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The evolving nature of the telecommunications industry has greatly affected tradi-
tional broadcast advertising in recent years. This revised edition updates and expands
the coverage of a specialized, but major, segment of the advertising industry. Many
books deal with basic principles of advertising, but this text is designed to focus on the
electronic media in a comprehensive manner. The approach of the text is primarily
from the view of the advertiser and advertising agency, which make the decisions on
campaign strategies.

This book is divided into four parts. The first traces the history of broadcast
advertising and the structure of the modern-day industry. The role of advertisers in the
growth of radio, television, and cable TV is a fascinating one, and the changing
complexion of this role over the years is examined to determine its effect on the
industry and on the public. What has evolved is a complex group of interdependent
businesses that provide programing to audiences and audiences to advertisers.

The second part of this book is concerned primarily with specific procedures for
developing broadcast advertising campaigns. The determining of advertising objec-
tives and the role of marketing research are detailed. With the advent of new
technologies, media planning has become more complicated, and a discussion of
cable has been added to the section on planning strategies. The creative process, often
undisciplined but critically important, is analyzed in detail. Individual chapters are
devoted to the selection of talent, the producing of commercials, and the subsequent
evaluation process. A number of case studies are included as examples of the various
aspects of campaign development.

Buying and selling time in radio, television, and cable are the focus of the third
section of this book, which is prefaced by a thorough and updated analysis of audience
research methodologies. Because buying procedures do vary, depending on market-
ing needs, sales are examined at the network, spot, and local level. Direct response
advertising and videotex, important new dimensions in broadcast advertising, are the
subject of a new chapter.

The controversies and criticism surrounding broadcast advertising led to the
development of the final part of the text. The discussion of truth in advertising, an
elusive subject, forms the foundation for examining the regulation of advertising by
the Federal Trade Commission, the Federal Communications Commission, and the
industry’s own self-regulatory mechanisms.

Every chapter has been thoroughly updated. Important additions include an
examination of advertisers’ use of cable and other new technologies and a look at new
federal regulations that affect the industry. Some of the more interesting controversies
are examined: children’s advertising, political advertising, the advertising of contro-
versial products, advertisers’ First Amendment rights, applications of the FCC's Fair-
ness Doctrine to advertising, and organized consumer boycotts of advertisers’
products.

vii
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This text is designed for all those who want to expand their knowledge of all
components of the broadcast advertising industry. The book is informal in many
respects, but it has been very carefully researched. The lengthy acknowledgments
reflect that each of the chapters has been read by both professionals and academicians
who specialize in particular areas.

Elizabeth J. Heighton
Don R. Cunningham
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thaptes one

Commercial Broadcasting
— An Historical Overview

It is inconceivable that we should allow
so great a possibility for service
to be drowned in advertising chatter.
Herbert Hoover

Ever since the mid-1890s, when the youthful Guglielmo Marconi conducted exper-
iments with Hertzian waves on his father’s estate in Italy, the wireless has stirred
fascination, ambition, and avarice. (This phenomenon of physics was not called radio
for several years.) In the wake of Marconi, early experimenters in several countries
built receivers and transmitters to pursue the grand obsession. In the United States,
Dr. Lee De Forest led the way with a dedication that approached the evangelical. He
invented a significant improvement in the vacuum tube, called the “audion,” which he
patented in 1906. Over the next few years, more radio inventions were patented. The
struggle was on among those who wanted to monopolize the new medium.

“Patent wars™ were still raging in the early 1920s when the earliest radio stations
in the United States went on the air. American Marconi, Westinghouse, General
Electric, American Telephone and Telegraph, and other corporations were anxious to
seize the initiative and reap the profits that this new invention promised, although
most of these firms were interested in point-to-point rather than broadcast communi-
cations. Manufacturing equipment for both sending and receiving signals loomed as a
lucrative enterprise for these ambitious corporations. Young David Sarnoff, who
worked for American Marconi, was confident of the profit potential, and he predicted
that what he called “music boxes” would achieve significant sales. American Marconi
eventually evolved into the Radio Corporation of America (RCA), with Sarnoff as
chairman of the board. As it turned out, Sarnoff had underestimated the sale of radio
receivers: the public response was tremendous. In 1922, 100,000 receivers were sold;
in 1923, more than a half-million were sold; and in 1924, the figure climbed to

2
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3

one-and-a-half million.! At an average retail price of $75 each, there was potential gold
in the ether.

In 1919, Westinghouse engineers established an experimental radio station in East
Pittsburgh in the garage of their assistant chief engineer, Dr. Frank Conrad. After all the
primitive gear was built and installed, occasional broadcasts began. Dr. Conrad, to his
surprise, soon discovered that hundreds of amateur radio buffs were listening in. To
test the equipment, he read from newspapers and played phonograph records. His
listeners complained that they were tired of the same old records. Couldn’t he play
something new? America’s first disc jockey, admonished by radio’s first critics, was
offered some new records if he would announce that they came from the Hamilton
Music Store in Wilkinsburg.

By the end of 1920, 30 broadcasting stations were on the air, although they only
broadcast music and talk for a few hours a day. Licenses for these stations were issued
by the Secretary of Commerce under the Radio Act of 1912. By the end of 1922, more
than 400 stations were in operation. They sprang up across the country, built and
financed by newspapers, churches, universities, department stores, hotels, and the
big radio receiver manufacturers. Difficult as it may be to believe, all these stations
were assigned by the government to operate at 833.3 kilocycles, which was the only
wave length allocated to “news, lectures, entertainment, etc.” (Other frequencies were
used by the military, ship-to-ship, ship-to-shore, and so on.) As the stations prolifer-
ated, so did the problems. Early gentlemen’s agreements, whereby stations in the
same general area took their turn on the assigned frequency, soon degenerated into
bickering as stations randomly increased power and changed their hours of broadcast.
The listener at home often heard only a jumble of radio signals. The chaos on the air
finally forced the government to act and reassign stations to other wave lengths.

Who Will Pay the Bill?

During the early 1920s the Department of Commerce was responsible for licensing
stations. That department, Congress, and the small but growing radio industry dis-
cussed the need for new regulatory legislation to replace the outmoded 1912 act.
Several National Radio Congresses were held, called by Secretary of Commerce
Herbert Hoover. “How will radio be financed?” was a question asked with greater and
greater urgency. Even though the first stations had been little more than engineering
experiments, they were dedicated to exploring all the potentialities of the new
medium. As equipment and personnel costs began to rise, the question of financial
support had 1o be answered.

Several possibilities for supporting the new industry were considered: soliciting
donations from listeners, charitable foundations, or wealthy patrons; imposing a levy
on the sale of radio equipment; or copying the British system and imposing an annual
tax on each radio receiver. The concept of a radio service wholly supported by
advertisers was barely considered. In 1922, at the first National Radio Congress,

ICurtis Mitchell, Caralcade of Broadcasting (Chicago: Follett, 1970), p. 79.
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Hoover dismissed such an idea when he declared, “It is inconceivable that we should
allow so great a possibility for service to be drowned in advertising chatter.”?

In the meantime, the 500-plus stations across the country were basking in an
unprecedented popularity. Radio was a major topic of conversation, and audiences
eagerly absorbed whatever was sent their way. Singers, actors, and musicians,
prompted by stories of radio performances that had turned unknown Cinderellas
into celebrities, were anxious to perform. No one was paid, and cross-town travel,
makeshift studios, and unreliable equipment did not deter them. Still, for the radio
station operators, the costs of equipment and regular personnel steadily increased. A
way had to be found to pay the bill.

WEAF and Toll Broadcasting

In 1922, AT&T put a station on the air in New York City. WEAF, one of the most
important and interesting of the early radio stations, soon announced that it would
“rent” time at the rate of $100 for ten minutes. The station believed that continuous
broadcasting could perform a service akin to toll long-distance telephone service.
(Indeed, WEAF was run by the “long lines,” or long-distance, arm of AT, &T.) The station
would be available to anyvone who wanted to communicate something and had the
money to pay the bill. The station’s first sponsored program was broadcast on August
28, 1922. H. M. Blackwell, a real estate salesman, spoke for ten minutes on the glorious
living awaiting new residents in the Queensboro apartments in Jackson Heights, New
York. Time charges were $50.3

Early Advertisers Give Radio a Try

Although the WEAF broadcast generated interest, sponsors did not stampede to the
station. Advertisers approached the new medium with uncertainty and some trepida-
tion. Gillette sponsored a talk on fashions in beards and mustaches, and a toothpaste
company and a greeting card company presented talks closely associated with their
respective products. A department store sponsored a fashion talk show and later
branched into home furnishings. The beautiful movie queen Marion Davies talked
about "How I Make Up for the Movies.” Her studio was afraid that her image would be
sullied by a commercial radio appearance, but her sponsor — Mineralava, the manufac-
turer of a facial mudpack —was delighted. Her broadcast promise of an autographed
picture brought in 15,000 requests.

Advertisers became increasingly curious about the potential of the new medium
and began to buy more and more radio time. The most popular programs were fully
sponsored (no one had thought of selling time on a spot announcement basis), and the
program title, talent, and sponsor were tightly entwined (the A&P Gypsies, the Best
Foods Boys, the Champion Sparkers, and the Ipana Troubadours).

*Herbert Hoover, The Memoirs of Herbert Hoover: The Cabinet and the Presidency, 1920 - 1933 (New York:
Macmillan, 1952), p. 140.

*Gleason L. Archer, History of Radio: To 1926 (New York: American Historical Society, 1938), p. 397.
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Audiences were becoming more discriminating. The days of amateur talent,
newspapers read over the air, and repeated playings of phonograph records were
passing by the late 1920s. Programs of this nature had lasted a long time, but listeners
came to expect professional entertainment. Stations in small and medium-sized cities
soon exhausted their supplies of good talent and were hard pressed to provide new
programs to their listeners. Big city stations were luckier. The ones in New York City
were envied for their vast programing resources. At the same time, some early radio
advertisers were realizing the vast potential of the medium. Many of them enjoyed
national distribution of their products, and they hoped that the territory covered by
their radio programs would be extended.

The Networks Are Launched

Local stations needed to find better programing, and advertisers wanted to reach
national audiences. These goals were met when the National Broadcasting Company
(NBC), a subsidiary of the rich and powerful RCA, was formed in 1926. NBC started
with 26 stations (WEAF was the flagship), purchased from AT&T. A year later, a
competitor was organized, the Columbia Phonograph Broadcasting System, with an
interconnection of 16 stations. (Phonograph was later dropped from the name.)

Both NBC and CBS were headquartered in New York City. The number of their
affiliates increased rapidly. NBC was so successful that it established a second network
in 1927. Its “red” network operated out of WEAF, and the “blue” one, from WJZ, also in
New York City. Years later, in 1943, under an order from the Federal Communications
Commission supported by the Supreme Court, Sarnoff sold the “blue” network. The
price tag was $8 million, and the network was renamed the American Broadcasting
Company (ABC).

The networks, unsure of themselves and concerned with their public image, were
at first reluctant to experiment with program material. Programs were ceremonial
rather than creative, and announcers were selected for their perfect elocution. A rule
at NBC required staff announcers to wear tuxedos after 6:00 pM. Advertising was brief,
sedate, and strictly controlled; many taboos had to be respected; advertisers keyed
their messages to some rather stuffy classical and semiclassical music programs.
Listeners could hear the Maxwell House Hour, the Palmolive Hour, and the General
Motors Family Party. The Stetson Parade and Wrigley Review presented somewhat
lighter entertainment.

Working independently, the networks found it difficult to fill every hour with
quality programs. Advertising agencies could provide better programing in many
cases, because they concentrated on just a few shows. So the agencies were relied on
more and more to supply programs to the networks. As the networks prospered,
advertisers pressed for even more control of the programs they sponsored and the
commercial messages they presented. Gradually, the realities of a competitive mar-
ketplace changed the nature of radio commercials from well-mannered statements of
program sponsorship to plugs for specific products. The trend was accelerated as the
major advertising agencies got more and more involved in network program produc-
tion. Clients were anxious to have their broadcast circulation match their product
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distribution. At the same time, they asserted what they considered to be their right in
controlling program content. (See 1.1.)

Because clients were their livelihood, advertising agencies strove to meet their
advertisers” marketing needs through top-notch programs. Soon, several large adver-
tising agencies were producing the most popular network programs. They had gained
financial and creative control over a major portion of network programing. Affiliates
simply broadcast what was fed to them.

At the local level, stations without network affiliations functioned largely as
promotion vehicles for their owners, who had other, more important business affairs.
Radio was often a secondary interest to the licensees. But as some of the larger
unaffiliated independent stations succeeded in selling time to advertisers, many other
stations were prompted to copy the practice. Radio advertising and the new networks
also got a big boost from major companies that used the new medium in their national
advertising campaigns. Their success convinced the more conservative local adver-

1.1/The All-American Boy

Wheqgties, the Breakfast of Champions, was
synonymous with one of radio’s most popular
and successful heroes — Jack Armstrong, the
All-American Boy. Beginning in 1933, this aod
venture series sponsored by General Mills kept
both youngsters and adults in a perpetua
state of suspense as Jack and his buddies
encountered baffling mysteries and imminent
danger and then executed nick-of-time es
capes. They always caught the culprits

During Jack's 18-year run on network
radio, he aged only nine years, from 17 to 26
In his lafer years, he was a clever sleuth who
worked for the “Scientific Bureau of Investiga
fion,” but his “growing up” didn't help the lag
ging program ratings. The sponsor, which
owned Jack body and sou!, quietly retired him
from the airwaves in 1951

No listener could forget Jack's loyalty to
Hudson High and his favorite breakfast cereal
The program theme song went like this

Wave the ﬂog for Hudson ngh' boys, Photograph courtesy of Generol Mills, Inc

Show them how we stand!

Ever shall our team be champion, For wheat is the best food of man
Known throughout the lang! They're crispy., they re crunchy,

Rah Rah Boola Boola Boola Boola The whole year through

Boola Boola Boola Rah Rah Rah Jack Armstrong never tires of them
Have your tried Wheaties? And neither will you

Theyre whole wheat with all of the bran So just buy Wheaties

Won't you try Wheaties? The best breakfast food in the land!
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tisers to try radio. In many cities, local merchants juggled their advertising budgets so
they could sponsor local radio programs.

Radio Advertising through the
Great Depression

At the time the stock market crashed in 1929, CBS had 47 affiliates and NBC had 58.
Most of the programs were variety and popular-music shows. Dramatic programs
made their debut, and this “theater of the mind™” added tremendous new excitement
to the medium. The Eveready Hour and True Story, sponsored by Macfadden Pub-
lications, were only two of a slowly growing list of commercial dramatic productions
in the early 1930s. Competition between the networks stiffened as they increased the
number of affiliates and the size of their staffs. In 1931, CBS employed about 400
people, and NBC's two networks had a staff of about 1,900.4

The radio industry held its own through the first dreadful years of the Great
Depression. The networks and many stations, in fact, were prospering. Welfare work-
ers reported that destitute families were giving up cars, major appliances—
anything —to their creditors, but not the radio. After the purchase of a receiver, radio
was, unlike other entertainment, “free.” It provided an escape, an hour of entertain-
ment, a vicarious experience that lifted the listener above what seemed to be a
hopeless economic bust. People still had to eat and clothe themselves, and more and
more advertisers discovered radio’s tremendous power to sell. The decorum that had
originally surrounded the commercial message was quickly losing ground to shouting
announcers.

Federal Regulatory Actions

The chaos on the air had finally been quieted with the passage of the Radio Act of
1927. Congress brought a semblance of order to a disorganized and poorly regulated
industry. The legislation established the Federal Radio Commission (FRC), which was
authorized to “maintain control of the United States over all channels.” It permitted
the licensing of stations “but not the Ownership thereof.” The airwaves belonged to
the public, but broadcasting was not relegated to common carrier status. The financing
of radio would be left to the free enterprise system. Initially the regulations on
advertising were scant. The 1927 law merely stated that programs must be “announced
as paid for or furnished, as the case may be, by such person, firm, company, or
corporation.”

In the next few years the new FRC worked through the enormous task assigned it
by Congress. By the early 1930s, the inadequacies of the 1927 act were clear to the
industry, the new Roosevelt administration, and Congress. The administration wanted
telephone regulation transferred from the Interstate Commerce Commission and
combined with broadcasting in a new communications commission.

Mitchell, Cavalcade of Broadcasting, p. 11.
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With talk of a new broadcasting law, educators and other special interest groups
mobilized. They had seen a tremendous potential outlet for public education slip
through their fingers and into the hands of commercial broadcasters. In the early and
grim depression years, many stations established by educational organizations either
closed or were sold. Now, the special interest groups proposed to Congress a plan
whereby all station licenses would be declared null and void after enactment of a new
law. A new commission would then accept applications for station licenses and reserve
25 percent of the channels for educational, religious, agricultural, labor, cooperative,
and similar nonprofit associations. The fight was on, as the broadcasters rallied to save
their stations. A flood of propaganda was issued against the “self-seeking reformers”
who were depicted as threatening radio with their “powerful lobby.” Educators have
rarely come out on top in a head-to-head confrontation with commercial interests, and
this battle proved no exception.

Congress passed the Communications Act of 1934 and instructed the new regu-
latory body to schedule hearings and consider proposals on educational broadcasting,
Many of the provisions of the 1927 act were incorporated in the new law. Telephone
jurisdiction was transferred to the new Federal Communications Commission (FCC),
and the five seats on the commission were expanded to seven. The changes made little
impact on the broadcaster. (The act was a victory for the status quo, and the approxi-
mately 600 commercial broadcasting stations could now once again return to their
programing and profit concerns.)

Industry Growth

Although electrical transcriptions had been developed in 1929, until the mid-1930s
most of the commercials heard on radio were delivered /ive. All network programing,
in fact, was live. This meant that networks and stations had to maintain an expensive
stable of actors and musicians for a wide variety of programs and commercials.

The advertising industry, however, was developing an interest in recording com-
mercials on discs. The advantages were obvious. Commercials could have as many
production elements as the advertiser wanted without the cost of maintaining talent
for each broadcast. The quality could be strictly controlled; mistakes could be elimi-
nated. The practice opened up vast new possibilities for advertising on a spot basis. An
advertiser could now use the precious 20 seconds between popular network pro-
grams by purchasing time from affiliated stations. The national advertiser could also
buy time on popular independent stations or tailor time purchases to fit product
distribution or specific marketing needs. Advertisers soon learned that putting their
commercials on “wax” was much cheaper and still efficient. (Audio tape was unknown
in radio until the late 1940s.)

The practice of using discs was a shot in the arm to station sales and also to the
new national firms that sprang up in major advertising centers to represent stations
scattered across the country. The sales efforts of these rep firms brought new business
to the broadcasters and made the business of buying time on local stations infinitely
easier for the advertising agencies.

Companies set up to measure the size of the listening audience provided a much
needed service to networks, stations, and advertisers. The days of inexpensive produc-
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tion were gone; advertisers needed to know if their investments were going to pay off.
(See 1.2.)

A company established by Archibald M. Crossley was the first to provide estimates
of audience size in terms of ratings. (In a general sense, the word ratings refers 10
estinating audience size for a given program as a percentage of the towal potential
audience.) Later, C. E. Hooper's “Hooperatings” dominated radio measurements from
the mid-1930s until the end of the 1940s. Both companies used telephone interview-
ers, and respondents were asked to identify the program and stations they were
listening to at the time of the call. Fan mail was also analyzed, and door-to-door
interviewing techniques were used. A market research firm, the A. C. Nielsen Com-
pany, branched into audience measurements in the 1930s. With a mechanical device

1.?/]ust Send Your Name and Addpress and the —fo—p
Jrom a Box of...

ind responding to therr
programs. They prodded the advertising
agencies fo “prove’ the success of their spon

sorships. and premiums turned out to be a
perfect answer A simple promise of a gift

T e I

chased a product — generated an impressive
number of requests If the premium was par
ticularly aftractive, the response was some-

homey characters Lum and Abner offered a
‘newspaper” from their mythical home fown,
Pine Ridge, Arkansas, more than 400,000 re-

could have one for ten cents and a Rinso
box top
Premiums were popular on children’s

Tom Mix periscope ring. a Red Ryder lariat, a
Sergeant Preston totem pole, a Jack

mstrona Maaganesiur

being nothing tor<somefhing
Kate Smith's sponsor offered a picture of
this rotund and very popular singer and re- were sure she would cftract a male cudience

S
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called an Audimeter, attached to a radio receiver, it measured the use and actual
tuning of radios in sample homes.

Other businesses sprang up to serve both radio and advertising. With the in-
creased use of disc transcriptions, independent producers and transcription services
produced programs for advertisers and stations. The programs were often syndicated
and constituted an attractive buy for advertisers whose product distribution did not
coincide with network coverage. Recording companies serviced the producers by
dubbing the programs on 16-inch discs. Talent agents prospered. There had been a
stampede of performers to radio from the dying vaudeville circuits, and these talent
agents represented their clients to the radio industry. Unions were few, but there was
increasing interest in organizing various groups of radio employees. Trade associa-
tions were also formed. The major trade organization, the National Association of
Broadcasters (NAB), functioned primarily as a representative of the radio industry in
its battle with the American Society of Composers, Authors, and Publishers CAP).
This music licensing organization insisted that the radio industry pay its members.
Their music would not be free to radio broadcasters; a price would have to he
negotiated, and it finally was.

Radio Programing

By 1938, 40 million radios could be tuned in across America. More than 700 stations
were on the air, and advertisers were investing $150 million annually in radio
sponsorships.® Major network customers were frequently companies selling consumer
packaged goods. Prime time, of course, was during the evening, when the family
gathered in the living room around the beloved “piece of talking furniture” to listen to
dramas, comedy, and music-variety shows.

