published most recently by Harper
Collins (1988), provided that.

Another good resource for market-
ing is John Kremer of Ad-Lib Produc-
tions, based in Iowa and dedicated to
providing authors with marketing in-
formation. He has published several
books, including 107 Ways To Market
Your Books: For Publishers and
Autbors (1986).

“A self-publisher is a publisher,”
warns New World’s Allen. “You need
to be aware that you are in essence
adding a whole new business to your
lives, an entire company. I've talked a
lot of people out of self-publishing.”

If you are a professional, your best
option is probably to find a profes-
sional publisher; otherwise you can
expect distribution problems. Most
distributors do not want to do busi-
ness with a single title. It makes their
bookkeepers go crazy; it’s too much
work to keep securing separate ac-
counts. They want publishers and
authors who supply ongoing prod-
ucts. Just like publishers. And agents.

It is important not to confuse distri-
butors with wholesalers. Distributors
have sales reps who go around the
country and sell your book from their
catalogs to booksellers in their stores.
‘Wholesalers have catalogs but no reps.
They sell and supply products. This
can be tricky, as many wholesalers
have the word “distributor” as part of
their company names. Be sure you are
clear what’s actually being offered if
you employ such services.

Promotion: the home
stretch

Once having secured a contract that
ensures publication and distribution,
you are ready to bring your message
to the world.

Before you receive actual, finished
copies of your book, you will see
galleys, which you will use in the first
phase of your promotion. The people

who need to see the galleys of your
book are the editors of the trade jour-
nals of the publishing industry.

New York publishers are pretty
good about this, but are not always
thorough. Small publishers some-
times let it slip through the cracks; the
authors almost always find out too
late, if at all. The journals include
Publisbers Weekly, Kirkus Reviews,
Library Journal, School Library Jour-
nal, Booklist, and, when you have

final copy, Choice.

All those journals are listed in
Literary Marketplace. All of them ab-
solutely must see galleys three months
before the publication date of your
book. If you are late they will simply
reject any discussion of your book.
Period. All journals look for reasons to
get any of the hundreds of books off
their desks and shelves.

The publication date of your book
is technically the date publishers can
guarantee that your book will be in
the stores. Do not confuse the publica-
tion date with the shipping date, when
books are shipped from the printer to
the distributor’s warehouse. All publi-
city and advertising should be coor-
dinated with the actual publication
date. Securing reviews when the book
is not available in the stores doesn’t
help anyone.

The stuff good press kits

are made of

Use production time to begin
assembling the materials your
publicist will need in order to repre-
sent you at your best. This period is

~when you-will want to go through

your list of contacts and to ask col-
leagues, friends, and those in high
places for third-party testimonials.
They will prove invaluable to your
publisher for jacket or ad copy, to the
publicist in putting together your
press kit, and to the prospective
reader who needs more than your
opinion that this is a great book.

If this is hard for you to do, delegate
it to someone you trust, someone
who will respect your contacts and
who will follow through effectively.
Most people you will contact are un-
doubtedly as busy as you are, but they
probably have a good understanding
of the value of their feedback and sup-
port and will be sympathetic to the
process. o

You may also want to go through
your files now and pull all newspaper
articles in which your name has
appeared—either because you were
included in a story or interview, or
because you wrote the article.

The more information you can
gather that directly relates to the sub-
ject matter of your book, the better.
But leave the final selection up to your
publicist. An article in the Wil Street
Journal that is not subject-specific
may not look applicable to you, but
someone trying to establish your cred-
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ibility with a newspaper editor or
television producer might view that
choice differently.

While your book is being pro-
duced, take time to update your cur-
riculum vitae. Type up a succinct bio
to use as a simple alternative. Reread

v ‘your book. Begin distilling the essen-

tial messages you will need for radio
and television interviews. Start col-
lecting stories and examples that illus-
trate these important points. Develop
a wide repertoire. What plays in
Philadelphia may not work in Los
Angeles. Keep imagining who your
audience is and how you can best
reach it.

When Ken Blanchard first pub-
lished The One Minute Manager, he
and his staff bought the New York
Times, cut out the best-sellers list, and
hung it up in their office. Then they
began visualizing their book on the
list. It was on the best-sellers list from
October 1982 to May 1984,

Don’t be afraid to use your creative
imagination and basic instincts. Such
exercises contribute to creating a
focused, concise vision of your inten-
tions for the book. They will un-
doubtedly come back to you in some
form or other, though perhaps not as
you expected. It all helps.

Becoming a best-seller

Nearly everyone who writes a book
would like to see it be well received,
perhaps even a best-seller. But making
a book into a best-seller requires the
same perseverance it takes to write it
in the first place.

“You sell your book. The publisher
does not,”’ says James Kouzes of
TPG/Learning Systems, of the Tom
Peters Group. Kouzes co-authored his
book, The Leadership Challenge:
How 1o Get Extraordinary Things
Done in Organizations, (Jossey-Bass,
1987), with Barry Z. Posner. The book
sold more than 200,000 copies.

“If you assume that the publisher is
going to put zillions of marketing
dollars behind your book because you
know this is the best book ever writ-
ten on this topic, and your heart and
soul are really into this, and everybody
ought to read this book, and that your
publisher is going to make this hap-
pen—you are sadly mistaken.-

“If you want people to read your
book then you need to be the mission-
ary; you need to be the publicist. You
need to be the salesperson. And just

like any salesperson, selling any prod-
uct, you’re going to knock on doors,
make speeches, make presentations,
and do what it takes to sell a product.

. “I had a tough time looking at my
book this way because I know it’s
more than a product. I know it’s a set
of ideas. It’s
soul. It’s a

of intangibles. And yet

needs are, v
have, what

jey’re searching
blems they
bizr they

hé é
I WROTE MY ;
HALF OF THE
BOOK AND MY
CO-AUTHOR
WROTE HER
HALF. THEN WE
EDITED EACH
OTHER’S WORK.
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Enter the publlcist

Deciding whether to hire a personal
publicist is really a question of your
skills and resources. If you are great on
the phone, are persistent, are good
with details and follow-through, have
extra time, and are comfortable pro-
moting yourself, then you probably
do not need to hire a professional. In
that case, clear your intentions with
your publisher’s publicity department
and get to work.

But most professional authors

research. It’s heart and -

“time. . .

simply domnot have the time. If you fall
into that category, then you may want
to get a publicist working for you and
your book. Literary Marketplace
again would be a good reference.

Publicists’ services can include set-
ting up regional and national tours and
blitzing all appropriate electronic and
print media. A few are willing to focus
exclusively on print media, either
sending books to generalized com-
puter lists or researching and targeting
where to send each book.

Touring

Now you’re scheduled on a ten-day,
ten-city tour. How do you prepare?

Nancy Herr, a- former correspon-
dent, anchor, and talk-show host for
national and regional TV and radio
networks, is co-founder of Barbary
Coast Broadcast Group, a company
offering media training and consult-
ing. She offers this advice to authors
on tour:

“Authors have to ask themselves,
Why should people care?” That’s
hat we're asked in newsrooms all the
. If we can’t explain to the pro-
ducer why our audiences would be in-
terested in this story, it won’t air. It has
to have relevance to everyday life.

“The author has the same challenge.
Once you're on the air, a simple for-
mula for getting your message across
is to make a statement, to give an ex-
ample, preferably from your own per-
sonal experience, and to summarize -
what you’ve just said. You can’t
answer every question like this, but
this provides you with a template.
Also, you’ve just created three good
possibilities for sound bites.”

NBC radio producer Mary Finn
subscribes to the KISS method: “Keep
it simple, stupid.” I tell my clients that
their challenge is going to be to distill
their messages down to. the kindergar-
ten versions. Mary and her host call it
“dumbing it down.” Those terms are
not as patronizing as they sound.

Finn says she recognizes that some
authors feel they have to oversimplify
in a way that does not do justice to
their subjects. She calls the simplifica-
tion “a way of making media ap-

. proachable so people can use the mass

media as 2 steppmg stone to get to
those other levels.”

Some authors simply cannot fit into
mass media formats. They should try
for placements on National Public
Radio, PBS, or other media that allow
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for more serious treatments.

Jerry Johnson, now a vice-president
with Drake Beam and Morin, hosted
and produced San Francisco's popular
KCBS radio show, *“Man to Man" for
four years.

“\What serves the program and what
serves the on-air host's needs is really
going to serve you, too,”" offers
Johnson. “Sometimes authors come
in with hidden agendas.... They
don't seem to be aware that if they put
themselves into the context of the
program and get some rapport going
with the host, they're going to come
off better, too.

“I'm talking about a basic needs
analysis. If that author said as [he or
she] walked into the studio, "What do
you need from me today? How can |
help vou make this a good hour?’
radio people would fall over back-
wards and would really appreciate that
kind of sensitivity, that they have a col-
league there who wants them to look
good today.