The daytime hours contained children’s programing, which was scheduled before
and after school hours, and an abundance of serials. These continuing dramas filled
the network hours with unending tales of family trauma. Housewives loved the
programs, and so did advertisers. A relatively small cast was needed, and since the
Hammond organ had usurped the position of network musicians, production costs
were reasonably low. Because so many soap manufacturers found these 15-minute
serials an excellent way to reach their customers, the programs were soon dubbed
soap operas. Almost 40 sponsored serials filled the airwaves by the end of 1938 By
1940, the average network station was devoting five hours each weekday to soap

i Operas®

Sponsors at both the network and local level sought the “right” program for their
selling messages. It was not an easy task. Developing an attractive show, negotiating a
price and a time slot on the network or station, promoting the program to audiences,
and building sponsor-program identification could not be accomplished overnight.
The most popular network programs had crawled up the ratings ladder over a period

*Broadcasting Yearbook 1939, p. 11.

SFrancis Chase, Jr., Sound and Fury: An Informal History of Broadcasting (New York: Harper & Bros.,
1942), p. 178.
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of vears. Tough competition on the other networks in a particular time period could
make the task of establishing a new program almost impossible. It was often a risky
business.

As the vears went by, commercials became a bit more sophisticated, but not much.
Advertisers considered subtlety and selling incompatible. Although commercials in-
cluded extravagant product claims, the government and the radio industry at this time
were not concerned about whether or not these claims could be substantiated. There
were more important things to worry about; the national attention was turning to
events in Europe.

Radio Goes to War 7}7

As the German high command secretly plotted for war, the disturbing events in
Europe were absorbing the attention of the American press. The networks had
expanded their news organizations in Europe in order to gather the news firsthand.
News broadcasts, which had never attracted many sponsors, now found eager adver-
tisers waiting to buy these highly rated programs. After the outbreak of World War 11,
many station owners feared that the government would take over their staiions. But
instead, the stations were asked to abide by self-censorship, discontinue any ad lib
programs or unrehearsed man-in-the-street interviews, abolish weather reports (be-
cause the data might be helpful to the enemy), and cooperate with the government in
the dissemination of information and what amounted to domestic propaganda.

The boom was really on now. The public held radio in high esteem for its
outstanding reporting of war news and for the quality and quantity of entertainment.
In 1940, there were 50 million radios in use, and advertisers were spending more than
$200 million for time on the nation’s 800 stations. This represented a 21 percent
increase from the previous year’s investment” At first, in a surge of enthusiasm,
stations and networks constantly broke into sponsored programs with the latest war
news. This practice was eventually tempered by the exasperation of advertisers and
the necessity of granting huge rebates to preempted sponsors. Programing settled
down as the country and the industry adjusted to the war.

Consumers had to live with rationing when many manufacturers turned from
production of consumer goods to war matériel. Automobiles, appliances, tires, and
some other goods were impossible to get; the military consumed them all. Major hard
goods manufacturers, however, wanted to keep their names before the public. When
the war was over, they did not want to start from scratch in rebuilding their consumer
markets.

The War Ends: Radio Rides High j

As the nation celebrated the end of the war, radio stood high in power, prestige, and
profits. The medium absorbed much of the public’s time and interest, and it had

*Orrin E. Dunlap, Jr., Dunlap's Radio & Television Almanac (New York: Harper & Bros., 1951), p. 134.



Part One
Introduction to Broadcast Advertising

12

proved its importance as a public service during the difficult war years. Not everyone
was favorably impressed with radio’s accomplishments, however. A letter published in
the Chicago Tribune from inventor Lee De Forest, considered by some to be “the
father of radfo,” was directed to a convention of the National Association of Broad-
casters.

What bave you gentlemen done with my child? . .. You bave sent him out in the streets in rags of
ragtime, tatters of jive and boogie woogie, to collect money from all the sundry for bubba bubba
and audio jitterbug. You bave made of bim a laughing stock to intelligence, surely a stench in
the nostrils of the gods of the ionosphere; you bave cut time into tiny segments called spots (more
rightly stains) wherewith the occasional fine program is periodically smeared with impudent
insistence to buy and ny.®

His admonition went unheeded, for radio was riding high. In 1946, radios were in
nine out of every ten homes —a total of 60 million. Gross advertising revenues for
radio had doubled during the war years and had reached $512 million by 19462 At the
beginning of the war, one-third of the networks’ program schedules had sponsors. At
the close of the war, the figure was two-thirds. Radio was an unprecedented success
story, and its importance to the public was almost impossible to estimate. Advertisers
had gladly paid its bills; in turn, they had multiplied their own profits. (See 1.3.)

The nation celebrated the return of peace, but radio faced new problems that
would lead to staggering difficulties in the postwar years. Waiting in the wings, eager
to make a grand debut, was a formidable competitor — television.

Television: The Grand Debut \ﬁ

Television, like FM (frequency modulation) broadcasting, had beeﬁ snatched from its
public introduction at the outbreak of the war only to be put on a shelf to wait for the
crisis to end. Now the materials were once again available to build the new industry.
Many broadcasters were eager to get in on the ground floor, because the potential was
obvious. If every American household were to invest in a television set, fortunes could
clearly be made. RCA rushed into production to put sets on the market, and other
equipment manufacturers followed. The small screens (8 to 10 inches), poor picture,
and the relatively high cost of the sets ($300 to $500 at first) were not a deterrent to
sales. The public snapped them up as fast as they could be delivered to retailers.

The television industry grew and flourished like a hothouse flower. The country
was in a postwar boom economy, and the public was eager for consumer goods. These
included television sets and also all the other goods and services that manufacturers
wanted to advertise. Because it was built on the established structure of the radio
industry, the television industry was made operational very quickly. TV networks were
built by the enormous revenues of the radio networks, and hundreds of local radio
stations filed for television construction permits at the FCC. With FCC authorization,
station operators scrambled to get on the air and sign a contract as a network affiliate.

8Chicago Tribune, October 28, 1946.
*Broadcasting Yearbook 1948, p. 16.
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Advertisers, too, wanted to board the bandwagon, and many of them moved their
most popular radio sponsorships to the new medium. The relatively high costs for
time and production (compared with those of radio) did not deter them, and they
accumulated both prestige and profits from their investments.

The television networks, with NBC and CBS dominating, gradually increased the
amount of programing fed to affiliates. ABC ran a poor third in both programing and
sales, but it moved up dramatically when merged with Paramount Theatres in 1953.
Because videotape was unknown before the late 1950s, most programs were pre-

:1.3 /“America’s First Lady of Food”

Many sponsors were convinced that the key to
success lay in signing a popular talent for a
sploshy entertainment series General Mills
was an exception The reason was a simple
and most successful network radio program,
Iime for Betty Crocker

For decades, American women had
been accustomed to the benign counte
nance of Betty Crocker on magazine ads for
General Mills products She was a natural for a
radio service program

By 1954, ime for Betty Crocker was car-
ried on 320 ABC Radio aoffiliates. This four
and-a half minute program was aired three
times a day on Monday, Wednesday, and
Friday — nine programs per week Adelaide
Hawley, who played Betty Crocker, re
sponded to questions and comments from
sidekick Win Elliot The series was fundamen
tally a recipe show, and commercials for

The First Betty Crocker

Gold Medal Flour, Betty Crocker Mixes, and
Bisquick were infegrated into their dialogue
The Nielsen rating averaged 7 2 percent,
and the network estimated that the program
reached an average of 8,400,000 households
per month.* (This rating figure means that 7.2
percent of all the radio households in America
listened to the program Not bad for a show
with weekly time charges of only $14,000)
Hawley also appeared on a number of
TV shows in demonstration commercials for
General Mills products Later her TV role was
confined to voice overs, in other words, she
was hecrd and not seen (The attempt fo per-
sonify Betty Crocker and show a particular
person to the viewer was not altogether suc-
cessful General Milis decided fo allow each
audience member to create her or his own
illusion of "America’s First Lady of Food.”)
*Soonsor Mogazine. December 27,1954, p 34

i

Adelaide Hawley,
Television's First Betty Crocker
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sented live, as were the commercials. Advertising agencies and their clients were
struggling with the new medium, learning how to turn it into a selling medium. The
earliest television commercials were only glorified radio ads, often confined to a
standup pitchman who clutched the product, stared at the camera lens, and delivered
the spiel. Supers (printing superimposed on the image) were added, which gave the
dealer’s name, addréss, and the like. The commercials were inexpensive to produce,
and copy could be easily changed. Products requiring demonstration (notably
appliances) adapted quickly and effectively to the new medium. Advertisers were now
released from radio’s limitations and from the “frozen” character of print advertising.
The advertising industry was entranced with the potential of the new medium. In
Washington, however, the problems surrounding television seemed larger than the
potential.

The “TV Freeze”

The burgeoning growth of TV was suddenly interrupted when the FCC declared a
“freeze” on new station applications. Already buried in applications, the FCC needed
to develop an orderly national allocation plan for assigning licenses. The freeze,
imposed in 1948, was supposed to last only six months but was kept in effect for
three-and-a-half years. This period provided radio with a brief respite, because there
were still only slightly more than 100 TV stations on the air. Radio was still the
dominant entertainment medium. In every city where television had developed to any
extent at all, however, radio suffered. Once a TV set had been installed in a living
room, radio was banished to other rooms, and its use declined. The radio networks
saw that their huge prime-time audiences were slipping away.

In April, 1952, the FCC issued its Sixth Report and Order, which ended the freeze,
established VHF (very high frequency) and UHF (ultra-high frequency) channel alloca-
tions, and reserved several hundred channels for educational use. More than 700
applications for TV construction permits could now be processed, and the real boom
could begin. Radio’s total time sales in 1952 were $473 million; television’s, only $283
million. In two years, television passed radio with total annual time sales of $538
million.!'?

Radio Buckles, Then Rallies

As television’s fortunes skyrocketed, the bottom dropped out of network radio.
Broadcast time sales revealed a bleak trend for network radio in the 1950s (see 1.4).
As audiences deserted the big-name, high-budget network radio programs, so did
the advertisers. Prime-time shows folded one by one, but the inexpensive daytime
fare, such as soap operas and quiz shows, lasted many more years. For a while, the
radio networks maintained the same time charges. But because of diminishing audi-

“Broadcasting Yearbook 1958, p. B135,
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ences, radio was plainly losing its efficiency. After a good deal of advertiser-network
negotiation, rates were lowered in 1951.

Only the troubles of network radio are reflected in the chart. During these same
years total radio revenues rose because of increases in spot and local advertising. It
became clear that radio was not going to disappear, but it was going to change. If the
networks were to survive, they had to change with the times.

In the ensuing years, the networks reduced their service to their radio affiliates
and adopted what was called a magazine format. It consisted of news, sports, and
various program features, rather than the traditionally structured shows that had
typified network schedules for many years. Since advertisers could buy participations,
or single commercials, in the new format, they did not need to invest major sums in
sponsorships.

Local stations, faced with cutbacks in network programing, were forced to exper-
iment. The logical course lay in music and news. Program costs for these services were
very reasonable. Besides, radio had established itself as an important news medium,
and television would not invade music programing in any major fashion.

In addition to new program formats, radio received boosts from other areas.

14 /Netwo-r:lz_s’ Foru;es in the Early 19203 g N
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Japan flooded American markets with transistor radios in the form of small cheap

portables. Teenagers were now wired for sound, and the radio industry quickly
learned that because radios could go anywhere a listener went, mobility was becom-
ing one of the medium’s primary assets. General Electric marketed a clock radio, an
overnight success. Detroit installed more and more radios in automobiles, and the
research showed that this “traveling companion™ was tuned in a great deal.

FM broadcasting struggled through a difficult decade in the 1950s. The new
transmitting system, the invention of Major Edwin Armstrong, had been designed but
not developed before World War II. During the 1940s and 1950s most of the FM
stations on the air were “satellites” that duplicated the programing of a commonly
owned AM station. The few independent FM stations were in major markets and
programed classical or innocuous background music. They lost money, and few
advertisers would even consider buying time on stations that delivered such small
audiences. Over the years, however, FM grew and expanded into a variety of music
program formats. Sales of FM receivers increased, and audiences were pleased with
the superior signal quality. As audiences grew, so did advertising revenues.

From TV Sponsorships to Participations

As television costs escalated, the old days of sponsor-produced and -coétrolled pro-
graming were on their way out. An increasing number of programs were licensed to
the networks. In other words, a program series was contracted to the network, not to
the sponsor as was previously the case. The network scheduled the program and sold
either sponsorships or participations to interested advertisers. (See 1.5.) Since this
new responsibility brought with it greater financial risks, the networks began to share
the cost of pilots with the show's producers. If a pilot show was accepted for network
scheduling, the network retained its financial interest in the series. When the time
came to syndicate it domestically or internationally, further profits could be realized.

The changing trend from program sponsorships to participations satisfied most
major advertisers. Costs had risen so dramatically that sponsorships were considered
high risks. By purchasing a variety of participations, advertisers could distribute their
budgets ascross the several networks in many programs on a constantly fluctuating
schedule. Participations eliminated the problem of putting all the client’s eggs in only
a few baskets; thus, it also provided the opportunity to reach large audiences more
frequently.

Color made its public debut on the home screen in 1954. NBC-TV, a subsidiary of
the enormous set manufacturer RCA, produced a number of color “spectaculars” to
whet the public’s appetite. The new receivers, however, were several times more
expensive than monochrome sets. Many viewers decided to wait until the price tags
came down and the number of color program offerings went up. Advertisers, leery of
the high costs of color production, played a waiting game before converting their
commercials to color. Until a significant proportion of homes had color sets, the
investment was not worth it. Ten years passed as the industry, the advertisers, and the
public gradually converted to color television.

Videotape recording, introduced in 1957, was being improved constantly. In many
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cases, it eliminated the need for telecasting live programs. This new device was
relatively inexpensive, and it allowed the elimination of on-air goofs with editing
techniques. Some of TV's spontaneity was lost because of videotape, but the benefits
were worth it, and advertisers became increasingly interested. What could be pre-
sented in live commercials was terribly limited, and the risks of a faux pas were
ever-present.

During the 1960s, television networks expanded their empires. Approximately
320 new commercial stations went on the air. As reported by Nielsen, households
tuned in their sets more and more each year. By 1972, the TV set was on in the average
American household more than six hours every day.!' The novelty of television had

worn off, and TV watching had evolved into a national habit.

""Nielsen Teletision 73, p. 8.

~ 1.5/Hitching Sponsors to the S?ars__

Advertisers are often anxious to have their
products displayed in close association with
top radio and television personalities. S. C
Johnson & Son, Inc.. began sponsoring the
popular Red Skelton television show in 1954
and continued until the program went off the
air in the earty 1960s. In this 1954 picture, Skelton
polishes an antique automobile with Instant
J-Wax, a product that has since been discon-
tinued

Another popular entertainer, Bing Crosby,

served as a commercial spokesperson for or-
ange Juice in a 15-minute spot radic progrom,
Bing Crosby’s Minute Maid Show The program
began in 1948 on half a dozen Eastem stations
and as product distribution expanded ocross
the country, so did the program. Eventually 46
stations were carrying this daily show of song
and chatter. Crosby continued advertising the
orange juice untii 1952, In 1968, he returned, this
time doing television commercials for Minute
Maid with his famity
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Television Since 1970

As television entered its maturity, advertisers invested a greater and greater proportion
of their budget in the medium, partly because it was good business but also because of
increasing time charges and production costs. Advertisers who needed national expo-
sure felt the squeeze of escalating costs on the three major networks. In a horrendous
race for prime-time ratings, ABC, CBS, and NBC spent millions on program develop-
ment, all financed by advertising dollars. Major clients complained to no avail about
capricious program scheduling, constant preemptions, and costs headed for the
stratosphere. To add to their worries, special interest groups led by members of the
new “religious Right” found a new focus for their attack on what they considered
permissive TV programs. Because the networks had pretty well ignored complaints
about violence, sex, and profanity, these groups threatened to organize consumer
boycotts of advertisers that bought commercial time on “unacceptable” programs.
(The debate on this issue is explored in Chapter 11.)

At the local level, more and more retailers allocated a portion of their advertising
budget to television. They quickly learned that it was money well invested. In order to
keep commercial costs low enough to attract new station business, ingenious produ-
cers and directors devised some cost-saving-techniques. Commercials tended to avoid
“location” shots or elaborate settings. Closeups of the product and an announcer,
stock film footage and sound effects, and many simple, inexpensive studio devices
were used to create effective local advertising.

At the national level, clients demanded and got television advertising that was
bright, personable, and very often distinctive. Commercials reflected the industry’s
awareness that its audiences were growing in sophistication. Research became in-
creasingly important and expanded in both quantity and quality to help advertisers
minimize marketing mistakes. “Positioning™ of products and more intensive analyses
of the target audience became common in developing advertising strategies. The idea
that television is simply radio with pictures vanished.

The growing consumer movement of the 1970s prompted the Federal Trade
Commission (FTC) to scrutinize advertising, particularly TV commercials. Many com-
panies, uncertain of the degree of documentation that would be required by the FTC’s
requests to “substantiate your claims,” made major modifications in their advertising
practices.

One target of government action was cigarette advertising. The airwaves were
filled with countless commercials that presented bright, attractive, youthful per-
formers exhorting viewers to smoke one brand or another. The U.S. Surgeon Gener-
al’'s report in 1964 on the dangers of cigarette smoking started a long chain of events
that ended in 1971 when, by act of Congress, cigarette advertising was banned from the
broadcast media. Disgruntled broadcasters had to look elsewhere for the $240 million
in annual revenues that had previously been invested in cigarette commercials. The
tobacco companies switched their expenditures to the print medium, billboards,
sponsorship of sporting events, and other outlets.

Some new revenue came from a somewhat unexpected source. From the stun-
ning example of a few successful office seekers, the nation’s politicians learned how
potent television could be in reaching voters and winning elections. There was
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concern about “selling” candidates the way soap was sold, but many politicians were
convinced that winning elections could be accomplished by spot announcements on
key TV stations. Expenditures by such candidates on local TV stations and on the major
networks exceeded $117 million in the 1982 election year, according to the Television
Bureau of Advertising.!?

Advertising directed at children became a tremendously emotional issue in the
1970s and early 1980s. A number of consumer groups, led by Action for Children’s
Television, brought pressures on the FTC, the FCC, and Congress. Major reforms were
sought, and so was a complete ban on all advertising on children’s programs. The
result was a compromise: a reduction in commercial time on children’s programs and
stepped-up self-monitoring of the content and persuasive techniques in commercials
designed for children.

For the television industry, the advent of new technologies has proved to be the
most exciting and perplexing development in recent years. Cable television, originally
developed to improve the signal quality in areas of poor reception, has developed as a
programing and advertising vehicle in its own right. With the government’s deregula-
tion of cable in the 1980s, millions of new homes will be added to cable systems.
Experiments with two-way interactive cable promise the potential of direct marketing
via a television screen. Other new technologies —direct broadcast satellites (beaming
programs to a household’s rooftop dish), multipoint distribution services (used
primarily for pay TV channels), newly authorized low power TV stations, videotex,
videodiscs, and other electronic wizardry —make it abundantly clear that the elec-
tronic media will change dramatically. Advertisers, along with broadcasters, will have
to meet the challenge.

Radio Since 1970

As the 1970s dawned, the radio industry looked forward to an era of unprecedented
growth. New stations sprang up everywhere. In only a dozen years more than 1,600
new stations went on the air, three-quarters of them on the FM band! Stereo had been
introduced to FM in the 1960s and provided a tremendous boost to the growth of FM
broadcasting in the 1970s and 1980s. As the years went by, FM evolved into the
medium for various music formats, and many AM stations, not competing particularly
well in that area, switched to news, talk, and information. Advertisers no longer cared
if a station was AM or FM; their interest was in the numbers. What demographics could
the station deliver and at what cost?

With so many stations on the air, all looking to advertisers for support, the
scramble was on. The stations that prospered were the ones that polished their format
in order to capture and build a loyal audience. Listeners tuned to a particular
“sound” —a favorite program format—and with more and more stations on the air,
predictable and consistent programing became important.

In an effort to achieve this consistency, stations turned to automation, recognizing

2Broadcasting, March 7, 1983, p. 84.
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the merits of a tightly controlled, preprogramed service. Quality control was consid-
ered a major asset of automated systems. Many station managers, weary of personnel
problems and discouraged by the loss of good staff members who always wanted to
move on to bigger stations in bigger markets, switched from live to automated
systems. A smaller staff could operate an automated station, and more time and effort
could be spent selling time to local advertisers.

Demographics became the name of the game. Radio managers pored over the
latest rating reports to see the quality of their stations’ demographics, usually reported
in terms of age and sex groupings. Women between 18 and 34 years old, who spend a
high proportion of the consumer dollar, became a prime target. Advertisers placed
their commercials on stations that delivered particular kinds of consumers in efficient
numbers.

Radio revenues increased significantly, but it is important to note that the riches
were not spread evenly across the industry. Many stations, in both large and small
markets, still lose money today.

The increasing specialization of radio made the medium an excellent buy for
small and large advertisers alike. Retailers on limited budgets might not be able to
afford a top-rated station in a major market, but they could schedule a message on
smaller stations delivering the right kind of audience for their marketing needs.

As stations sought their own place in a market’s total programing menu, the
networks adapted to changing listening patterns and to what affiliates wanted in
program service. ABC had led the way in 1968 when it obtained permission from the
FCC to originate four separate network services: the Entertainment Network, the
Information Network, the Contemporary Network, and the FM Network. This scheme

“lI miss the old days when I could walk in here and raise hell
with the staff.”

Drown tot Broodcastng by Jack Schrmidt
Copynght, #roodcastng mogozine, reprnted by permmission
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enabled affiliates to join the network that provided programing services (chiefly news)
most compatible with the local programing carried on the station (chiefly music).

Since then, several new networks have been inaugurated —the RKO Radio Net-
work, the National Black Network, and others, plus new networks originated by NBC,
CBS, and Mutual. Satellites now promise a new era in networking because of reduced
interconnection costs and increased flexibility. These hookups, including hundreds of
stations, offer an attractive, relatively inexpensive, and easy-to-buy opportunity for
national advertisers.

As direct competitors to the traditional radio networks, a number of unwired, or
rep, networks were developed in the early 1970s by station reps. Several major firms
organized the stations they represented into groups. In turn, time on these networks
was sold to advertisers who wanted to use spot radio on an extensive basis. Agencies’
time buyers no longer had to buy several hundred stations on an individual basis. By
working through one or more station representative firms, they could buy spot
networks on an almost tailor-made basis. Because the station reps handled much of
the work, time buyers were grateful for less paperwork. Stations were also tremen-
dously pleased, since they had a new source of spot business.

Conclusions

The American system of broadcasting is unique, and so is the role of the nation’s
advertisers in supporting this system. The early years of radio generated much debate
over the source of financial support of the medium. Many schemes were proposed to
develop radio as a noncommercial service. As these proposals fell by the wayside one
by one, it became clear that the broadcasters would turn to advertisers to the benefit of
both. The first 25 years of commercial radio were an exciting period that spanned an
economic boom, a bust, and finally American involvement in a world war.

By the 1940s the best advertising on radio was nearing a popular art form.
Commercials were enticing, personal, and very effective. Advertisers who knew how
to use the medium were rewarded in the marketplace. They learned their lessons
well. By the end of the war, the broadcast advertising industry, again with trepidation
but also with fascination, looked forward to an exciting new medium called television.

The new industry was an immediate success for many reasons, primarily because
America’s television system was built on the established structure of a successful radio
industry. The know-how, the capital, and public enthusiasm guaranteed a triumph.
There was no question that the new TV stations and networks would be supported by
advertising, and the nation’s businesses were eager to invest. The public’s use of
television evolved into a national habit, and advertisers who learned how to use the
visual medium made millions.

The total time that Americans spend each year with commercial radio and
television is incalculable. It's all paid for by advertisers who produce thousands of
commercials (both good and bad) annually. The criticisms directed at broadcast
advertising would fill volumes. The accusations are familiar ones: Programing is
constantly interrupted and cluttered with a cacophony of advertising messages. Com-
mercials are too often obnoxious, tasteless, or tiresome. Unscrupulous advertisers



Part One

22 Introduction to Broadcast Advertising

have used public airwaves to mislead and deceive consumers. Children have been
exploited by manipulative techniques, and some advertisers have dictated program
content. Broadcasters have canceled quality programs because of low ratings and
because of the lack of advertising support.

The accomplishments achieved by both broadcasters and advertisers should also
be considered. For more than 50 years, advertisers large and small have financially
supported a tremendous variety of programing. Most advertisers have attempted to
use the media in positive and constructive ways. The information function of advertis-
ing has provided a service to consumers, for they have learned about many new
products and services via the broadcast media. And, for the most part, broadcasters
have jealously guarded their right to control the program content of their stations, free
from interference from the government, advertisers, and special interst groups.

The public’s use and reliance on both radio and television is enormous. The
quantity of time Americans spend with broadcasting is a remarkable testimony to its
power and influence. For advertisers, broadcasters, and the public, the broadcast
media in the twentieth century have been an unparalleled success.
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Structure of the Broadcast
Advertising Industry

The Game and Its Players

The most visible aspects of the broadcast advertising industry are the ubiquitous
commercials and the sale on the cash register at the retail level. Less visible aspects
encompass a wide variety of business enterprises that work together to their mutual
benefit. In between the advertisers, which have goods or services to sell, and the
broadcasters, including cable television, which deliver audiences to advertisers, are a
variety of support companies: advertising agencies, station representatives, research
companies, advertising suppliers, and many others. (See 2.1.)

For an overview of the broadcast advertising industry, it is appropriate to start at
the beginning with the companies that are trying to reach the public with their
commercial messages.

e )
(  Advertisefs :f
The broadcast advertiser may be a corporate giant with advertising expenditures of
hundreds of millions of dollars a year. Such major spenders include Procter & Gamble
(which always leads the list), Sears, Roebuck & Co., General Foods Corp., Phillip
Morris Inc., K mart Corp., General Motors Corp., RJ. Reynolds Industries, Ford Motor
Co., American Telephone and Telegraph Co., and Warner-Lambert Co. Advertisers may
also be regional or local, and an increasing number of them are retailers. Regardless of
a company’s size, its advertising expenditures are considered business investments.

The larger corporations normally market their products throughout the United
States as national advertisers. Their corporate structure can be complex, with tiers of
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departments and legions of people. Increasingly, the top management of major
companies is becoming involved in basic advertising decisions. Because advertising
portrays the company to its public, the chairman of the board or the company
president wants to be sure the image is a positive one.

The marketing director usually reports directly to the company’s top executive.
He or she is part of senior management and is often responsible for both sales and
advertising and, sometimes, for research. In many large companies, an advertising
manager reports to the marketing director. Or, if there is no marketing director, the
advertising manager reports directly to top management. Day-to-day supervision of
the advertising department and contact with the company’s advertising agency fall to
the advertising manager.

In large companies producing a variety of products, brand managers are often
employed to handle broad responsibilities for whatever brand is assigned to them.
They usually act as marketing director for their own brand and handle product

2.1 /Media_Relationsbips in the Broadcast and
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development, packaging, pricing, and promotions as well as advertising. A brand
manager, sometimes considered the counterpart of an advertising agency’s account
executive, works closely with agency personnet to inform them of the product’s
market position, features, and special qualities (the bases for advertising claims). The
brand manager communicates corporate policies and goals to the agency and is the
first to screen a proposed campaign. He or she can normally reject a campaign but can
seldom approve one independently. Experts in media, creative services, or research
are often employed by a company to work with the brand manager. They generally set
performance standards for the advertising agency and make sure the agency lives up
1o such standards.

The operations of local and regional advertisers are invariably simpler. Marketing
problems, however, are just as serious to them as they are to the top management of a
company like Procter & Gamble. Sometimes the company president or the store
manager may serve as the advertising manager. If a full-time advertising or marketing
director is employed, this person may use the services of an advertising agency or may
hire a staff to handle the company’s advertising “in house.”

W ’7}“) ml} #
-  Advertising Agencies - o Mene, /7

Advemsmg agencnea came into existence over 100 years ago as sales representatives
for magazines and newspapers. The development of agencies was prompted by two
things: (1) the companies’ need to advertise in cities where their products were distrib-
uted and (2) the media’s need to contact as many sources of advertising revenue as
possible. Advertising agencies initially retained a commission on the sum paid to the
media by the advertiser. Today, the well-known 15 percent commission is about all that
remains of the original system.

Agencies generally derive their compensation from three sources: these media
commissions, percentage charges on materials and services purchased for their
clients, and special fee arrangements.

Media commissions, utilizing the standard 15 percent commission, mean that for
every $1,000 the agency bills its clients, $850 goes to the media and $150 is kept as
operating income. Thus, technically, the media today continue to pay the agencies.

Percentage charges on materials and services cover the wide variety of out-of-

__pocket costs thatare-included in the development of a campaign. Typically, these may
include photography, illustrations, production, talent, film or tape dubs, printing,
engraving, and freelance artwork. The usual agency markup on these costs is 17.65
percent of the net cost, which is equal to 15 percent of the gross. To better understand
this, consider the following example: An agency spends $1,000 buying radio time for a
client and earns a $150 commission. For the same client the agency also orders
photography work billed at $850. The agency marks up 17.65 percent on the photog-
raphy and bills its client $1,000. The markup-is equal to 15 percent of the total
photography bill. Thus, whether a client spends its money in media or in materials and
services, the agency still earns its 15 percent.

Special fee arrangements are negotiated ahead of time berween an agency and its
client. Fees are normally used when commission income is not commensurate with

—
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the cost of the agency's efforts. The agency will earn more or less than the traditional
15 percent commission, depending on the circumstances. If, for example, an adver-
tiser needs a large number of ads in relatively low-cost media (such as many trade
journals), needs a great deal of “collateral” (nonmedia) work, or simply has a very
modest budget, the agency will generally be compensated through a fee. Fees may be
a flat monthly amount, or retainer, or they may be based on the agency's time spent.
Fees are then used as minimum guarantees, with media commissions credited against
the fee. There are also instances when the advertiser spends heavily in a medium (net-
work TV, for example) in comparison to the amount of agency work required. In such
a case, a fee may be agreed to that amounts to less than the 15 percent commission.

An agency’s volume, or billings, is usually measured by the amount of advertising
placed for its clients, but these figures are sometimes misleading to the unitiated.
Although an agency with $100 million in billings sounds like an enormous enterprise,
it really is only a $15 million business. The agency business as a whole does not reap
huge profits, although larger agencies tend to enjoy a higher percentage of net profits
than smaller agencies. The American Association of Advertising Agencies (AAAA)
reported that its members’ net profits as a percentage of gross income ranged from 3
percent to 5 percent from 1971 to 1980.!

Over the decades, agencies have grown in size and number, but the agency
business is a relatively small one in terms of the number of people employed. The
AAAA estimates that about 7,000 agencies employ about 85,000 people. The agencies
ranged from the nation’s largest, Young & Rubicam, with annual billings of approxi-
mately $2.5 billion and more than 50 offices worldwide, to one-person shops scattered
in cities and towns across the 50 states.

Full-Service Agencies

Many of the nation’s advertising agencies are called full-service agencies, for they offer
their clients a wide range of advertising services. An agency is nothing more than the
accumulated knowledge, experience, and creative genius of its staff. The following list
outlines the basic elements of the classic full-service agency (see also 2.2):

1. Management: responsible in the broadest sense for the business operation of the
agency. Running the business involves selecting and supervising key personnel, de-
veloping long-range plans, soliciting new business, and monitoring costs and budgets.
2. Plans Group: usually made up of department heads who can muster the agency’s
senior talent to aid their various clients. In the past, a plans group reviewed major
recommendations before they were submitted to clients. Today, however, it increas-
ingly helps to set direction and strategy at the outset, rather than sitting in judgment
after most of the work has been accomplished.

3. Account Management: the marketing arm of the agency. It is responsible for
primary client contact and for coordinating the agency's work for its clients.

Ten-Year Record of AAAA Advertising Agencies’ Costs and Profits (New York: American Association of
Advertising Agencies, july 27, 1981).
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4. Creative: composed of the “words and pictures people” —the writers, artists, and
producers of both print and broadcast advertising. (Usually, the agency does not
produce the finished work itself but uses outside specialists in support companies.)

5. Media: recommends where the advertising should appear and works closely with
the creative staff in determining the media most effective for a given campaign. It buys
time and space for clients, and its staff is primarily concerned with reaching the right
audience an adequate number of times within the discipline of the budget. In
performing a stewardship role, the media department conducts postcampaign
analyses and checks to be sure the various media ran advertisements as ordered.

6. Research: provides the information the rest of the agency staff needs for its work.
Much of the information must be gleaned from published (or syndicated) sources.
When original information is needed, the research department negotiates with outside
companies that specialize in providing tailor-made, proprietary research data.

7. Radio/TV/Print Production and Traffic: handles the actual production of a radio
script, TV storyboard, or print layout into a finished advertisement. Personnel involved
in this work are specialists and responsible for the ultimate production quality of
commercials and print ads. They are familiar with various advertising suppliers and
freelance talent so they can hire the right firm or person to handle a specific job.
Traffic schedules agency work flow.

8. Accounting: handles all the advertising billing for the agency’s clients. Included
in the billing are charges for support services contracted by the agency, such as art,
photography, film production, and talent. Billing also includes all media charges for
time and space. It is customary for agencies to assume liability for paying media bills,
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so they are required to scrutinize the credit rating of their clients. This works to the
advantage of the media, because it is clearly easier for them to be informed about the
payments and credit of several hundred agencies rather than thousands of advertisers.
This agency responsibility is accompanied by a significant benefit: processing client
payments to the media increases an agency’s own cash flow and improves its own
credit standing.

House Agencies

Some advertisers, large and small, have established their own agencies. Usually their
only account is their company’s product or service. House agencies were originally
developed to save money. If an advertiser spent $1 million in advertising, it would
expect to pay $150,000 to a full-service agency. But a house operation might be
operated at a much lower sum. Sometimes savings are real, but sometimes they are
illusory. Unless the advertiser can attract top talent and do so for less than the 15
percent saved in a regular agency commission, running a house agency may not be
wise. (Top executives and key creative people in full-service agencies are usually
supported by the operating income from more than one advertiser.)

There are advantages other than budget for the house agency, of course: in-depth
knowledge of the client’s product and management, shorter lines of communication
and therefore faster responses, and greater control of the advertising program. Some
advertisers use house agencies not as a money saver but in order to obtain what they
consider better advertising. Such house agencies do not substitute for full-service
agencies; rather, they serve as a coordinating vehicle for bringing together specialized
independent advertising skills. Many of these skills come from small advertising
companies operating in a particular area or from freelance practitioners.

Modular Agencies

In recent years an increasing number of modular agencies, which sell their various
skills separately, have been established. Sometimes called boutique agencies or a la
carte services, they sell whatever services a client needs. Work performed in a single
area—whether in creative, in media planning and buying, in research, or in public
relations —may be sold to an advertiser as a “module.” These modules may either be
contained within a single agency or be set up as separate businesses. Usually, a fee is
negotiated between the agency and the client in this sort of arrangement, and the
standard 15 percent media commission is generally not used.

Many small agencies offer modular arrangements to their clients but can also
provide full service. A word is in order about agency size. Some people simply accept
as an article of faith that there is an inherent disparity in the quality of work and service
between a big agency and a small one. But big isn’t necessarily good, and small isn’t
necessarily mediocre. In particular areas, such as research and media, it is difficult for
a small “shop” to compete with the large staff and resources of bigger agencies. In
large agencies, however, smaller clients often do not get the time and attention they
think they deserve. Their advertising is usually handled by a small group of people and
is sometimes relegated to less experienced staff members. Executive and creative
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talent at large agencies is naturally focused on the programs of its largest and most
lucrative clients. Many small agencies are staffed by professionals who have worked
for many years in large agencies for a wide variety of clients. Advertisers who elect to
use a small agency are often a large fish in a small pond, and they are the focus of a
great deal of time and attention from everyone on the agency staff.

Research Companies

The advertising industry cannot function without information —lots of it. The market
for products and services is tremendously competitive, and so is the market for
building and maintaining audiences. Specialized independent research companies
and more and more sophisticated research tools have contributed inestimably to the
success of both advertisers and broadcasters. Numerous companies devote themselves
to providing information to the advertising industry, and it comes in the form of
syndicated and proprietary research.

Syndicated research includes general market information, store audits on the
movement of products through the marketplace, and a variety of other published
materials, including reports on what various categories of advertisers have spent in
various media. This later category is helpful to clients who keep a watchful eye on
their competitors. Audience research companies, notably Arbitron Ratings and A. C.
Nielsen, syndicate audience estimates to broadcasters, advertisers, and agencies.
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Proprietary research, in contrast, is often done in response to a particular adver-
tiser's needs, and the data are held in strict confidence. This category includes product
testing, consumer research, concept testing, and the evaluation of advertising pro-
grams. Larger advertisers who can afford the cost of specialized market and audience
research are the main clients of research companies. The researchers have the
know-how and the organization to take on projects that clients and their agencies
would often find economically unfeasible. Their services, although not cheap, should
save the client money in the long run, for they can help to avert marketing and
advertising mistakes.

Various kinds of marketing data, methods of evaluation, and firms that measure
ratings will be discussed in detail in later chapters.

& Advertising Suppliers

[4

The list of specialized businesses meeting the needs of advertising agencies and their
clients is a long one. In the case of radio and television campaigns, a number of
companies and freelance experts are employed to assist in developing commercials. If
an agency does not have its own casting director, a freelance one is often hired to
screen and select talent for commercials. Talent agents search their files and bring in
their best prospects to audition for parts. Composers, music arrangers, and musicians
are employed for radio commercials and for TV audio tracks. Production companies,
usually on a competitive basis, bid for various commercial jobs sent to them by an
advertising agency’s production supervisor. (To limit overhead costs, agencies do not
muaintain studios or broadcast and film equipment. When commercials are produced,
all these facilities must be hired.) Top television or film directors are available on a
freelance basis, as are top camera people and other key production personnel. One
editing house may handle film or tape editing exclusively; another company may
specialize in release printing and duplication of the finished commercials.

Selecting the very best services from suppliers at the lowest possible price is one
of the advertising agency’s primary responsibilities. Coordinating these services and
meeting deadlines are other ones. Thus, it is obvious that suppliers exist solely on the
efficiency of their operations — their ability to do quality work on time.

Media Buying Services

By the mid-1960s, the increasing cost and complexity of buying television had prompt-
ed the development of media buying services. These services focused on one thing:
buying media at the lowest possible cost. With the perishable nature of broadcast time,
cost is always negotiable, and the negotiator with the greatest skill, the greatest budget,
or both gets the best buys.

Media buying services staffed themselves with experienced buyers and offered
their skills to advertisers and their agencies. Some of the early buying services suffered
from questionable ethics, and others were badly mismanaged, resulting in a few
spectacular financial failures. Many advertising agencies tended to regard the media
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buying services as an encroachment on their own turf, and thus the services gotofftoa
somewhat shaky start.

Today, however, media buying services are generally recognized as offering a
valued service. By pooling the budgets of many advertisers, their negotiators build up
considerable clout. Most of the services specialize in broadcast advertising, but a few
handle print and other somewhat specialized media such as outdoor and Yellow Pages
advertising.

Some advertisers deal directly with buying services, and others have their ad
agencies coordinate work with a service. Even very large agencies frequently use these
services because of their experienced, competent negotiators. For medium-sized to
small advertisers, the services are especially important in stretching limited budgets to
deliver target audiences at the lowest possible cost.

Media buying services usually operate on a fee basis, or they may buy “on
incentive,” with remuneration dependent on the efficiency of the buy. This means the
buying service succeeds in meeting particular goals by planning a schedule that
reaches the right kind of audience in adequate numbers.

Station Representatives %

7

Spot advertising activity tends to center in metropolitan areas. Yet no radio or
television station, regardless of size, would consider it good business to maintain a
sales office in each of these cities. Thus, practically every station in this country utilizes
the services of a station representative firm to solicit spot business. These national
sales organizations operate as an extension of the sales departments of the stations
they represent. The reps, as they are called, provide an efficient communcation link
between the advertising agency seeking to buy time for its clients and the broadcasting
station eager to sell time to important national or regional accounts.

The value of the reps’ service is obvious when the agency is located in New York
and the station is located in California. A representative firm may handle the national
sales of several dozen stations scattered across the country. Some reps handle sales for
more than a hundred stations. In many cases, these large groups of stations are sold as
an unwired network, tailor-made to the advertisers’ needs. The time-buyer can select
just the markets and stations desired, and the rep coordinates this package buy.

Inflationary times haven’t escaped the station representative business. The costs of
maintaining many sales offices became prohibitive. As a result, in the last decade
several rep firms have merged or gone out of business. With approximately 8,000
commercial radio stations in this country, there aren’t enough rep firms to go around.
As aresult, it is an increasingly common practice for a firm to represent more than one
station in a market. Commonly owned AM and FM stations often share the same rep
firm. In television, however, rep firms da not represent more than one station in a
market.

Some firms represent just radio stations or just television stations or are split into
two divisions to handle both. Some of the major station representative firms are Blair
Television, Blair Radio, Katz Television, Katz Radio, Eastman Radio, Petry Television,
McGavren-Guild, TeleRep, aind Harrington, Righter & Parsons.
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The station representative firm derives its income from commissions on spot
sales. The percentage is not uniform but is negotiated with each client station.
Commissions generally fall between 5 and 15 percent. The lower figure is more
common for representatives of TV stations that sell many millions of dollars each year
in spot. Radio stations grant higher commissions because the total dollar volume
involved in a time sale is usually much less than in a TV buy.

As go-betweens for stations and agencies, reps are crucial to conducting spot
business. The reps must be just as knowledgeable about the market and the station
they represent as local station account executives. They should be able to provide
basic data on the market and effectively “pitch” the station to a busy time buyer under
pressure to select the right stations and times and to do so in a hurry. A rapport and
mutual trust between time buyers and reps facilitates the process.

Mutual trust and good communications between the station and the rep is equally
important. It's in the station’s best interest to keep the rep constantly apprised of
changes at the local level. These include the constantly changing avails (the commer-
cial time periods available to advertisers), program schedules, changes in on-air talent,
promotion and publicity plans, audience feedback, audience measurement surveys,
and the constantly fluctuating competitive picture among stations in a particular
market. (For a more comprehensive description of spot sales, see Chapter 12.)

Besides selling spot time for its client stations, the station representative firms also
offer a variety of other services: general presentations on behalf of the market, counsel
in programing decisions, advice on selecting a network affiliation and news services,
analysis of audience research data, and guidance in preparing station promotion
materials and in establishing station rates. Reps also run credit checks on advertisers
for their stations and assist in the collection of delinquent accounts.