“And, boy, that doesn’t happen very
often. Authors are so busy being stars
themselves. . .that they often shoot
themselves in the foot by not enlisting
on their side the person who can assist
them in becoming a star. Ask, ‘How
can we have a great show?’ and then
everybody wins!”

About big shows

What about getting on the major

television talk shows? Three important
issues come up:
® the unrealistic I-Want-To-Get-on-
Donahue svndrome
W the question, "do the big shows
really seil books?”
B the condescending attitudes of
many of the very people who want to
be on the big talk shows toward the
shows and their hosts.

It's appropriate to be on Donahue’s
show (or Oprah’s or Carson’s) if your
material and you are appropriate for
the show. That decision is totally
beyond your control, as it should be.
it’s appalling how many authors who
want to be on such shows never watch
them, have no understanding of them,
and don't even own televisions.

As an author, you should have been
paving attention when you asked
yourself why you were writing the
book and for whom. This is no time
for finagling; it’s too late. You made
your decisions. It's time to leave it to
the producers of the show and your

publicist to make decisions about
what is best for the show.

For example. last year a sophis-
ticated, well-known dream analyst ap-
peared on “Geraldo Rivera.” It was
hard to watch the show. Rivera spent
the hour trying to translate down for
his audience. He was in a panic.
The guest was a wreck and bumbled
through. This author deserved amore
appropriate format for his message.

What To Look For in
a Publisher

Looking for a publisher? Here are
some excellent tips offered by
Stephen Piersanti of Jossey-Bass
Publishers in San Francisco.

® Find the right publisher. Many
authors don't understand the dif-
ference between a trade pub-
lisher, a textbook publisher, a
scholarly publisher, and a profes-
sional publisher. Each is interested
in very different kinds of books
and has a very different market.
® Clarify your audience.

m Find a publisher that has a
strong and active publishing
agenda for the audience at which
your book is aimed. The com-
pany should know the market and
have the mechanisms in place to
reach that market.

B Approach a prospective pub-
lisher with something focused
and distinctive, or you don’t have
a prayer. A single editor at Jossey-
Bass receives as many as five or six
proposals per day!

Many authors don’t have the objec-
tivity to know what shows they are ap-
propriate for. Most of them don't even
watch the shows. That’s why you find
a publicist you trust, who makes it
part of the job to watch these shows,
who takes risks, and who is creative—
but not at anybody’s expense.

Jim Kouzes has a practical consider-
ation. “‘There are a lot of people who
make the mistake of trying to get on
the ‘Oprah Winfrey Show' or
‘Donahue, but is that the audience
that will buy your book? Most likely
not, in our fields of training and devel-
opment, human resource develop-
ment, and management. Our buyers

are not listening to daytime talk shows
because they are working.”

Do the shows sell books? I've heard
every answer. ['ve heard that being on
Donahue does and being on Oprah
doesn’t. I've heard that being on
Oprah sells zillions of books over-
night. I've heard that being on these
shows doesn't sel]l books at all because
their audiences watch television; they
don’t read books. Maybe the Neuro-
linguistic Programming people would
see (hear? feel?) something in that.

I believe that being on all shows
sells some books and that the more
exposure you get the better, because
you never know who is watching and
what can happen.

I once booked an interview for a

_client on a San Francisco radio show.

The governor of California happened
to hear him. He called my client and
asked him to speak to a group of high-
powered businesspeople. How can
vou predict such outcomes?

You cannot and should not count
the results strictly in book sales. The
emphasis should be on getting the
message out in appropriate formats,
going for maximum exposure at 2
healthy pace, and trying a variety of
media to see what works.

In closing

Throughout the writing of this
article there has been a recurring
theme from most of the representative
players on the publishing journey—
that of a genuine search for materials”
and connections that are meaningful
and appropriate.

What fits? It seems so logical; vet,
too many authors get caught up in a
kind of scarcity thinking. Perhaps out
of the fear that they won't get pub-
lished or sold, they aren't able to hold
their own vision and they abandon
themselves. They rationalize, get dis-
couraged and impatient, and publish
with the wrong people, or get the
wrong agent, or hire the wrong pub-
licist. Part of it is just being so unfamil-
iar with the process that one’s under- -
standing is too simplistic, not realistic.

1t's a blessing to work with authors,
1o participate in the realization of their
dreams and the broadening of their
careers. 1 was deeply moved when
Robert Levering shared with me,
“I look at my books there on the
shelf that I've published and I'm just
so proud.” '

You can be too. B
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