Television Networks (W

Television consumes more public time and attention thah any other business enter-
prise. Every day tens of millions of Americans turn to their TV sets for entertainment,
news, sports, information, and a variety of special interest programs. Over the decades,
viewing options have widened as new stations go on the air and cable television
expands its penetration. Most viewing, however, is focused on the three major
networks. The strength of the networks lies in their almost universal availability to
America’s viewers and in the basic strength and appeal of their programing. Series
programs and news and information have provided the backbone for program sched-
ules that are designed to appeal to various viewing tastes and still attract mass
audiences.

Various new technologies, including home video recorders, pay cable, and video-
discs, have resulted in modest erosions in this dominance, but the networks have not
yet been seriously threatened with wholesale desertion by their audiences. The three
parts of this “Great Triopoly,” as it is sometimes called, are arms of extensive con-
glomerates.

The CBS Television Network is owned and operated by CBS, Inc., a huge corpora-
tion with interests in music, publishing, education, technology, crafts, toys, and a
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variety of other businesses. CBS, Inc.’s, broadcasting interests — which also include
CBS News, CBS Radio, CBS Television Stations, and CBS Sports —have been tremen-
dously profitable over the years. These divisions provided the capital that allowed the
corporation to branch into other business enterprises.

The NBC Television Network is a part of the National Broadcasting Company, a
wholly owned subsidiary of the Radio Corporation of America, which also owns and
operates a number of radio and TV stations. This is one of the largest industrial
conglomerates in the world, and like the smaller CBS, RCA has branched into many
enterprises besides broadcasting. Its business interests are in publishing, education,
communications equipment, and various home products and services, and it also has
major government space and defense contracts.

The ABC Television Network belongs to a diversified entertainment complex,
American Broadcasting-Paramount Theatres, Inc. Although this conglomerate is not as
large as CBS or RCA, it is still a big company. The corporation is engaged in both
record and motion picture production and distribution, theater management, publish-
ing, amusement centers, retail stores, and commercial real estate. Broadcasting ac-
counts for most of the corporation’s revenues and profits, specifically from the TV
network, its several radio networks, its owned and operated radio and television
stations, ABC News, and ABC Television Spot Sales.

The three television networks engage in a tough, but still very profitable, competi-
tion. The high costs of programing, the expense of both land line and satellite program
feeds, and payments of affiliates mean that advertising rates are very expensive. When
one 30-second commercial in prime time can easily cost $120,000, it becomes obvious
that this game is reserved for the big players. The large national advertisers are the
only ones who can afford the high costs of network advertising time. And they pay the
costs because the TV networks, by delivering huge national audiences, constitute their
primary advertising vehicles.

Prime-time shows seem to attract most of the public’s interest and certainly most
of the television coverage in the nation’s press. The three networks, however, find
significant audiences and interested advertisers during other time periods. Daytime
television delivers a large female audience, children watch the Saturday morning
programs, and weekend or evening sports telecasts are particularly attractive to the
male viewer. Other programs, either on a regularly scheduled or special basis, offer
advertisers a variety of opportunities.

With the attention of the country focused on them, the three networks must
function as if in the eye of a hurricane. They must maintain their economic viability
and still please the public, the advertisers, and their affiliated stations. (The networks
are usually unable to please, but can sometimes placate critics and the large number
of interested government officials.)

The networks, of course, would not exist without their affiliates. Thus, they are
concerned with building the strongest lineup possible at a price they can afford. Net-
works compensate affiliates for carrying their programing. The rate varies from market
to market but always constitutes a small percentage of a station’s gross revenues. It is
in the networks’ best interests to assist their stations in local audience promotion, and
so the dialogue between affiliates and the networks is continuous. These communi-
cations can get particularly interesting and sometimes urgent in the areas of station
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pavments, number of network minutes devoted to advertising, the length and fre-
quency of “station breaks,” reruns, and controversial programing. Some of the affilia-
tions are strong and happy “marriages”™; some are not. Yet, few TV stations would
prefer to live alone.

Radio Networks g

Tremendous changes in radio networking have ()ccurre[d since television took over as
the public’s primary home entertainment medium. The radio networks have survived
some difficult times; some have been absorbed into the major radio networks or have
gone out of business. Network programing is not essential to a successful radio station
operation, but many stations seek an affiliation in order to augment their own local
schedules, particularly with network news, sports, and features. The future promises a
profitable renaissance for network radio.

The term network radio, previously used to refer to ABC, CBS, NBC, and the
Mutual Broadcasting System, has been an easy catchword for a variety of services. It
now needs redefinition in order to reduce confusion.

1. Traditional line, or wired, networks, numbering a dozen or so, are programing
networks fed to affiliates by AT&T circuits or by satellite transponders. Most of these
networks are national or regional in scope and offer advertisers exposure on several
hundred radio stations. Wired networks are often organized to carry sports broadcasts
or other special events to a regional group of stations.

2. Syndicated radio programing networks are an outgrowth of the earlier syndicated
services sold to stations that wanted a slick, professional, and consistent sound in
“beautiful music,” rock, country, or some other specialization. When these syndicators
began selling time to national advertisers and inserting commercials in their program-
ing service, they in effect became networks. Distribution was handled by the mails and
is being converted to satellite delivery. Stations are compensated by the syndicator for
the network commercials they carry, but a majority of the commercial positions is
reserved for the local station to sell.

3. Unwired, or rep, networks are really sales networks, put together by station
representative firms, and they carry no common programing. The rep firm sells all or
most of the stations it represents as a group in one package buy for a national
advertiser. It's a flexible, inexpensive way to achieve national radio coverage. The
commercials are the only common element aired by these stations.

Network radio’s growing importance and profitability can be traced to a number
of factors: improved research, which makes it easier to plan, buy, and evaluate
advertising programs; the proliferation of networks, which makes it possible for an
advertiser to zero in on a target audience; and the rising costs of competitive media.

Programing options for audiences and advertisers increase network radio’s attrac-
tiveness. News is the staple of the traditional line networks. Fed to affiliates in short
newscasts, it is designed to augment the station's own news coverage. Besides news, the
networks provide sports, special features, commentary, and occasionally some exper-
iments in other program services — drama and late night mystery shows, for example.
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There is also a measure of prestige and excellence that network programing confers to
the schedule of a local broadcaster.

For advertisers that use the syndicated radio programing networks, the advantage
is a reasonably homogeneous audience listening to a favorite music format. These
refined demographics are particularly attractive to advertisers seeking specific targets.

Because of the versatility of spot radio, which means that an advertiser buys on a
market-by-market, station-by-station basis, many businesses do not advertise on the
radio networks. If their product or service is not available nationally, they are ob-
viously not prospects. They may, however, use the unwired, or rep, networks tailored
for them by station representative firms.

The coming decade should see a proliferation of radio networks providing
specialized services. The advantage 1o entrepreneurs is that with 8,000 commercial
stations in this country, many of which are unaffiliated, there are plenty of oppor-
tunities to build a network without stealing affiliates from competitors. Some will be
successful and others will fail, but network radio as a whole should prosper.

Television Stations

The approximately 800 U.S. commercial television stations are scattered across the
country in more than 200 markets. The majority are VHF (very high frequency),
Channels 2—13, but approximately 250 are UFH (ultra-high frequency), Channels
14— 69. Owning a network-affiliated VHF station in a major market is a license to make
money. Not all broadcasters are similarly blessed. Stations in small markets, and UHF
operators in particular, scramble for advertising revenues and still often end the year
in the red.

Federal Communications Commission rules state that no more than seven TV
stations may be owned by the same licensee, and no more than five of the seven may
be VHF stations. Since there is only one commercial TV station for every ten commer-
cial radio stations, TV ownership patterns reflect greater concentrations of economic
power than radio ownership patterns. Each of the networks owns five VHF stations in
major markets, as do a number of other major group owners, such as the Westing-
house Broadcasting Company and Metromedia, Inc. The costs of building and equip-
ping a station, or buying one, involve a capital investment in the millions. “Mom and
Pop” outfits are simply not feasible in television broadcasting. A half-dozen or more
commercial stations and one public station may be assigned to a major market. The
commercial stations will prosper from enormous television advertising investments.
in the same market, 30 or more radio stations may scramble for a far smaller share of
advertising revenue.

New competition for the nation’s commercial TV stations lies just around the
corner. Thousands of applications are on file at the FCC for new low power TV stations
that may cover, for example, a 15-mile radius. In a major urban area, such coverage is
significant. Some of the applications are for pay TV services, but many are for
advertiser-supported low power TV stations.

Any broadcasting licensee faces numerous responsibilities on a daily basis, and
the first obligations must always be to the station’s audience and the local community.
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Every five years, at license renewal time, the FCC reviews the peformance of TV
stations and their proposals for the upcoming five-year period. Rarely are licenses
revoked, but they can be challenged by responsible individuals or groups. Safeguard-
ing a valuable license is considered a station manager’s primary responsibility.

Although television stations vary greatly in size and number of personnel, most
stations share a common organizational pattern. Under the direction of a general
manager, the work and staff are ordinarily assigned to one of several departments.
(See 2.3)

The sales departinent must bring in sufficient revenue to keep the entire opera-
tion functioning and making a profit. Since both spot and local accounts are vital to the
station’s financial success, many large stations employ both national and local sales
managers. Spot business, traditionally the major profit maker, is now matched or
exceeded by local advertising dollars in many markets. With the rising use of televi-
sion by local retailers, stations will gain greater control of their economic destiny and
not have to depend quite so heavily on their station representative firms. Local account
executives are assigned a number of clients and spend most of their time servicing
present advertisers and soliciting new ones.

The production departinent produces local programs and also tapes and films
commercials. Since local advertisers and advertising agencies do not have their own
studios, stations rent studios and provide the necessary crew. The fees from this
service augment station income, and in some instances, TV production departments
have been so successful that management has set up separate production subsidiaries
offering both creative and production services.

The accounting department processes the paperwork of the station. A primary
responsibility is billing the station’s advertisers. If a station is an affiliate, detailed
reports on programs and commercials must be prepared for the network. Payroll,
general accounting, financial statements, and tax forms, among other responsibilities,
mean that the accounting department’s bookkeeping skills are essential.

The program department must keep pace with audience viewing patterns and
preferences through the day. The rating reports show the percentage of Homes Using
Television (HUT) in various time periods. In the early morning hours, the HUT level
may be only 10 percent, but 12 hours later, it may increase to 60 percent. The program
director tries to build a schedule that will serve and attract various audiences through-
out the day and week. If the station has a network affiliation, then perhaps 12 hours of
air time a day may come from network feeds. Selecting, purchasing, and scheduling
appropriate nonnetwork programing is critical. Syndicated program series, motion
picture packages, and locally originated programs all represent a sizable investment.
Mistakes in programing judgment are costly for all stations. The program director of
an independent station, however, has much more time to fill, often with less money.
Public affairs and community service programs must also be included in a station
schedule, although they can be expensive to produce and traditionally attract very
small audiences. Nonetheless, such presentations are both necessary and desirable,
and their cost is underwritten by the more popular commercial programs.

The news department requires a sizable budget and staff to cover the day’s events.
Television news, despite its many critics, enjoys higher public confidence than news
from any other medium, according to various public opinion polls. News at the local
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level has constantly improved over the years, and it constitutes the single most
important factor in a station’s public image. Equipment innovations have made the
newsperson more mobile and better able to bring visual interest to reports. Adver-
tisers have learned that TV news sponsorships have many pluses: they offer a “quality”
environment, local identification, and audiences that are composed of large numbers
of working adults.

The engineering department is responsible for keeping the station on the air and
for delivering a good signal to its viewers. The chief engineer makes the key decisions
about purchasing very expensive equipment. The engineering staff must maintain the
equipment, meet the needs of the production department, and carefully abide by the
FCC’s many engineering regulations.

Radio Stations

No two of the nation’s 8,000 commercial radio stations are exactly alike. Since the
1950s, when the major radio networks were forced to adjust to the public’s enchant-
ment with television, radio stations have had to rely less on network sources and more
on their own ingenuity in developing programing. Most successful stations aim their
programing at a particular target audience, which in turn attracts advertisers that are
looking for certain demographics. Since radio is a local medium, like a newspaper, it
is in an excellent position to establish close ties with the community. Success usually
accrues to those stations that are truly local in flavor.

Competition is keen in radio. Signals in any one market may offer the listener a
vast menu of programing, as in the Los Angeles area, where more than 80 signals can
be heard. Further, the number of stations across the country has increased dramati-
cally. In the decade between 1972 and 1982, FCC figures show, 275 new AM and more
than 1,000 new FM stations went on the air.

Licenses must be renewed by the FCC every seven years, a term that was raised
from three years by Congress in 1981 after lengthy lobbying by broadcasters. Accord-
ing to FCC rules, the number of stations any one licensee may operate is limited to
seven AM and seven FM. There are a number of group owners, such as Westinghouse,
Taft Broadcasting Company, the Cox Broadcasting Corporation, the Gannett Broadcast-
ing Group, and others, but many stations are individually owned and managed by the
licensees. Many stations in both small and large markets lose money each year, but for
many other licensees, radio station ownership has been a lucrative endeavor. The
industry as a whole has increased its total billings almost every vear.

Specialized program formats designed to appeal to a particular segment of the
total audience account for the great diversity in radio. A few stations in some markets
have embraced an all-news format and may employ a staff of more than 100. Other
stations are totally automated and hire only a sales staff in addition to the programing
and engineering personnel who operate the system. Many small stations, though
perhaps not very professional in sound, are highly integrated into community life.
Most stations rely on some combination of music and news. They are typically headed
by a general manager and usually organized into a number of departments. (See 2.4.)

Usually, the programing department selects music and on-air personalities and
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supervises and controls the station’s “sound.” Competitors are always ready to raid a
station's audience, and so professional management is essential for success. It does not
matter whether the sound is progressive music, middle-of-the-road (however de-
fined), or all-news and talk; the amateurs are plowed to the bottom. In an attempt to
increase both quality and profits, more and more stations are installing automated
systems. They rely on sophisticated hardware to coordinate sources of programing,
commercials and public service announcements, news, and other program elements.

If 2 news department exists at all, it may consist of one or two newspersons, who
primarily “rip and read” from the wire services. Or in a major market, it may employ a
sizable staff operating on a dead run to meet the requirements of an all-news
programing format. News coverage —including weather, stock market quotations,
and items of community interest — is tremendously important to audiences, and it lets
a station build a local image of community involvement. Because news constitutes a
“foreground” programing element, many advertisers are €ager to Sponsor NEwsCasts.

The sales department of any station, large or small, is the only revenue-producing
department. Under the direction of a sales manager (who is also often the general
manager) the account executives are responsible both for sales and for servicing local
advertisers. FCC figures show that approximately 75 percent of all radio revenues
come from local advertisers; thus, the success of any station depends on an efficient
and effective sales team.

Besides attracting local advertisers, all stations are eager to secure as much spot
business as possible. National and regional advertisers buying radio time on a
market-by-market and station-by-station basis almost always contract for spot an-

2.4/Radio Station Organization Chart
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nouncements, rather than program sponsorships. The commercials are recorded and
sent to the station by the advertiser’s ad agency. Stations depend on their representa-
tives to solicit this spot business.

The engineering department of a radio station is obviously far less complicated
than that of a TV station. Very often a chief engineer handles all the engineering duties.
On-air performers sometimes handle engineering chores, and they must be licensed
by the FCC in order to operate equipment.

The business office may consist of anything from a part-time bookkeeper to a staff
of several people. Each month this department prepares the billing to advertisers,
which includes an invoice and an affidavit of performance enumerating every com-
mercial aired for that advertiser within the last month. In addition, the business office
handles payroll, financial statements, various FCC reports, tax returns, and the like.

Cable Television

Cable television, originally called community antenna television, has emerged in
recent years as a full-fledged advertising option. The cable systems, which date from
1948, were originally built to bring clear television reception to households in remote
areas or where mountains, tall buildings, and the like interrupted the straight-line
transmission of TV. The goal of the cable industry now is to “wire the nation,” and this
ambition has been given impetus by three circumstances. First, the FCC and the courts
have substantially deregulated the cable industry. Second, major conglomerates with
significant capital — Warner-Amex; Time, Inc,; Getty Oil, General Electric, and many
others —are investing in cable, building new systems, and buying out smaller cable
operations. Third, satellites have literally opened the skies to cable operators, and
dozens of networks have been launched.

There are thousands of cable operators, ranging from giant MSOs (multisystem
operators) such as American Television & Communications, Tele-Communications,
Inc., Group W Cable, Storer, and Cox to small, independent systems that serve only a
few thousand households. For all these systems the chief source of revenue is the
basic monthly fee paid by subscribers. A second source of income is the “pay
tiers” —pay cable channels that primarily provide movies, sporting events, and con-
certs. A third source, and a very modest one, is advertising. A majority of cable systems
at present do not accept advertising, and the J. Walter Thompson Company, a major ad
agency, estimates that most cable systems derive less than 5 percent of their gross
income from advertising. Clearly, cable advertising has no place to g0 but up.

There are a number of growing pains that must be overcome. For example, many
of the older cable systems have only a 12-channel capability, and they are in the
process of converting to systems that will handle several dozen channels. Cable
operators have to abide by the FCC's “must carry” rules, which mandate that all local
broadcast television signals be carried on a cable system. In many markets that leaves
few if any channels for pay tiers or advertiser-supported cable programing, at least
until the system is expanded. In attracting advertisers, the cable industry presents a
patchwork of systems that does not provide the same kind of blanket coverage
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available through conventional radio or TV. Audience measurement of the multiu ¢
of cable channels is difficult, and common sense tells advertisers that audience
small and fragmented. These and other problems have prompted some adve
and agencies to adopt a wait-and-see stance, yet many major advertisers have
significant investments in cable. Why?

reasonable, especially when compared with those of conventional television; thire is
flexibility in the length of commercials; exclusive sponsorships are available that
closely tie the advertiser to the program; and cable has proved itself in very successful
direct response advertising compaigns.

Advertisers who use cable find opportunities to buy time in national, regional, or
local markets. For national coverage, satellite-fed networks distribute programs and
commercials to cable systems across the country. For regional use, a number of cable
svstems can be interconnected through microwave linkups to cover certain areas. At
the local level, advertisers may either use a locally programed channel or buy “breaks”
in one of the satellite networks. The local cable operator simply inserts commercials at
the correct time, using exactly the same procedure as radio and TV station affiliates.

Cable holds great promise, and it is undoubtedly the most attractive vehicle for
advertisers in the “menu” of new technologies. The only things certain for the future
are change and growth.

Conclusions

Commercials are a common part of American llfe Thev are, in fact, mescapal)le unless
one totally shuns the media. The success of these messages in motivating consumers
has resulted in the development of a multi-billion dollar broadcast advertising indus-

\/:Nn( b pn

Adv, i r'n( M(J.h
R4 P, P ]

(on§umne

try. A complex set of organizations has developed, all designed to deliver a commer-
cial message to a listener or viewer.

At the local level, broadcast advertising can be a fairly simple operation. The
account executive of a local radio station, for example, may call on a local retailer

directly, and together they will plan a schedule and develop some uncomplicated

radio commercials that will be delivered live by a disc jockey.

In regional and national advertising, the process becomes much more complex.

Stations are represented by station representatives; advertisers are represented by
agencies; the services of research companies may be required; advertising suppliers
are hired to produce commercials; and media buying services may be employed. The |
industry, therefore, tends to develop specialists rather than generalists. Advemsmg
‘lmmﬁmg( vative people who enjov the challenge of working in communi-
cations—+ma VETY competitive marketplace.

The networks, stations, and cable operators who provide the communications
“channel” for the advertising industry also operate in a competitive marketplace.
Billions of dollars are spent each year by advertisers who want to reach consumers
through the broadcast media. In spite of the huge sums spent, many stations and cable
systems lose money or barely break even. The challenge broadcasters face is in
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building program schedules that will attract audiences in sufficient numbers to
constitute a salable commodity. Selling audiences to advertisers, however, must be
tempered with broadcasters’ public service responsibilities.

In the 1980s, the broadcast advertising industry will grapple with a host of new
technologies, which include expanding cable systems, satellite services, videodiscs,
low-power TV stations, and AM stereo, to name just a few. The introduction of new
players to the game means that the industry will make adjustments. Increased competi-
tion for audiences is obvious. Some of these players may be technological successes
but economic failures. No one has a crystal ball to predict the future structure of such a
fluid industry.

The basic strategy in the broadcast advertising industry will not change, however.
It has been, and will continue to be, designed to put advertisers in touch with
consumers and to provide the nation’s audiences with the best broadcasting service
possible.

2.5 /Industry Trade Associations

Besides the various commercial enterprises
discussed in this chapter, the industry also re-
lies on its own trade associations. Operating
on a nonprofit basis, these professional orga-
nizations represent various business entities.

In general their purpose is fo help their
members build profitable businesses, facili-
tate communication within the industry, con-
duct research, issue reports and other pub-
lications, and organize professional meetings

Lobbying constitutes a major activity for
many of these organizations. Infense concemn
over legislation at both the national and local
level is often communicated to regulatory
and legisiative decision-makers. These issues
can range from proposed local ordinances
banning billboards to proposed major Con-
gressional overhauls of the Federal Commu-
nications Commission and the Federal Trade
Commission.

American Advertising
Federation (AAF)

The American Advertising Federation is the
only national association that brings together
all the elements of advertising. The AAF's
members are nearly 400 companies (adver-
tisers, agencies, service firms, and media
companies); approximately 200 local ad

clubs and federations, with more than 25,000
members; 23 aoffiliated associations; and a
group of over 100 college chapters

The federation traces its origins to the
1967 merger of the Advertising Federation of
Amernca and the Advertising Association of
the West, which were both founded early in
the twentieth century The most important ac-
tivities of the new federation, which has its
hecdquarters In Washingfon, D C., involve leg-
islative fiaison with various governmental en-
tities. It responds to proposed legisiation at the
national level, provides a continuous supply of
information to local clubs and federations,
and encourages its members to become in-
volved in both national and state matters af-
fecting the advertising industry. The annual
convention brings fogether a wide variety of
advertising professionals, leaders from Con-
gress, and representatives of various regu-
latory agencies

The AAF is also involved in a variety of
education projects designed fo improve the
skifls of its members, provide career informa-
tion to students, and promote a better under-
standing of the advertising industry among the
public Inrecent years, it has played a leading
role in establishing a program of advertising
self-regulation through the National Advertis-
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ing Division of the Council of Better Business
Bureaus. (See Chapter 18.)

American Association of
Advertising Agenciles
(A4444)
The Americon Associotion of Advertising
Agencies is the national orgonization of the
odvertising agency business. Formed in 1917,
the AAAA serves os the representative o
counfry’s leading advertising_agencies. It is
composed of 540 agencies, which maintain
more than 1,000 offices in 237 U.S. cities and in
123 foreign cities. Close to 80 percent of all the
odvertising handled by agencies in the United
Stotes originates with AAAA members, ond
these agencies employ over half of the
people working in American advertising
agencies

Headquartered in New York, with offices
in Washington, D C., ond Beverly Hills, Califor-
nio, the AAAA opercates with 35 national
committees that cover nearly all the phases of
advertising Their work is directed foward three
main objectives.

First, the association aims to foster,
strengthen, ond improve the advertising
ogency business. To this end, the AAAA has
developed “Agency Service Standords,”
“Standards of Fiactice,” ond copyrighted
contracts for space and time. In addition, the
orgonization strives fo maintain o confinuing
diclogue with governmental entities involved
in advertising regulation.

Second, the AAAA seeks fo advance the
couse of advertising gs g whole. Activities in
this area include efforts to attract high caliber
young people into advertising by explaining
the business to students and vocational coun-
selors In recent years, the AAAA has cooper-
ated with @ number of other industry groups in
organizing the National Advertising Division of
the Council of Better Business Bureaus, on in-
novative opproach to self-regulation. The
AAAA is also involved in advertising research
ond in the recruitment of agencies thot hon-
dle public service compaigns under the ous-
pices of the Advertising Council

Third, it tries to serve its_members by
doing things for fhem that they connot do for
themselves. This includes the exchange of ip-
formation among members and extensive
studies of agency operations and manage-
ment systems.

Association of National

Advertisers (ANA)
The Association of National Advertisers repre-
sents the buyers of advertising space, time,
and services. lts more thon 400 corporcte
members include the full spectrum of indus-
tricl, consumer goods, ond service industries
thot include advertising as @ major element in
their marketing efforts. ANA members cc-
count for about three-fourths of the national
odvertising dollars spent by Americon com-
ponies.

Several intemal groups help national ad-
vertisers use the broadcast medioc most
effectively — the ANA Board of Directors, the
Media Policy Committee, the Research Policy
Commiftee, the Television Advertising Com-
miftee, the Radio Advertising Commiftee, and
other commiftees

In general, these commiftees work to-
ward improving broadcast advertising effec-
tiveness through one or more of the following
means. providing representation in dealings
with the media, ogencies, governmentaol
bodies and other groups thot have o bearing
on medic usage; developing and disseminat-
ing information through workshops ond re-
search projects; ond developing maonage-
ment skills by means of reports, seminars, ond
other instructional methods. General advertis-
ing ond marketing information is gothered
frorn members and disseminated to other in-
terested members through the ANA Informa-
tion Center

In oddition, the ANA plays on important
role in negoftiating union contracts with
broadcost tolent. Every three years, it and the
AAAA negotiate new contracts with the
Americon Federation of Television and Radio
Artists and the Screen Actors Guild that cover
the use of talent in rodio and television com-
mercials.

National Association of
Broadcasters (NAB)

The National Associction of Broadcasters, or-
gonized in 1922, is the national trode organizo-
tion of the commercial broodcasting industry
Included in its membership are almost 5,000
radio ond television stations, plus all the major
broadcosting networks. These members elect
from their ranks o board of directors thot is
composed of both ¢ radio and television
board. each with its own chairperson. The NAB
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is headquartered in Washington, D.C., where
a full-ime staff administers its affairs in the
several arecs.

Government Relations represents its
members’ viewpoint on public issues affecting
the broadcasting industry to the federal gov-
emment, particularly to members of Congress
and to the FCC

Public Reiations is the communication
outlet for important broadcasting industry
news, spotlighting in particular the ac-
complishments of broadcasters.

Station Reiations is devoted to providing
NAB members with information on broadcast-
ing mMatters, engineering and financial man-
agement reports, research data, and the like.
These services are designed to help members
administer day-to-day station operations.

The legol Department advises station
members and services the NAB staff, particu-
larly the Govemment Relations Department

National Cable Television
Association (NCTA)

The National Cable Television Association, es-
tablished in 1952, serves as the primary trade
association for the burgeoning cable industry
Headquartered in Washington, D.C., where
the major legislative battles ore waged. the
NCTA represents 2,300 cable system operators
across the country. Some of these are enor-
mous multisystem operators (MSQOs), and
others are small entrepreneurial companies
providing cable service fo outlying commu-
nities

As a primary service to members, the
NCTA staff lobbies for the cable industry ot the
FCC. before Congress, and in other pertinent
areas of government At the local level the
association provides legal assistance to
cable companies. Dealings with local tele-
phone companies over pole attachment
rates for strnging cable fall in this category of
help. The NCTA publishes o variety of materi-
als covering regulatory news, including FCC
rules; the latest developments in technology:
sotellite services; advertising on cable; ond
loca! cable programing

Various meetings and seminars are or-
ganized by the NCTA to keep its members up
fo date in the fast-changing world of cable TV
The annual convention, held in the spring. is
the largest cable trade show in the world. This
is a gothering of cable operators, government
regulators, equipment monufacturers, TV pro-

gram syndicators, and others involved in vari-
ous facets of cable

Membership in the NCTA encompasses
four categories: octive (cable system oper-
ators); associote (companies that supply
equipment or programing fo cable systems);
offilicte (businesses that provide a service to
cable, such as law firms, consultants, pub-
lications, and educational groups); and po-
tron (others with gn gctive interest in cable

television) eVt
PR’ M,‘,’):W Rk

Radio Advertising Bureau
(RAB)

The Radio Advertising Bureau is the national
trade association of radio. Devoted fo sales
development activities across o broad spec-
trum, the RAB works with national advertisers
ond agencies to sell the merits of radio as an
advertising medium. It calls personally on de-
cision makers and uses research and exam-
ples of radio credtivity to convince compa-
nies to buy radio time

For its 3.500 member stations, as well as
for station representatives and the networks,
the RAB provides a variety of sales tools and
backup sales development services. Today
these services are built around sound; that is,
oudio casseftes containing sales ideas, ex-
amples of outstanding creativity, updated
facts on radio, and o variety of soles training
information ore sent fo members

Every year, the RAB holds o series of
meetings designed fo contribute to both the
sales and maonagement skills of participating
members In other efforts fo increase the profits
of radio stations, the RAB hos assisted retailers
in moking greafer use of radio advertising
Through promotion and research activities, it
has encouraged cooperative advertising
programs in which national manufacturers
shore advertising costs with retailers

With the ANA, the RAB holds a radio
workshop each year that focuses on how to
use radio as an effective marketing force for
advertisers. Case histories ore compiled and
presented, along with examples of creativity.

Station Representatives
Association (SRA)
The Station Representatives Association is the
national trade association of radio and televi-
sion station sales representative organizotions.
Its members, who account for opproximately
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Structure of the Broadcast Advertising Industry

$3 billion of spot sales annually, have con-
tractual agreements with broadcasting sta-
tions to maintain sales offices in the principal
advertising centers throughout the country.
Such firms act as a station’s exclusive sales
force for nonnetwork advertising — that is. na-
tional and regional spot advertising.

The SRA cooperates with other industry
trade associations —ircluding the AAAA, the
NAB, the Television Bureau of Advertising, the
RAB, and others — to standardize industry pro-
cedures, o insure the vigor of the spot broad-
casting industry, and fo keep communication
channels between the various elements of the
industry open.

Much of the work of the SRA is done
through standing commitiees such as Trade
Practices, Research, Legal, Financial Man-
agement, and Personnel. As an example of
what such committees can accomplish, the
Trade Practices Committee, working with
other groups, has generated a number of
standard forms for processing the huge vol-
ume of paperwork generated in the broad-
cast advertising industry. These forms included
a standard availability form, a confirma-
tion/contract form, and a number of stan-
dardized billing formrs. The research commit-
fees of the SRA work with various audience
research organizations in order to advise them
of the kinds of data reeded by those wha sell
broadcaost advertising time. The SRA also stays
in close contact with the FCC in order to rep-
resent the interests of both the station repre-
sentatives and their clients in any pending
regulatory maftters.

Television Bureau of
Advertising (TvB)

The Television Bureau of Advertising considers
itself the sales and marketing arm of the tele-
vision industry. It was created in 1954 as a ser-
vice organization fo member TV stations, the
three nefworks, station representative firms,
and television producers and syndicators
Headquartered in New York, the TvB maintains
offices in cities where significant felevision ad-
vertising activity occurs, such as Chicago, De-
troit, Los Angeles, Dalias, and Atlanta.

Staff efforts are aimed at continually in-
creasing the investments of television adver-
tisers, and the TvB has established a goal of
$21 billion annually in TV advertising by 1985.
To achieve that goal, it works directly with ad-
vertisers and agencies. General as well as
specially tailored presentations have been
prepared for specific industries and prospec-
tive advertisers. In these presentations, the TvB
reports on its research activities in order to
document television’s ability to solve market-
ing problems. TvB research projects have in-
cluded measuring the public’s affitudes to-
ward the major media and the advertising
they contain and analyzing with computers
the efficiency of spot and network TV buys.

At the local level, the TvB conducts an
annua! Retail TV Commercials Workshop and
various sales clinics. To assist local station ac-
count executives, it provides many sales aids,
including case histories, reels of commercials
in particular product or service categories,
statistical reports on TV advertising trends, and
a variety of special research data.
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Marketing Research

You Gotta Know the Territory

Developing intelligent advertising objectives is a complex business. “Blue sky” goals
are folly; one way to avoid a disaster is to gather useful and plentiful marketing data.
Knowledge is power, and knowledge about the marketplace cannot be attained
without proper research. In its broadest terms, marketing research is scientific intelli-
gence gathering, the analysis and evaluation of that data, and application of the data to
marketing problems and opportunities. Advertising and marketing plans that are
launched in a sea of uncertainty or ignorance run great risks. Although research will
not eliminate the risk factor in marketing, adequate information can greatly reduce the
chances of misjudging the market. Research information is a tool to be used by both
the client and the advertising agency. It is not, however, a substitute for human
judgment.

The responsibility for conducting marketing research varies. Many client compa-
nies maintain extensive research departments of their own that work in close coopera-
tion with advertising agency personnel. All large agencies have research departments,
and their activities are dictated by the nature and needs of the clients. Because of the
growing sophistication of rescarch techniques and the need for highly specialized
information, research programs conducted wholly by the agency are becoming less
and less common. An increasing number of independent research companies have
prospered by providing either general market data on a syndicated (or subscription)
basis or by conducting tailor-made, proprietary research programs to help clients find
answers to specific questions (see Chapter 2). In most instances, major advertising
agencies that service national brand manufacturers use three sources of data: (1)

48
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internal research supplied by the client company, (2) general or specific data from
independent research companies, and (3) the resource data within the agency.

Smaller agencies, advertisers, and broadcast stations that become involved in
helping local clients do not have as much information available as the industry giants.
Sometimes, the marketing patterns of smaller advertisers are relatively simple, such as
when the distribution chain is direct, sales personnel are centralized, and the competi-
tion is pretty well understood. Even in such cases, however, the more data that can be
gathered, the better the chances for developing an effective campaign. For example, a
local chamber of commerce is often an excellent source of information relating to
socioeconomic population patterns, housing trends, traffic patterns, economic fore-
casts, and the like.

Functions of Marketing Researcb

Reg,ardless of the type or size of advertiser, marl\eung, research is useful in a number
of ways:

1. It reports on a company’s status in the market and the status of competitive
brands, and it provides a benchmark for future measurements.

2. It helps to identify problems, analyze competitive developments, and formulate a
marketing plan.

3. As an outgrowth of that marketing plan, the advertising objectives can be deter-
mined realistically and thus will stand a better chance of success.

4. The availability of research data greatly enhances the creative work of the adver-
tising agency. The copywriters and art directors who really do their homework will
study the data, appreciate the objectives, and design a creative plan that will help fulfill
the advertising objectives.

5. Armed with information regarding the marketing position of its client, the media
department of an advertising agency can prepare a media strategy that will effectively
and efficiently put the advertiser in touch with prospective customers.

6. Continuing marketing research provides constant feedback on trends, shifts, or
unexpected competitive developments. This feedback allows the agency and client to
modify the marketing plan and minimize unpleasant surprises.

7. Marketing research, conducted and maintained in a professional manner, greatly
aids decision making. It is an important management tool in formulating future plans
and in establishing budgets.

Catego ries of Ma rketing Researcb

Because m‘lrl\etmg, encompasses so many different activities — including product lme
pricing, packaging, distribution, sales promotion, and advertising—it follows that
marketing research reflects a wide diversity of information. The importance of certain
kinds of data will vary with the advertiser and the problems encountered. Marketing
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researchers, as a result, devote their efforts to gathering and categorizing information
most useful in resolving the most pressing problems of a client. Their research falls
into 2 number of categories.

Research on the Market

Market information is concerned with a client’s position irfthe marketplace, particu-
larly as shown by sales analyses. Company records also reveal a wealth of data on
product lines, distribution patterns, production levels, quotas missed or met, price
changes, and past and present promotions and advertising campaigns. Sales records
are usually broken down geographically, seasonally, and along product lines. These
records are the most obvious starting point for a marketing research effort.
Syndicated market data can be obtained on a subscription basis from a number of
independent research companies. Competitive data are very important and are re-
ported by companies such as the A. C. Nielsen Company and Audits and Surveys, Inc.
Both use a system of retail auditing of invoices, inventories, and sales records derived
from a sample of retail outlets across the country. Subscribers can select the reports
they want by product group. The sales volume of selected brands within each group
keeps subscribers up to date on the market share of their brand in comparison with
competitors. The movement of food products through warehouses is regularly au-
dited by Selling Areas-Marketing, Inc., (SAMI) and reported to its subscribers. Major

3.1/A Horror Story
To illustrate the importance of marketing re- advertising began to run, and consumers
search, Paul C Harper, chief executive officer bought large quantities
of a major advertising agency. Needham. “Three days after the advertising started
Harper & Steers. Inc.. told the following anec to run, the reaction hit. The problem was termi-
dote to a meeting of business executives nal There was no implement in the American

kitchen capable of opening that all-metal
pie-shaped tin. Unopened meat pies were re-
tuned by the thousands to the retail stores.
and by the thousands of cases to the meat
packer's regional headquarters. This head
quarters happend to be located on the Ohio
River The regiona! manager went briefly mad
trying to figure out what to do with 75,000
cases of unopenable meat pies. He finally
arrived at a solution The cases now rest at the
bottom of the Ohio River

“Every step in the marketing book had
been followed. except the home testing of the
pockage The advertising worked, but the
product didn't

A few years ago. a client of ours. a
prominent meat pocker, morketed a new
product through us The product was a meat
pie in a pie-shaped container made entirely
of steel The marketer was in a rush to get the
product to market We tasted it. found it to be
delicious. and prepared advertising which
was tested and found to be effective But be
cause of their haste, this marketer did not
home-test the product, feeling that the quality
of what was in the can would speak for itself

“Enough of these meat pies were pro-
duced fo cover the states of Indiana. Kentucky
and Tennessee Trade relations were good
and large orders were placed almost imme
diately Within weeks they got good retail dis
tribution promptly in the three state areo The Reprinted courtesy of The Conterence Board
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package goods companies train their sales representatives to be alert to and report
changes in competitive activities.

Other market data are available through trade publications, trade organizations,
and such publications as the Annual Survey of Buying Power published by Sales
Management magazine. The government, particularly the U.S. Bureau of the Census,
publishes a wealth of market data that may be particularly useful to certain kinds of
advertisers. A more complete list of research materials is found at the end of this
chapter (see 3.2, p. 60).

Product Research W

Product information is particularly important in determining product appeals —or
shortcomings. Most of it is available within the client company. The research technique
may be no more complicated than a reading of company records and a long conversa-
tion with engineers or designers. For packaged products, data on the product—on
color, packaging, convenience, shelf life, and special features — should be analyzed for
relative strengths and weaknesses. (See 3.1.) Certainly, agency personnel assigned to
an account use the client’s product, if at all possible. Familiarity with a product, and
with its competitors, increases knowledge that can be used in formulating plans.

Many advertising agencies have unearthed quite interesting differences in the way
the client and the consumer perceive a product. Because the former is so close to the
product, it often is easy to misjudge a consumer’s rather casual response to that
product. In some instances, what the manufacturer believes to be the product’s most
important quality is overlooked by the consumer, who is buying it for a totally
different reason. Discovering those reasons is the purpose of what is popularly called
benefit segmentation research. Customers are segmented into groups according to
why they buy a brand —that is, according to their perceptions of the product’s several
attributes or benefits. Toothpaste, for example, seems to be a simple product designed
for only one use. Depending on the brand, however, customers may buy the product
because of one of the following benefits: (1) flavor and appearance, (2) whitening
qualities, (3) decay prevention, and (4) price.!

With a thorough product analysis, particularly one revealing benefit segmenta-
tions, it is obviously easier to develop the brand's positioning (discussed in Chapter
4), and to provide direction to the creative people.

Consuumer Research ,d7

Consumer research looks at the attitudes, behavior, and demographic characteristics
of consumers. The aim of such research is not to enable the advertising industry to
manipulate consumers like so many puppets. Its objective is simply to gather, report,
and analyze segmentations, which involves identifying and describing groups of
consumers in relation to various criteria. The data may be reported demographically

'Ronald D. Michman and Donald W, jugenheimer, eds., Strategic Advertising Decisions: Selected Readings
(Columbus, Ohio: Grid Publishing, 1976), p. 145.
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in terms of age, sex, income, and location. Bevond these simple break-outs, research-
ers may classify consumers by consumption patterns or by social, cultural, or other
factors.

In addition to customer “profiles,” consumer research can also reveal differences
in perceptions of brand image, levels of brand loyalty, and product consumption. For
repeat-purchase products, identifying heavy product users is very important. Almost
every household may have coffee in a kitchen cupboard, but if a coffee company
discovers that more than half the instant coffee is guzzled by a relatively small
proportion of the adult women, that’s valuable information. Who are these women?
Where do they live? Where do they shop? What brands do they presently buy? The
answers to these and other questions, as well as the answer to the key question — What
are their media habits? —can greatly increase the effectiveness of marketing and
advertising programs.

In some instances, consumer research has led to the development of new prod-
ucts specifically designed to fit the needs of a particular market segment. Convenience
foods, new features in automobiles, and new package designs have often been
developed because consumer research revealed either a dissatisfaction with an exist-
ing product or a real desire for a new product.

Consumer research may entail anything from basic analysis of census data to
elaborate survey projects. Some of the most commonly used techniques are sum-
marized below.

Consumer Panels Studying the purchase patterns of “panels” of consumers is a
popular research technique. Some major advertising agencies have established their
own continuing consumer panels. Others are maintained by independent research
companies; the Market Research Corporation of America and National Family Opinion,
Inc., are two well-known examples. Households in these panels are carefully selected,
and the sample is designed to serve as a valid indicator of the total marketplace.
Diaries are provided, and family members are asked to record their purchases in
terms of brands, quantities, prices paid, store where purchased, and so on. The
resulting data also include demographic information on the sample, correlated to the
buying habits of participants. For their cooperation, families usually receive some
modest remuneration or are awarded points toward premiums of their choice.

Focus Groups  In focus groups, a discussion leader prompts anywhere from five to
a dozen consumers to engage in a free-wheeling exchange on a given subject. The
topic may be no more exciting than laundry detergents, but these consumers, when
properly directed, may have plenty to say. To suit an advertiser’s need for information,
members may come from special groups —women with preschool children, college
seniors, businessmen who travel, or tennis players. These sessions, lasting about two
hours, are usually recorded and subsequently analyzed. Several advantages are as-
sociated with focus groups: the responses are immediate, in contrast to those vielded
by some survey research techniques; members of the group can interact and build on
others’ comments; and the insights revealed in such a session may represent “bargain”
information for a client with a big problem and a rather small budget.

Before a client and its advertising agency get carried away with the results of one
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or more focus group sessions, a few caveats are in order. The group should either be
representaitive of the larger market or be confined to known customer profiles. The
discussion leader must be trained to pry out the wanted information, solicit the
participation of everyone, and keep the lid on the one or two who like to dominate
the discussion.

Research directors often agree that focus groups have been misused in marketing
research. Such groups are useful for generating ideas, discussing product attributes or
liabilities, revealing experiences with a product, and discovering how well an in-
tended message is understood. “Focus groups are very useful for initial, exploratory
fishing expeditions,” said one research director. They should #not, however, be used to
evaluate advertisements. That is a job for professionals, not laymen.

Audience Analysis  Consumers are available only as members of an audience. The
audience can be found in newspapers, magazines, outdoor media, direct mail, a
variety of specialized media, and, of course, the broadcast media. Syndicated infor-
mation analyzing these audiences is available from several independent research
companies. For use in long-range planning, these reports may include a wealth of
information: consumer demographics, product purchases in a variety of categories,
seasonal buying patterns, time spent with various media, correlations between media
habits and buying behavior, and even psychological profiles of various types of
consumers. Some of the major companies syndicating these data are Yankelovich,
Skelly & White; Simmons Market Research Bureau, Inc.; and SRI International’s Values
& Lifestyles Program (VALS).

Basic broadcast audience measurement, popularly known as “the ratings,” is
dominated by two industry giants, Arbitron Ratings and the A. C. Nielsen Company.
Radio audience data from Arbitron are the most widely used, although a number of
competitors have made some inroads. Arbitron uses individual diaries, and respon-
dents are asked to keep track of their radio listening for a one-week period.

TV audiences are measured by both Arbitron and Nielsen, relying on one-week
diaries sent to cooperating households. In certain markets, electronic meters are
attached to television sets to measure at what time the set is switched on, the channel
to which it is tuned, and at what time it is turned off.

Because audience estimates are so important in both programing and advertising
decisions, Chapter 10 explores the methods used and data reported by these compa-
nies in much greater depth.

Motivational Research The importance of motivational research to advertising
wis demonstrated in the 1950s by Dr. Ernest Dichter and his Institute for Motivational
Research. The research, an outgrowth of clinical psychology, sought to explore
people’s deepest attitudes and beliefs regarding a product, its function, and its
satisfactions. The new techniques caught the fancy of a number of researchers,
because people responding to straightforward questions often do not tell the whole
truth. Their reasons include possible embarrassment, a desire to increase their own
status, or motives they may not even realize themselves. (The feedback from such
respondents can be very misleading!) Motivational research is an attempt to circum-
vent these problems and dig out true attitudes and beliefs. Although a number of
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methods can be used, two are most common? Projective techniques ask a respondent
to provide word associations, complete a number of sentences, or respond to various
visual materials. Extended interviews with individuals or small groups deal in a rather
unstructured manner with feelings and experiences. These far-ranging conversations
may last several hours and are usually recorded for later analysis.

Motivational research is somewhat out of fashion now, but it has not disappeared.
It is a valid svstem for gathering consumer information, even though it is rather
time-consuming and expensive.

Survey Research Survey analyses of consumer attitudes can be very useful, but
ideally they should be considered along with consumer behavior. The two are not the
same. What people actually do in the marketplace is often quite different from what
they say they will do. When interviewed, consumers may say that they do not like a
product’s packaging and therefore are not inclined to buy it. The truth may be that
they consider the price too high but are reluctant to admit it. Or people may try a
complimentary sample of a new product, express great interest and satisfaction, but
never buy or use it again. Why? Unless the researchers pry out the real reasons, they
may never know.

How can this information be obtained? Three methods are commonly used —the
personal interview, the mail survey, and the telephone survey. The most flexible of the
three is the personal interview, because questions can be more extensive. There is
latitude for personal observations, and cooperation rates can be excellent. The disad-
vantage is obviously the relatively high cost.

A mail survey can either be sent to a wide cross section of respondents or focused
on a narrow target audience. Interviewer bias is eliminated, and respondents can
answer anonymously, allowing the use of questions that might pose a problem in a
personal interview or telephone survey. The cost per respondent is fairly low, but so is
the response rate. Some bias is at work when a low percentage of those surveyed
bothers to complete the questionnaire. Are those respondents representative of the
entire sample? Who knows?

A telephone survey is regarded as a fast and fairly economical way of obtaining a
broad range of consumer information. In a given period of time, one interviewer can
reach more people on the telephone than in personal interviews. Directories offer
excellent opportunities either to draw a random sample or to focus on a special group
listed in the Yellow Pages, such as auto dealers, chiropractors, or plumbers. Unlisted
or new numbers cannot be included in the sample, and telephone surveys are not
conducive to lengthy questioning. During the hours when interviewers phone (day-
time and early evening), many people are simply not available.

Even with trained interviewers or a carefully constructed mail survey, the answers
will only be as good as the questions. Questionnaires should be prepared by a
professional researcher, who can ask the right questions, assure their clarity, eliminate
ambiguities, and avoid any possibility of antagonizing or prejudicing the respondents.
(Preliminary research with focus groups is often helpful in designing questions for

#Kenneth E. Runyon, Advertising and the Practice of Marketing (Columbus, Ohio: Merrill, 1979), p. 115.
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survey research.) In most cases, advertising agencies and clients contract for survey
research with independent research companies. The questionnaire is developed by
the agency and client, but the actual survey work is “farmed out.”

Survey research, beyond selecting a method and carefully constructing the ques-
tionnaire, must provide for a representative sample of adequate size, acceptable
margins of error, and professional analysis of survey results.

Concept Testing >
Translating consumer research data into the actual development of advertisements can
present problems. For example, not evervone is a “best” prospect for a given product,
even though he or she may buy and use it. Consumer research may suggest that
concentrating on heavy users is the best plan. Or it may suggest that since the heavy
users have great brand allegiance, the better prospects for an advertising campaign are
light users who may be induced to use a product more. Or perhaps the best prospects
are people who know about a product but haven't tried it. A different approach in the
advertising concept would be necessary for each group of prospects. To further
complicate matters, there may be great differences within any group in consumer
attitudes, brand experiences, and what consumers expect from a product. Therefore, it
is essential that the creative team clearly understand the specific objectives of a given
campaign. A product is always sold on the basis of benefits, and there may be many.
Selecting the right benefit, or benefits, to advertise in the best way to the “right” group
is an unsure business at best. Concept testing can sometimes reduce the numerous
options and put the client and agency on the right track.

Of all the various kinds of research discussed in this chapter, concept testing is
undoubtedly the most controversial. Creative people, especially, usually hold strong
opinions (either pro or con) about the accuracy and usefulness of this research. There
are many different ways to test. One of the most interesting (and also controversial) is
the use of laboratory experiments in autonomic responses. With the assistance of
some exotic machinery, the involuntary responses of subjects to commercials, print
ads, or other kinds of stimuli are measured.

1. Pslchogalmnometer measures emotional response with an electronic device
that detects perspiration. By means of lightweight electrodes attached to the fingers, a
physiological reaction is measured by recording the resistance of the skin to an unfelt
electrical current. As the subject views an advertisement, various degrees of intensity
are displayed on a physiograph in the form of peaks and valleys. These reactions may
be correlated to a second-by-second analysis of a commercial.

2. Pupillometer measures the dilation of the pupil as a person views an ad. The
conclusions of this research suggest that the more interested the subject is in the
message presented, the greater the dilation factor. Conversely, the pupil will constrict
when the person views disagreeable or unappealing stimuli.

3. Eye camera traces the movement of the eve as the subject views a TV or print
advertisement. The camera can trace what portions of the ad attract attention and the
length of time the person focuses on a particular portion of visual information.
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4. Voice pitch analysis uses a recording of the voice of a person responding to
questions about an advertisement. A computer can analyze charges in voice pitch
linked to the emotional response of the subject. True emotior.al commitment is
separated from those remarks considered to be “lip service” or to reflect confusion.

S. Brain wave measurement monitors a subject through small electrodes attached
to the scalp. Responses on the brain’s left side (reflecting the logical aspect of thought)
and right side (the emotional aspect) are tracked on a computer as the person views
an ad. The data are useful in determining what parts of the ad register best and what
the effects of repeated exposure are. These laboratory experiments have been used to
help an advertiser select the most effective spokesperson for an upcoming campaign.

What do advertising professionals think of these laboratory experiments? The
responses vary from the enthusiastic to the skeptical. The objectivity of the data
appeals to some people, and also the revelation of information that cannot be
obtained by more conventional methods. Some researchers believe that these
methods are most useful in testing advertising for products purchased on an emo-
tional level — cosmetics, high-fashion clothing, perfume, and the like. Many respon-
dents have difficulty verbalizing their buying motives in these categories.

The cost of these laboratory experiments confines their use to the fairly affluent
advertiser, but the primary criticism is not focused on the cost or the data but on what
the data mean. One agency research director said, “No one has nailed down what the
results mean.” And another said, simply, “I don't know what they're telling me.” They
are disturbed that the samples are small, the research is conducted in a very artificial
setting, and the equipment tends to be obtrusive.

Less exotic methods expose subjects to advertising and then ask them to articulate
their response or complete a questionnaire. The results are designed to measure such
factors as attention and obtrusiveness, recall, persuasion, the clarity of the communica-
tion, the relevance to the consumer, and the intent to buy.

A variety of methods is used to obtain this information. In print advertising, it is a
relatively simple matter to send an interviewer carrving a magazine or two on a
door-to-door canvass. It would be difficult to use the same technique in the broadcast
media, unless the interviewer carried a tape recorder to play commercials for con-
sumers and then recorded their responses. Most audience researchers use other
methods.

Two common techniques for testing commeercials are telephone interviewing and
theater, or group, testing. The former technique measures recall of TV commercials by
telephoning a sample of homes 24 hours after broadcast. Theater testing of both
programs and commercials has been used for many vears. The results must be
interpreted with the knowledge that audience members are captive, for all intents and
purposes, and their attention is therefore highly focused.

Another service offers its subscribers both the benefits of information derived
from a consumer panel and the ability to test commercials on a cable television
svstem. Two panels of households cooperate by keeping purchase diaries of food,
drugs, and similar items. The advertiser can carefully follow these records and, at the
same time, test commercials by inserting one of them in a cable system directed to one
panel and providing another to the second panel.
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These three methods —telephone recall, theater testing, and commercial testing
on cable systems —are explored in depth in Chapter 9.

Test Marketin

Test marketing involves an experimental method in which products and advertising
are tested in selected markets. A long research and development process precedes the
test, especially when the subject of the research is a new product. A large manufacturer
turning out a multipticity of products will be constantly researching new product ideas
for feasibility and marketability. Only a fraction of these ideas will ever reach the
prototype stage, and of those that are advanced to a test marketing situation, the fatality
rate is terrific.

Test marketing is a complex business, but most of this research is directed toward
measuring four key consumer responses: awareness of the product, attitudes toward
the product, purchase, and repeat purchase. Understanding these aspects of consumer
behavior is vital for devising successful marketing strategies. For large corporations
contemplating marketing new products on a national basis, test marketing is an
obvious way to reduce the risks. It can make it possible to identify a bust in a test
market stage or to modify a product or plans so that a failure can be turned into a
suCcess.

For a new product, one or more markets may be selected for testing. A number of
urban areas are regularly used for test marketing — Charlotte, N.C.; Columbus, Ohio;
Denver, Colo.; Fort Wayne, Ind.; Houston, Tex.; Little Rock, Ark.; Milwaukee, Wis.;

“Before deciding to change it, bear in mind that this box has done a great
job for over ten years.”
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Nashville, Tenn.; Phoenix, Ariz.; Salt Lake City, Utah; Seattle, Wash.; Tulsa, Okla.; and
others. A McCann-Erickson executive has enumerated the reasons for using these
markets:?

*  Populations are large enough to give reliable, projectable indications.

*  They are small enough to cover with media at a comparatively reasonable cost. TV buying
is especially efficient.

*  The markets are fairly isolated from a media standpoint. What goes on in other areas is not
Sfrequently seen or beard, and thus does not intrude. Test-market advertising does not spill over
into other areas.

*  The population is representative of the rest of the country in demographic terms.

s The trade is supplied within the market. In other words, warebouses in other areas do not
control distribution, so product shipping figures are not confused.

In test marketing, it takes a tremendous amount of work to set up distribution,
locally promote and advertise the product, and then measure results. Store audits are
conducted to keep track of sales. A consumer panel may be enlisted to record
household purchases. Interviews and focus groups may be used to solicit consumer
responses to the new product. Repeat purchase patterns are studied, and consumer
profiles are carefully charted to determine the product’s greatest market potential.
Test marketing is a costly and time-consuming proposition, however, the results of the
research are worth the investment to an advertiser considering spending millions to
launch a new product in the national marketplace.

Test marketing for an established product (with new features or packaging, for
instance) sometimes involves the use of two matched markets. They may be cities or
metropolitan areas, or even states or regions, that are extremely similar in terms of
econoniic, social, and cultural characteristics. One of the areas serves as a control, and
the new marketing campaign is launched in the other. Different advertising programs
may be conducted in each market and their results compared. Advertising weights can
be varied, different media used, and various concepts incorporated into the campaign.
The efficiency and effectiveness of new marketing schemes are then measured and
evaluated in an effort to find an optimum that can be applied in national campaigns.

Ipsmgmp@g@‘valmz’on

Both the client and the advertising agency will profit from a thorough analysis of a
marketing program and learn as much, or more, from the failures as from the
successes. Was the marketing plan realistic? Did sales reach the hoped-for levels? What
role did the advertising program play in this success? Should advertising levels and the
budget be increased in the next year? How much did other factors, such as promotions
or premiums, contribute to total sales? What was the level of competitive activity
during this campaign? What went right? What went wrong? How can we improve in
the future?

*J. Douglas Johnson, Adrertising Today (Chicago: Science Research Associates, 1978), p. 276.
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Answers to many of these questions can be obtained from company and agency
records kept throughout the campaign. Evaluating the data, along with the objective
judgments of the people most deeply involved in the campaign’s formulation, can be
invaluable in preparing future marketing and advertising plans. -

Yo page
What Research Can and Cannot Do TS

1. Research is a management tool, not a decision maker. It provides new insights
and answers questions. Interpretations of research can serve as guides in formulating
plans, but research cannot and should not dictate the marketing plan.

2. The quality of the data is a direct outgrowth of the integrity of the research.
Surveys that have unclear objectives, inadequate samples, or poorly designed ques-
tionnaires or that attempt to cover too much ground can render the results of a major
effort useless.

3. The value of research is increased if the most appropriate sampling method is
selected and carefully drawn up. However, unless the field staff is thoroughly trained
and supervised, the care expended will be wasted.

4. Marketing plans are made for the future. Research data are history. The mar-
ketplace may change drastically or not at all, but it is crucial to keep the possibility
in mind.

5. It is not necessary to reinvent the wheel every time a research project is under-
taken. A continuing long-range research program, carefully planned and executed, can
build an invaluable body of data over the vears. Such a sophisticated program requires
management’s commitment to budget for it, as well as the expertise of true profes-
sionals to conduct the research.

6. Research data do not roll out of a computer to be carved in stone. Some degree of
error is inevitable. The conclusions of a major pilot study should not be resurrected
repeatedly as the answer to all questions.

7. Research data should be realistically interpreted. They should not be stretched
bevond the project’s intended scope. Inferences can and should be drawn, because
marketing research is usually unable to make predictions. These inferences, however,
should be confined to situations similar to the one studied. Wholesale translations
of the results of one project, applied to another set of problems, are rarely accurate.

8. The results of survey research designed to record consumer attitudes should
¥ never be used as indicators of consumer behavior. The two are not the same.
———————

9. Consumer panels, subjects in a laboratory setting, or people interviewed during
the course of a survey can provide valuable data. They are not, however, engaging in
normal behavior. The degree of error of such marketing research methods is impos-
sible to measure. Scientists have devised a number of ways to mitigate the problems
posed by unnatural settings, but they will always be preseat to some extent.

10. Marketing research does not always recognize the impact of repetition in adver-
tising. Measurements may be made on the basis of a test market situation or of
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consumers who respond to a one-time exposure, In this latter instance, what con-
sumers may consider an exaggerated product claim at first may eventually become
acceptable after repeated exposure. This credence, built up over a period of time,
tends to substantiate the theory that if consumers are told something often enough,
they will eventually come to believe it.

Conclusions

The marketing system of the United States is the envy of the modern world. Americans
are accustomed to being able to find what they want when they want it, and in great
abundance. The movement of goods and services to meet the demand is an amazing
enterprise, but it did not just grow like Topsy. Too much capital has been invested to

3.2 /Research Materials

The following publications are useful In con-
ducting marketing research

* Library references: /ycr Directory of
Publications, Bradford's Directory of Marketing
Research Agencies and Management Con
sultants in the United States and the World,
Broodcasting Yearbook, Business Information
Sources, Business Periodicals Index, Concise
Guide to International Markets, The Confer-
ence Board, Dun ond Brodstreet Directories,
of Associations, Encyclopedia of Business In-
formation Sources. Funk & Scott index of Cor-
porations and Industries, Horfax Directory of
Industry Data Sources, The Marketing informa-
tion Guide, The Annotated Bibliography.
Moody's Services, Predicasts F and S Index
United States, Readers’ Guide to Periodical Lit
erature, Soles Management Survey of Buying
Power, Simmons Market and Format Research,
SRl International Values and Lifestyles program,
Standard and Poor’s Services, Stanaard Direc
tory of Advertisers, Standard Directory of Adver
tising Agencies. The Standard Periodical Direc
fory, Standord Rate and Data Service. Sta-
tishcal Reference Index and Abstracts, Super
market Inshitute Index, Television Factbook, Top
icator, Classified Article Guide fo the Advertis-
ing/Communications/Marketing Periodical
Press, Trode Names Directory, Ulrich's Interna
tional Periodicals Directory, Wall Street Journal
Index

* Advertising and marketing peri-
odicals: Aovertising Age., Aaweek. Broad-
cashng, Direct Marketing, Ecitor & Publisher,
Journal of Advertising, Journal of Advertising
Research, Journal of Consumer Affairs, Journal
of Marketing. Journal of Marketing Research,
Maaison Avenue, Marketing & Media Decisions,
Promotion. Sales Management, Television/
Radio Age. Varety

* Materials and publications of the
Jollowing organizations: /cveriising e
search Foundation, American Business Press,
American Association of Advertising Agencies.
Amencan Marketing Association, Association
of Natonal Aavertisers, Cabletelevision Adver
tising Bureau. International Advertising Associa
tion, Magazine Publishers Association, Market
ing Research Association, Outdoor Advertising
Association of America. Radio Advertising Bu
reau, lelevision Bureau of Advertising

* Government publications, mostly
available through the U. S. Superin-
tendent of Documents: moterals from the
US Department of Agriculture, U S Department
of Commerce (Survey of Current Business),
Federal Trade Commussion, US Bureau of the
Census (Statistical Abstract of the United
States), US Bureau of Labor Statistics, Federal
Reserve Board Bulletin

* Trade publications related to mar-
keting specific products or services
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leave marketing systems to chance. Risks are always present, but they can be reduced
by gathering and interpreting marketing research information.

No one is scrutinized more intensely than the American consumer. Marketing
research now analyzes geographic, consumption, demographic, and psychographic
distribution patterns. Consumers are also studied in terms of their response to both
products and advertising and as members of audiences of various media.

Marketing research is a complicated business, and millions of dollars are spent
each year to obtain useful data. Marketing research has multiplied in both quantity and
quality over the years because of the need for the information and because of
constantly improving data-gathering techniques. The result has helped marketers to
minimize risks. It has also benefited consumers, since efficient marketing systems are
the ones that provide the goods and services they need.
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Objectives, Strategies, and
Positioning

Just Tell Me What You Want

If we could first know where we are and whither we are tending, we could better judge what to
do and bouw to do it.

President Lincoln's observation regarding nineteenth-century politics can be
applied just as appropriately to twentieth-century marketing problems. The changing
complexion of the marketplace, the unpredictability of the consumer, the costs of
advertising, and the high risks of the business world mean that advertising programs
today must be put together with reasoned strategy and great care. Before an effective
program can be developed, specific objectives for it must be defined. The question is:
Exactly what is to be accomplished?

Understanding the overall function of advertising helps us to answer that ques-
tion. The purpose of advertising is persuasion. In order to persuade, advertising is
usually directed to one or more of the following five broad aims: to create awareness,
10 promote understanding, to shape attitudes, 10 enbance recall, and to motivate
action.

Developing reasonable objectives for an advertising program must always be
related to communication functions. Ask anyone what he or she thinks advertising is
supposed to do, and in most cases the answer will be to “increase sales.” Yet
increasing sales s not an advertising objective, because it is not 2 communication
function! Certainly, almost all advertising programs contribute to making a sale, but
the relationship between the two is seldom a direct one. There are too many other
factors at work in the marketplace.

The tendency to expect advertising to accomplish goals that are really beyond the

62
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scope of the communications process is a basic problem in defining objectives. For
example, increasing sales 10 percent, expanding distribution 15 percent, or achieving
a 20 percent market share is 7ot a legitimate advertising objective. Advertising can
contribute to each, but these goals are marketing obijectives, and advertising is only
one part of marketing. A total marketing plan analyzes all the variables —marketing
history, data on the product or service, pricing, packaging, volume, seasonality, dis-
tribution, sales channels, target audiences, consumer attitudes, competition, forecasts,
and so on.

A long-term marketing plan is helpful for a thoughtful advertiser, but in today’s
volatile marketplace, plans are constantly being reviewed and updated in response to
changing conditions. Advertising objectives, an outgrowth of the marketing plan,
likewise must be reviewed and updated, sometimes on short notice.

Legitimate advertising objectives are, or should be, specific. They are “targeted”
toward a specific outcome and normally include the following four essential parts:

a specific communications job
a target audience
an expected result

W N =

a given period of time

For example, a detergent manufacturer might want (1) to communicate informa-
tion about a product improvement (2) to users of a competitive brand (3) so that 50
percent of this audience will know about the change in the product (4) within the next
three months.

Defining objectives is not simply an academic exercise; it is a practical necessity.
Advertising is communication of ideas, and as such, it is intangible. Clearly defined
goals are extremely important when dealing with intangibles, especially since people
work better when they have a clear idea of where they're going. Since a great many
people may be involved in all of the aspects of an advertising campaign, a common
direction is essential. Objectives not only minimize wasted time and effort but also
make it possible to measure results.

ﬁe’rz; Jor Defining Ob]%

Although there are no pat forntulas for™ hUW'tO‘dEﬁn?ﬂ‘CIVe’:(lng objectives to cover
all needs, some general principles can be used as guidelines:

1. Objectives should be expressed as clear, written statements of the communi-
cations part of the marketing job.

2. Expected results should be realistic and within the capabilities of advertising.

3. It must be possible to translate goals into a plan of action; they must not be
resounding, but empty, ideals.

4. Written objectives should be agreed to and understood by all the people involved
in creating and approving the advertising.
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5. Advertising objectives should be separate from, but related to, marketing ob-
jectives.

6. Objectives must be based on a thorough understanding of the market, the
product, and the consumer.

7. Goals should be measurable, and the techniques used to measure results should
be established at the outset of any advertising program.

Establishing Advertising Objectives

An advertising agency (or the advertising department in a business) serves as the
caretaker of the advertising budget. The sum may be great or modest, but before a
penny is spent, a great deal of information must be conscientiously gathered and
analyzed. One of the most important functions an agency can fulfill is to provide the
client company with an objective picture of its products or services in terms of the
marketplace. For an agency with a new account, or for personnel newly assigned to an
account, it means beginning at the beginning,.

Learning as much about a client as possible is a first step in defining advertising
objectives. What is the product? What are its benefits? How is it made? How many
models? What colors? What special features? How is it distributed? Where? When is it
bought? What times of the year? What days of the week? Who does the buying? How
frequently? Why do they buy it? What brands are competitive? What are their special
features? The questions could fill a dozen pages, but these few serve as examples of
what the agency account team must know if it expects to participate intelligently in
designing a client’s advertising program. The answers to many of these questions are
often relatively easy to come by, but not always. It is the function of marketing
research, discussed in the last chapter, to seek out some of these answers. Then, the
researchers can provide the latest figures that give both the client and agency an
up-to-date perspective. The information that advertising planners need usually falls
into two basic categories —product (or service) analysis and consumer analysis.

Product Analysis

One of the first considerations when formulating intelligent advertising objectives is
the present status of the product in the market. The classic development of a national
brand product might be described as consisting of four stages: introduction, growth,
maturity, and decline (which may or may not be avoidable).

If the product is to be introduced to the market, or is still in the introductory

eaweq ¥ dhace stage, the advertising objectives may be relanvelv clear-cut. In order to introduce the
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roduct to prospective consumers, the “news” function of advertising will be ex-
oited to its fullest. Television, particularly, has proved to be extremely valuable in
this respect. An introductory campaign may have a number of secondary objectives as
well. For example, it may also be designed to help develop new distribution channels
or to arouse the enthusiasm of dealers.
Thousands of new products are introduced each vear, and the failure rate is a
marketing manager’s nightmare. Most products that do secure a foothold in the
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T foem yNews
market, moreover, are unlikely to be an overnight success. A manufacturer may spend £ ~bednia -5
millions on research and development, invest more in product promotion and dis- 7—~’
tribution, inaugurate a major advertising campaign, and find that it will still take vears )t’rwacle/- (om .-
before the brand begins to return a profit. Some products never “turn the corner” and mercnls
are eventually dropped. (Edsel automobiles and Red Kettle Soups are two well-known
examples of extravagant marketing disasters. Less familiar failures are legion.) The
smashing successes —excellent products introduced at the right time and in the right 0“‘6
way — were usually accompanied by a brilliant advertising campaign. JO fom

If a product is in the growth stage of its development, the advertising ohjectives> ff\’{"’f‘d "‘H {
may simply be introducing it to new areas and contributing to a marketing plan  readn ~ew
designed to enlarge the market share. Print ads and broadcast commercials may call  ag,+ cAphic
attention to a “cents-off " coupon packed in the product, demonstrate the product in 4o up S
use, or announce a special sale. The growth stage may also expand the product to new
consumer groups. Typewriters had been an office necessity for generations before the
industry expanded its market to make them common in the home and to promote
them as gifts to students. Another example of a campaign designed to broaden usage
was developed for V-8 Cocktail Vegetable Juice. “Wow, I could have had a V-8”
obviously encourages consumption and suggests it as a substitute for other drink
products at times other than breakfast.

In the product's maturity stage, a wide variety of advertising objectives may be s, ﬂql' (able )
appropriate. The goal may simply be to remind consumers that the product does W00, ( innem iy
indeed exist! Other objectives may include prompting the public to use the product, g, q f;m d
perhaps as a replacement for other products; suggesting new uses; seeking new users;
attempting to neutralize a negative impression revealed from consumer research; oV Uses
seeking to reinforce a favorable attitude among present users. Special problems are fl’ﬂﬂufo//pf ffch '
sometimes encountered in marketing a mature product. The baby food market, for
example, changes continuously. The buvers are mothers and the consumers are
obviously babies, and in a short time they both move out of this market. Thus, the
advertising function for a baby food is constantly to reach new mothers and familiarize
them with an established product.

A product in the declining stage is guaranteed to bring gray hairs to both the
brand manager and the agency; it presents special problems and challenges. Obvious-
ly, the first question to ask about a product decline is “why?” Competition, unfortu-
nately, never stands still, and many product failures can be attributed to a competitor
introducing a bigger and better mousetrap or simply outspending a client in a major
advertising blitz. Digital watches and clocks have greatly reduced the demand for the
traditional type, and food processors have usurped the function of several other
common kitchen appliances.

The decline and ultimate demise of a product can be the result of many marketing
factors. Changing life-styles affect consumers’ preferences. In recent vears, for exam-
ple, sales of both coffee and candy have been in steady decline, and for some
contparties it may be futile to swim against the stream. Sometimes, an advertising
program provides a handy scapegoat for a product’s decline. Mediocre advertising,
however, merely accelerates a downward trend. To arrest such a trend is a tremen-
dous challenge, and good advertising can help. A brief case study on just such a
problem is summarized in 4.1.

oms
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Any product associated with a fad, and particularly certain products oriented to
teenagers, may swing through a life cycle in a matter of months or a couple of years.
Soft drink bottlers that cater to youngsters must constantly update their advertising
programs to keep their share in this important youth market. Some product declines
may be traced to the inconvenience of the product or its packaging. The frozen foods
section of a supermarket is evidence of efforts to offset the inconvenience of certain
food preparations. A working wife may be very willing to spend a little more to buy a
prepared frozen dish; she may no longer buy brands that require elaborate prepara-
tion. The marketing problems of a product in decline must be faced realistically by
both the agency and the client. “New, Improved” package labels in advertising
campaigns may reflect a product in deep trouble. The product change may be minor,
or it may reflect a total overhaul. In any event, because of the number of factors
involved, the managers of a declining product should not expect advertising to
accomplish marketing miracles.
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Who buys the product? When, where, how, and why? If research can answer these
fundamental questions, the resulting consumer data will be invaluable in formutating
specific advertising objectives. Consumer analyses usually cover four areas: (1) geo-
graphic distribution, (2) consumption distribution, (3) demographic distribution, and
(4) psychographic distribution.

67

Geographic Distribution Where do the client’s customers live? Few products

enjoy a pattern of consumer distribution that spreads like frosting on a cake. The

urban, suburban, and rural distribution of the consumers is critical, and agencies must > Whe @@
take account of the patterns in their media planning. There must be sufficient cus-

tomers, Or prospective customers, in a given area to make an advertising program

worth the expense. The media are well aware of this and also of the advertiser’s need

to use spot campaigns. Radio, TV, newspapers, and outdoor signs are all media that can

be localized. Even magazines offer advertisers regional editions, and sometimes

specific market editions. Such media options enable the advertisers to invest their

dollars where they anticipate the most promising return.

Consumption Distribution Just as customers for a given product are not evenly
distributed geographically, neither are their consumption patterns. In fact, research on  )hg (ax bu‘f
most products and services shows that a relatively few heavy users account for the
greatest portion of the consumption. Examples include airline travel for business, car
rentals, hair coloring, expensive liquors, liquid dietary products, and nonprescription Who wil b07
medications. In some cases it's an “either-vou-do-or-you-don’t” proposition. Pet own-
ers buy pet food. Other people don't.
It may be that 20 percent of a client’s customers consume 80 percent of the brand.
Naturally, the advertiser wants to identify and seek out that all-important 20 percent.
This knowledge is useful not only in subsequent media planning but also in the
development of a creative strategy. “Schaefer’s is the one beer to have when you're
having more than one.” This famous jingle was obviously directed to prodigious beer
drinkers. In addition, the advertiser wants to discover how strong the brand loyalties
are in these consumption patterns. Some product categories, such as toothpaste, enjoy
high brand loyalty. In other categories, consumers constantly switch brands, perceiv-
ing little difference between them. They buy the best bargain. An advertiser’s dream
would be a successful product that enjoyed both high brand loyalty and heavy usage
by a clearly defined group of consumers.

vS.

Demographic Distribution Who are the customers and potential customers?
Age, sex,.education, income, family status, and ethnic grouping are broken out in
many demographic analyses. These are the most easily identifiable consumer charac- > W
teristics that assist the advertiser in further refining advertising objectives. In some
instances, demographic profiles will be rather narrow. (Customers for chewing to-
bacco and sable coats are two extreme examples.)
Demographics are not carved in stone but are, rather, in a state of flux. Because of
their effect on consumer behavior, it is incumbent on the advertising industry to
anticipate these changes.
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For example, the nation’s distribution of population by age groups is changing
rapidly. Because of a declining birth rate, the youth market has been shrinking, and the
market of seniors is expanding because of extended life expectancy. The median age
in the United States is expected to move from 30 in 1980 to 35.5 in 1990.! That's a
significant change in one decade. Marketers are paying more attention to the “maturity
market.” Myths that the aged are shut-in mobile home park residents on a meager
income who buy only life’s necessities are being dispelled. Researchers have discov-
ered that the nation’s seniors don’t plan to take it with them but spend it now; they are
an excellent market for everything from college courses to hot tubs.

Another important demographic change is the entering of millions of women into
the work force. The greater independence, income, and opportunities of women
create a ripple effect in the marketplace. On the one hand, though women now have
more money to spend, they increasingly turn over some shopping responsibilities to
other family members. Supermarkets, which have historically advertised to women,
are beginning to recognize that their aisles are crowded with men who account for a
significant portion of their total business. On the other hand, banks, insurance
companies, airlines, and other businesses that have primarily targeted men are modi-
fying their ad campaigns to attract women.

Education levels and occupational profiles are also in constant flux, but the
greatest changes have occurred in family status and in various ethnic groups. With the
divorce rate up and with increasing acceptance of an unmarried life-style, the number
of households headed by a single adult is at a record high and still growing. The
traditional family of working Dad, housewife Mom, and two children is very much a
minority segment of the total population. Working single adults, with or without
children at home, have become a distinct marketing target for a variety of convenience
products. Many food companies, for example, now market single servings. Nor has the
growing size of ethnic markets in proportion to the total population escaped the
notice of advertisers who know that their products are popular in the black or
Hispanic market.

All these changes in demographics require constant monitoring so that advertis-
ing campaigns can anticipate evolving situations. This awareness should be most
visible in creative approaches — fewer stereotypes, hopefully, and a more realistic mix
of people portrayed in commonplace situations. Additionally, there are and will be
significant changes in the media as they adjust to changing demographics. Daytime
television is no longer the exclusive province of the homemaker, and business and
financial magazines and newspapers are not for men only. Other, less obvious ad-
justments will have to be made.

Demographic analyses may reveal a wide market in which customers cut across
many categories. The market for soaps, automobiles, and many food products can
show diverse demographic breakouts. In such an event, the advertiser may ask the
researchers to look beyond the more obvious demographic characteristics of the
market and search for significant psychographic qualities.

.S, News & World Report, September 1, 1980, p. 51.
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Psychographic Distribution Two consumers may have identical demographic
characteristics — same age, education, and income, for example. But their buying and
consumption patterns may be as different as grape juice and champagne. Why? The
answer may come from psychographic research, which is often employed when
demographic data are simply not enough to identify the consumers. This research is
one of the newer and more elusive factors in planning advertising. Essentially, it asks
the question “Way does the consumer buy this product?” It searches out common
characteristics among product purchasers and employs modern psychological testing
to obtain the information. The consumer profile for a particular product may show
vast differences in demographics but a fairly consistent pattern in such traits as
aggression, compliance, dominance, autonomy, adaptability, and the like.

For example, Merrill Lynch, Pierce, Fenner & Smith, Inc., discovered that its
well-known and impressive “Bullish on America” campaign was off the psychographic

S>Wh .1

target. The early TV commercials showed a pack of bulls at a full gallop while an

anpouncer intoned that Merrill Lynch was bullish_on_ America. When _this client
switched to a new ad agency, Young & Rubicam (the nation’s largest), the agency's
rw;ﬂgo_ncluded that_the old campaign was really appealing to the
"belongers™ — conformists who are unlikely to take risks. Yet heavy investors were

found to perceive of themselves as achievers — self-confident unique individuals. The

advertising strategy evolved to a new slogan — “a breed apart” —showing a single bull
moving_through assor i 5 aof them designed to symbolize a

financial maze.
In another example of the value of psychographic research, Sunkist came up with
a very precise demographic definition of the heavy users of lemons. Yet there are

2Advertising Age, November 9, 1981, p. 82.

“The sponsor is not totally convinced that this agency has
entered into the spirit of this campaign!’
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thousands of people with identical demographics who are not heavy users of lemons.
The psychographic research, however, found significant differences between demo-
graphically identical groups in such areas as life-style, attitudes about cooking, and
venturesomeness in menu planning. The data gave Sunkist an enormous head start
both in planning an efficient media strategy to reach these creative cooks and in
creating advertising that would capture their imagination,

Obviously, demographic and psychographic research must work hand in hand,
and the result is often referred to as life-style research. It was defined as follows by an
executive at the Leo Burnett advertising agency:

Life stvle research is designed to answer questions about people in terms of their activities,
interests, and opinions. It measures their activities in terms of bow they spend their time it work
and leisure; their interests in terms of what they place important in their immediate surround.-
ings; their opinions in terms of their stance on social issues, institutions and themselves; and
Sinally, basic facts such as their age, sex, income and where they live.

% Consumer Awareness and Acceptance

Besides knowing the distribution of consumers in terms of geography, consumption,
demographics, and psychographics, it is also helpful to identify consumers in terms of
their awareness and acceptance of certain products.

The effectiveness of an advertising campaign will obviously vary with each con-
sumer and with his or her status along the slope shown in the chart in 4.2. Consumers
are usually scattered, and the fall-off rate is terrific. For any one consumer, most of the
brands he or she sees advertised are ones that will nor be purchased. Fortunately for
the advertiser, there are so many prospective purchasers that the market for a product
survives in spite of the tremendous attrition rate. Advertising objectives should be
designed with this sequence in mind, because each area represents support for the
next. Some consumers, exposed to advertising that particularly appeals to them and
that offers a product they really want, progress through this sequence in the wink of
an eye. Others never make it.

The unaware may be made aware by a campaign specifically designed to
introduce a new product or herald a change in an existing product. The objective is
pretty straightforward, and the campaign may be considered a success if subsequent
market testing shows a great increase in consumer recognition. Gaining the attention
of those consumers is quite another matter. Advertising in the mass media is basically
incidental to the consumer’s use of the media. People learn to “tune in” and “tune
out” messages at an early age. Thus, it is important to set objectives that define as
clearly as possible the most likely prospects for this product. Forget the rest. (Con-
sumer research can turn up interesting data, however. In certain lines of men’s
furnishings, a high volume is bought by wives, who not only decide to buy the product
but also select the brand. They should not be forgotten.)

*Joseph T. Plummer, “Life Style Patterns: A New Constraint for Mass Communications Research,” Journal of
Broadcasting 16, Vol. XV1, No. 1, p. 80.
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Perception is complicated by the fact that every person decodes messages in his
or_her own peculiar way. Consumers are selective in paying attention and aiso in
retaining information. They pick out what is relevant, seek reinforcement of preexist-

ing attitudes, and reject what is negative or meaningless. It is in this stage and in the
credibility stage that the emotional context of advertising plays an extremely important
role. The primary objective of an advertising campaign may bé to proclaim that the
product exactly fills a consumer’s needs. It may do so by building a “lack” in the
consumer’s mind and then by demonstrating how the product can come to the rescue.
Whatever device is used, the purpose is to solidify the consumer’s perception and
positive acceptance of the product.

Motivation, the last step before product purchase, is the area where that last little
nudge is needed. Many factors in the marketing mix may provide the motivation. A
half-price sale, a friendly clerk, a point-of-purchase display, and a dozen other factors
may influence the final sale. It is axiomatic that advertising is most important in the
early stages of this consumer scale. It is also obvious that, as the consumer approaches
the moment of sale, more and more complex factors are at work. The sequence can
get fouled up very easily, and this is one reason for the high attrition rate. Product
satisfaction is fairly well beyond the control of the advertising program. Clearly, there
will be no consumer satisfaction if the product does not perform as promised.
Untruthful or deceptive advertising, particularly for repeat-purchase products, is folly.
When it occurs, consumers deeply resent the advertising, the product, and the
manufacturer and will probably never buy the product again. Repeat purchase can be
affected by advertising that encourages repeat use, contains reminders, and suggests
new uses for the product.

4. 2/ Consumer Acceptance \S}éu;en.cgﬁ

Repeat Purchase
Satisfaction

Purchase

Motivation
Credibility
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Attention
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Examples of Advertising Objectives

Specific objectives for an advertising campaign, committed to writing, provide a
common reference point for both the agency and the client. Here are some examples:
¢ Introduce a new product.

* Announce an improvement in an existing product, such as a change in formula.

* Announce new features of an existing product, perhaps a new attachment for a
household appliance.

*  Suggest new uses for a product.

* Introduce new packaging and familiarize the market with it.

*  Demonstrate or dramatize a product feature.

* Reinforce a favorable opinion among present users.

*  Suggest an increase in the frequency of product use.

* Suggest an increase in the volume of consumption among present product users.

*  Extend the length of the product buying season. (Many food products are highly
seasonal. A strong advertising effort may sustain the popularity of a product for longer
periods of time. Turkeys and pumpkin pie are delicious on days other than Thanksgiv-
ing and Christmas, for example.)

*  Familiarize a new generation of buyers with the product, such as a toy.

» Publicize a safety feature, such as with automobiles, tires, various home appli-
ances, or shop and garden power tools.

* Publicize a guarantee, warranty, or the superior service available with a product.

* Persuade a prospect to visit a showroom, write for more information, telephone
for a home demonstration, and so on. (This kind of advertising campaign is designed
to move the prospect into contact with a salesperson, whose efficiency is enhanced by
a list of “good leads.™)

*  Familiarize the market with the many different products of a corporation. (The
excellence of certain well-established brands can improve the image of lesser known
brands.)

* Bring new information to the marketplace as a public service. (Commercials for
the oil companies and public utilities regarding the energy crisis are considered by
some to be a public service.)

* Advocate a position on a controversial public issue. Major corporations have
launched campaigns to support particular ballot issues or to editorialize on what they
consider to be excessive government regulation.

*  Educate the public about an entire industry and thus improve its image. (Indepen-
dent insurance agents might conduct such an advertising program.)

¢ Build company prestige and employee morale. (Institutional or corporate adver-
tising often accomplishes this objective. Print ads or commercials may contain a
“salute” to the outstanding performance of employees.)

*  Build a favorable image with retailers and dealers. (The purpose is to facilitate the
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sales job of the manufacturer’s representative, build preferred shelf space, and so on.
Advertising for 1 home appliance manufacturer might stress not only product features
but also the friendliness and service of its dealers.)

« Correct a wrong impression or misinformation or overcome bad publicity. (The
Kraft Foods Company faced such a problem in 1974 with its macaroni and cheese
dinners. The Food and Drug Administration and the manufacturer announced the
recall of huge shipments of this product because of its salmonella content. To win back
old customers in such a circumstance is an uphill fight.)

e Combat or neutralize a competitive claim. (Unfortunately, this objective too often
degenerates into a “me too” campaign. There are better ways to do it.)

e Overcome an unexpected competitive development. (Such an objective is not an
easy task when the competition has come up with a great product innovation and is in
the process of announcing it to the world.)

»  Demonstrate the superiority of a product by directly comparing it with a competi-
tive product or products.

e Create a brand preference. (This objective might be possible in a product category
where there is historically a great deal of brand switching.)

At the retail level, advertising objectives usually include one or more of the
following:
»  Promote specific merchandise.
e Generate store traffic.

s Tie in with a special event, such as Mother’s Day, graduation exercises, and
the like.

+  Take advantage of a co-op advertising budget. (A retailer may promote the store
and a specific product line and split time or space costs with the product manufac-
turer.)

Developing Objectives into Strategies f

Once advertising objectives are defined, the advertising plan requires a strategy
statement. A strategy is simply the way the agency plans to reach its objectives. It
includes both creative and media planning, and the two must work hand in glove. The
questions asked are “What shall we say?” “To whom should this message be directed?”
and “In what medium or media?” It might seem fairly easy to answer such questions,
but it isn't. For any single objective, there may be a dozen strategy avenues. That's part
of what makes advertising and the decision-making process so fascinating. In design-
ing an effective advertising program, all the alternate strategies must be sifted and
weighed and the best one determined. The individual experience of the people
working on this strategy and the collective experience of an agency or advertising
department over many vears are very valuable. (“Let’s not do that! We tried that for
Client X in 1979, and it bombed!™)

Many advertising agencies have replaced the classic plans group of the past with a
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strategy group. This change represents more than a semantic dodge. An agency’s
strategy group is concerned with advertising directions at an early stage of develop-
ment. (One criticism of the plans group was that it tended to act as a pseudo client,
primarily concerned with an 11th-hour review of plans before they were presented to
the client.)

The strategy group examines the facts on which advertising recommendations are
to be based. It reviews the stated objectives. Then, it works with the account group in
evaluating various ways to accomplish a given objective and in deciding on the best
method.

“Positioning” the Product or Service )ﬁ?

In the last decade, the marketing strategy of “positioning” has become a preoccupa-
tion of the industry. The term is often a “buzz word,” bandied about and sometimes
misunderstood. Positioning refers to a product or service’s niche in the minds of
consum Its crucijal & is the perception of a product in relationship to compet-
itive products or services.? —

ASSIC €X sﬁpositioning in advertising include Burger King’s *‘Have it your
way”_campaign. Hamburger aficionados were assured that they would get their
favorite meal the way they wanted it and did not have to accept the standard fare of
competing fast food restaurants.

Volkswagen's famous “Think small” campaign in the 1950s Rositioned the import
against big, luxury American cars as small, inexpensive, and economical. The results
are marketing history.

Johnson's Baby Shampoo was formerly oriented exclusively to an infant market.
When the product was repositioned to include not onty That market but also young
women who wanted to wash their hair with a very gentle shampoo almost every day,
the product’s sales charts became a brand manager’s dream. Later the product was
positioned to be acceptable to the hairy-chested-male market.

No Nonsense panty hose, as a quality product reasonably priced and sold in
supermarkets and other mass outlets, is positioned to stress function rather than
fashion. The appeal is to women who want a good product at an inexpensive price for
day-in, dav-out use.

When Gillette introduced Right Guard as a man's deodorant, sales were moder-
ately good. Later, however, the company repositioned this product as a family
deodorant, because of its aerosol features. Sales went straight up. The product had not
been changed, but the position of the product in the marketplace and in consumers’
awareness made the difference.

Products in decline may be salvaged with repositioning based either on changing
the character or personality of the brand or on promoting new uses for a familiar
product. An example of the former tactic is the repositioning of Ivory Soap, the
100-vear-old granddaddy of the soap brands, as a contemporary “natural” soap. Arm &

*Al Ries and Jack Trowuw, Positioning: The Battle for Your Mind (New York: McGraw-Hill, 1981). This excellent
reference by two authorities explores the topic in depth.
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Hammer, another brand in decline, was synonymous with baking soda and was usually
used only for leavening. By suggesting new uses for this product, such as using an
open box in the refrigerator, the company repositioned the brand as an alternative to
high-priced, chemical-laden detergents and deodorizers.

The success or failure of a product can often be attributed to its positioning. Since
there are usually many positions for any given product, sound judgment and expertise
are essential in deciding which position to stress. In positioning a new product or
repositioning an existing product, some of the following factors must be carefully
weighed:

1. A product’s position cannot be developed as a figment of planners’ imaginations.
It cannot lack substance, and it must be a legitimate outgrowth of the product and its
use. Consumers find positioning useful in comparing available choices, but the
product must deliver what it promises, because positioning heightens consumers’
expectations.

2. Aproduct’s position cannot be too narrow in appeal. It must be perfectly matched
with the demographics and psychographics of prospective customers and be relevant
to the desires of that group. Research and testing can provide valuable data to
determine if a position is on target.

3. The product must be positioned against the competition. A “me too” strategy
against a brand leader is marketing suicide. It is risky to enter the battlefield against
the leading competitor. The high ground belongs to the leader for solid reasons. A
wiser course is to move up the ladder by knocking off smaller game.

Br eREsesT AL WELL O ALOWED T SAY 15 BT
oW TRES ARE ROUND — @uT ReYRt RUNNWG
oMk TRSTS "N RAT, T0.
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4. A new position usually requires a total overhaul in marketing strategy. This may
include repackaging, new merchandising materials, and, obviously, a change in the
advertising program. Repositioning an existing product implies a change from the old
position, and that means an inevitable loss of some old customers. It is important to
determine the believability of a new position. Millions of dollars have been wasted
trving to change minds with advertising. If a new position cannot reasonably evolve
from the old positioning, it should not be pursued.

5. Positioning is more than the execution of a new creative strategy or the possible
overhaul of an existing product. Proper positioning must be accompanied by a careful
analysis of the current media strategy. If there’s a shift in target audience, the media
buys must also shift, or the repositioning effort is likely to be futile.

Establishing a Budget W

Establishing an annual advertising budget is not easy. The ciient, who knows he must
spend money in order to make money, must consider many factors in determining
what he can and should spend on marketing. This total budget must support promo-
tion and publicity programs, sales aids, point-of-purchase materials, advertising, pack-
aging, distribution, and a host of other activities designed to move the product from
the warehouse into the hands of the consumer.

The problems are more complex for large manufacturers of national brand
products than for local retailers, but the latter have their share of headaches in
deciding what they can afford to invest in advertising. It is not easy to measure the
actual return on money spent in advertising, and those systems that have been
designed constitute an inexact science. Very often, the response to the advertising
investment may be delayed for weeks or months. An advertising budget must still be
determined, however, and a number of approaches and “systems” are used to estab-
lish that annual figure. (See 4.3 for an amusing parable relating to advertising
budgets.)

Task Method

The task system of budgeting is a favorite one, particularly with agency executives.
When objectives have been established and the strategy determined, the job ahead is
pretty clear-cut. For example, if it has been determined that demonstration TV com-
mercials are necessary in order to accomplish a given objective, and if experience has
indicated that 50 percent of the advertiser's prospects must be reached 10 times in
order to achieve desired awareness levels, the price tag for all this can be calculated.
The production experts can estimate the costs of producing such a commercial, and
the media experts can estimate the costs of contacting the desired number of people
(reach) the desired number of times (frequency).

The proposed budget that emerges from this exercise is often considered too
expensive by a client. (Evervone wants the moon, but NASA knows the price of getting
there.) Thus, it is necessary to cut or reorder the budget in ways that will still achieve a
successful campaign. On the one hand, the advertiser may have to settle for reaching
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fewer prospects, if frequency is of primary importance. On the other hand, the client
may have to be content with reaching the audience fewer times, if size of audience is
paramount.

The task method provides an ideal intellectual start for budgeting, but it must
invariably accommodate itself to what can be afforded.

Unit of Sale

Some manufacturers regularly budget a certain percentage of the product’s purchase z
price for advertising purposes. A fixed percentage, or a dollar sum, is often assigned to

the sale of automobiles or major durable goods such as home appliances. The
percentages may vary drastically between product groups, depending on the competi-

tive picture. The advantage of this budget system is that, if it is based on the previous
vear's sales figures, it's easy to determine the next vear's advertising budget. It can, of
course, be based on anticipated sales. The problem is that it is not a very flexible
method.

Perceniage of Sales

A common and quite popular formula for establishing an advertising budget is 1o « ‘ / [ -
allocate a percentage of total sales to advertising. It is usually based on the previous 77 o) skl
vear’s sales and may vary from T or 2 percent up to 12 or 15 percent or more. In highly (/
competitive product categories such as cosmetics and over-the-counter drugs, a 'W\ an
higher percentage of sales is usually assigned to advertising than in less competitive /7/f Viovs 7’1‘:9/(
categories. The high markup on certain products reflects high risks and heavy invest-  ra/z¢ ,
ments in marketing costs. N
The problem with this system is that the advertising budget is based on past Disee "’Y#ﬁ‘?“ T
performance, not future estimates. The method seems to suggest tm bar&! o

- Ynee Hod Aleq 100,000 g,?xfdx,w
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27 4.3/The Man Who Sold Chewing Gum:

An Ad Age Parable

It was common knowledge among his col those dollars into the profit column for the next

leagues that William Wrigley, Jr, attributed the quarter?

success of his chewing gum empire fo con- Wrigley thought for a moment and then

stant and forceful advertising asked, “"Young man, how fast is this train
Once he was traveling to California on going?

the famous Super Chief with a young accoun- ‘About sixty miles an hour,” replied the

tant from his firm  As they were reviewing the young accountant

figures for a quarterly statement, the young And Wrigley asked, " Then why doesn't

man said, “Sir, Wrigley's gum 1s known and the railroad remove the engine and let the

sold all over the world We have a larger share train travel on its own momentum?”

of the market than oll of our competitors

combined Why don't you now save the mil Reprinted courtesy of Aavertising Age

lions you are spending on advertising and shift
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advertising, not the other way around. As a result, the percentage-of-sales system can
be inflexible and oftennot very realistic. Sales will not necessarily increase uniformly
when the advertising budget is increased. A short-term heavy advertising campaign
may dramatically increase sales, or it may simply allow a product to hang on to its
market share in the face of a major competitive promotion. In some cases, a cutback in
an advertising budget for a well-established product may prove that the product can
retain its market share with less advertising, at least for a while.

Other Systems

There are other ways to establish an advertising budget, and each business manager
must determine what method will best suit the company’s interests. Exact formulas
may seem reasonable in theory but often break down in day-to-day practice, Instead of
allocating a budget based on a percentage of sales or unit of sale, some managers
prefer to establish a budget based on predicted sales, on last year's profits, or on
estimated profits for the coming year. They consider it a more realistic approach than
other systems, because rising sales do not necessarily mean rising profits. Too many
other factors can affect the profit margin. For example, in a year of declining profits,
the first budget to be cut may well be the advertising budget. But such a move may not
make sense at all, because in a period of declining sales, the only effective tactic may
be to increase advertising levels. Some companies watch their competitors closely and
establish their advertising budget in accordance with what they know or think the
competition is spending.

Most intelligently planned advertising allocations tend to be established by con-
sidering the advantages of all these systems. Advertisers must find the formula that
works for them, and they may have to modify it each year. In addition to the systems
briefly outlined above, they will consider general economic conditions, competitive
factors, the relative importance of the retailer, the type of product, its newness and the
public’s familiarity with it, the recommendations of the advertising agency, evaluations
of past advertising programs, and the sales expectations for the coming year.

Conclusions

There are probably few businesses that involve more decision making than the
advertising business. Every client has a problem —or problems. The competition
never stands still, and so the marketplace is constantly changing. Consumers can be
fickle and very hard to please. It makes the crystal ball pretty murky.

Advertising programs cannot be put together willy-nilly. When a program that is
poorly researched and ill-considered is a success, it can only be attributed to blind luck.

Objectives should always be formulated in terms of the communications function
of advertising. The objectives must be specific, able to be translated into action, and
within the proper realm of what can reasonably be expected with a given budget over
a given period of time. A thorough analysis of a client’s product or service —and also
of customers in terms of geographic, consumption, demographic, and psychographic
distributions patterns — is vital to intelligent planning.
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Strategies, which grow out of advertising objectives, constitute the battle plan for
achieving those objectives. There are usually a dozen strategies that could be used to
achieve a particular set of objectives; experience and expertise are needed to select
the best plan. .

Positioning represents an attempt to fit a product or service into a potentially
profitable niche in the total market. A sophisticated understanding of marketing
techniques is required to assure that the positioning is appropriate. In many cases,
sales are greatly increased when a product is repositioned as a result of extensive
research and analysis.

Objectives, strategies, and positioning are the key supports in developing a viable
advertising program. The decisions based on these three factors are ultimately tested
in the marketplace. The right ones succeed.
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Media Planning

Demos and Psychos

No department in any advertising agency has witnessed more changes in recent
decades than the media department. Its goal has always been to put clients in touch
with prospective customers in the most effective and efficient manner. Years ago it
really didn't seem that complicated to do so. Today, the media department’s appren-
tices may wonder if they need a degree in higher mathematics to survive.

The advertising industry and the media in this country have undergone such
tremendous changes that merely keeping track of them is an accomplishment. The
agency media planner must not only understand the makeup of each advertising
medium, but also be able to interpret it to others and prepare recommendations that
sometimes involve millions of dollars. It's a huge responsibility, and mistakes are
costly. Media planning and buying have become so complex primarily because of the
abundance of new research and increasingly available computer facilities for rapid,
in-depth analysis of research findings. Nothing can be left to guesswork, and so media
plans are now formulated and analyzed in many different ways. The sheer volume of
advertising means that the consumer is bombarded with messages. Yet every client
wants his message to rise above the din. What can the media planner recommend?

Answers do not come easily, for the tremendous proliferation in media has greatly
complicated decision making. There are numerous ways to put advertisers in touch
with consumers. Which is best? All of the media can offer attractive options. As a result,
the word of the media planner is largely devoted to evaluating the pros and cons of
various possibilities in relation to the objectives and strategies of a given advertising
campaign.

Television has significantly altered media planning because of its great impact on

80
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how the public spends its leisure time and because of its proved selling success. In
spite of the high costs, TV, until recent years, was a relatively easy buy. Three major
networks, their affiliates, plus a few hundred independent stations made up the
television marketplace. Cable TV, spawning new satellite networks in addition to local
origination, now presents some viable options to the media planner.

Radio, formerly quite simple for the national advertisers who used the handful of
networks, is now also more complex. New and specialized networks are proliferating.
Their constantly changing lineup of affiliates complicates the work of the media
planner. There are about ten times as many radio stations on the air as there are
television stations. Almost every station seeks to serve a somewhat specialized seg-
ment of the total audience, and so a media strategy involving radio requires extensive
~ analysis in order to match consumer and listener profiles.

Other media have also undergone extensive changes. On the one hand, numer-
ous newspapers have folded or have merged into larger business enterprises as a result
of their economic problems. They have had to adjust to rising costs, declining
circulation in proportion to population growth, and the public’s new reliance on
television as its primary news source. On the other hand, small neighborhood
newspapers in urban and suburban areas have increased and now fill an important
function in providing shopping information and very localized news. Many national
mass consumer magazines have disappeared, to be replaced by more specialized
magazines catering to specific interests and reader demographics and psychographics.
Billboards have been banned in some communities. Direct mail costs have risen
dramatically. The new technologies — including cable TV, satellite services, two-way
interactive cable, videodiscs and cassettes, and AM stereo, to name just a few —have
affected or may affect the public’s use of the media. And because the public's use is
affected, so are plans to reach that public with advertising messages.

Developing a Media Strategy

The media strategy of any advertising program must be as carefully analyzed and
executed as the creative strategy. In creative planning (see Chapter 6), the process is
rarely very orderly, but media planning can and should be disciplined and as exact as
possible. Several options are usually prepared for review by the client and the
agency’s account management team. (Plans thrown together under a deadline ob-
viously risk the client’s money and should be avoided.) Even when one plan is
selected, most media planners say, it is not written in stone. Plans are constantly
revised and adjusted in response to marketplace changes.

Many questions must be answered before an efficient and workable media plan
can be formulated. These questions, detailed below, fall into two categories —
marketing factors and communications factors.

Marketing Factors

What Are the Objectives of the Campaign?
In most cases, objectives are determined by the client working closely with the
agency’s account management team. Advertising objectives are an outgrowth of larger
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marketing objectives and must be related to them. When committed to paper, they can
be reviewed by the media planner, who should be convinced that they can be carried
out. Sometimes, the stated objectives present problems, however. For example, an
objective to increase a product’s market share by 5 percent may warm the client’s
heart but may have very little directional validity for the media planner. If, however,
the objective is to demonstrate a product’s superior performance to middle- and
high-income men, ages 25 to 49, then the media planner can begin to zero in on the
best of a number of media alternatives.

Advertising objectives should always be expressed in terms of what is to be
communicated to whom. This is home base. With a clear understanding of these basic
objectives, the media planner can move on to the finer points.

What Is the Geographic Distribution?

The client’s distribution patterns may quickly eliminate certain media or strongly
indicate the wisdom of using other media. For example, an advertiser whose product
is distributed in only 20 percent of the United States is not a candidate for network
radio. Regional or local media buys may be the answer, for they permit the agency to
select only the important markets. One rental car company had always used network
television, primarily because its competition did. Yet 80 percent of the car rentals for
this client were confined to a handful of cities. This concentration of sales indicated
that the TV networks, which have more than 200 affiliates each in as many markets,
were an extravagant and wasteful buy.

Because a product’s share of total sales will always vary from market to market, a
media plan must ideally permit flexibility in adjusting advertising weights in each
market. Advertising buys are an investment, and the various geographic markets must
be analyzed in terms of their potential to return a profit on that investment.

What Is the Target Audience?

Stated in other words, the question is “Who and where are the best prospects?” The
answer is usually based on the geographic distribution and on the demographic
qualities of the target group. It is here that sufficient and accurate research data are
critical. The advertiser should define as precisely as possible the target prospects for
the media planner. The agency needs to know where the customers are; then, it needs
to establish a consumer profile based on age, sex, income, education levels, and other
demographics, plus psychographic profiles. Additional marketing research may be
necessary to detail these profiles, and this information often includes customers’
product and media usage. Media planners increasingly request detailed information
from their clients on product users, particularly heavy users. If these profiles can be
matched with the media habits of these present customers, planning is simplified. In
some cases, however, the purpose of the campaign is to attract new product users, so
an entirely different media plan may be required. It is not uncommon for a media plan
to develop a primary and secondary target audience.

For certain kinds of advertisers, psychographic identifications of consumers are
very important, for they attempt to qualify target audiences in terms of life-styles and
various psychological qualities. It is not easy to translate them to media usage,
however. Only a limited number of media have even scratched the surface in develop-
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ing psychographic profiles of their readers, listeners, or viewers. When available,
however, psychographic profiles help a media director in making subsequent subjec-
tive decisions between two media alternatives.

Since demographics and psychographics are not the same thing, they may relate
only occasionally. On the one hand, a person may be venturesome at age 9 or 90, but
consumer needs for products and services are vastly different for people in the wo
age categories. On the other hand, a 20-vear-old woman and a 45-year-old one may
both be excellent prospects for a particular cosmetic because they share a common
trait — insecurity in social situations. They may both buy a product because they think
it will make them attractive and therefore more confident. Yet these two women may
or may not share similar media habits. This example suggests the complexities not
only of identifving the market but also of reaching the market. Certainly, it would be
helpful to know the marketplace in such microscopic detail that all media planning
could be predicated on both demographic and psychographic data. Perhaps someday
it will be possible.

What Are the Seasonal Factors and Shopping Habits?

Few products or services have consistent sales patterns 12 months of the year. The ups
and downs of sales charts should be available to the media planner. For some
products, sales may be concentrated in a short selling season. Iced tea mixes, chil-
dren’s toys, greeting cards, and swimming suits are a few obvious examples. Cam-
paigns can be scheduled to break just before a high sales season.

The radio industry, in an attempt to attract new business, has been innovative in
providing flexible schedules for seasonal advertisers. For example, an air conditioning
company may order a schedule of commercials on either individual stations or a
network to run when the temperature reaches a particular point. The same kind of
options has worked in selling snow tires and antifreeze.

Seasonal factors may be further broken down to an analysis of sales by days of the
week and even hours of the day. Most supermarkets schedule their advertising to
coincide with heavy shopping days, Wednesday through Saturday. Shopping habits,
broken down to hours of the day, may be significant for some advertisers. Late-night
television always carries a few commercials for sleeping aids, because a certain
number of the viewers are bound to be insomniacs. (This kind of fine tuning is most
frequently performed when the actual buys are made.)

What's the Competitive Picture?
Competition, unfortunately, never stands still, and it is often maddeningly unpredict-
able. If the competition is aggressive, consistently outspends the agency’s client, and
dominates in one or more media, it is exceedingly difficult to devise an effective
media strategy. One school of media-planning theory contends that it’s better to use
media in which the competition has little or no exposure than to meet on a battlefield
where the competition dominates. This strategy has often worked very well, but it is
simply not possible in all instances. If the target audience is available in one or two
media in large enough numbers, it would be impractical to try reaching these same
people through other less efficient, and perhaps more expensive, media.
Competitive information on media usage, advertising expenditures, and sched-
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ules is always useful. A number of independent organizations regularly syndicate such
reports, but there is an inevitable time lag that agencies and advertisers must consider.
Reports are based on past activity, perhaps 60 to 90 days earlier. Agency planning,
however, is always for the future. Since the reports all use samples, expenditures can
only be estimated. There is bound to be some error in the reports, and critics argue
that expenditure levels are often inflated. Nonetheless, reports from independent
researchers fill an important need in media planning. The most useful information
reveals which media vehicles were employed, the markets in which the advertising
appeared, the periods of the year, and the expenditures of the competitors.

Print media data are provided by LNA/PIB (Leading National Advertisers/Pub-
lishers Information Bureau) and Media Records. In the broadcast media, two inde-
pendent companies, BAR and RER, syndicate reports on competitive activity.

Broadcast Advertisers Reports (BAR), established in 1953, monitors commercials
on the ABC, CBS, and NBC radio and television networks, some of the cable TV
networks, and 285 TV stations in the top 75 markets. (The Mutual Radio Network is not
monitored.) Monitoring is accomplished with audio tape recordings. From these
tapes, editors compile a syndicated report on markets, stations, programs, time and
length of commercials, product class, brands, and estimated expenditures. Upwards of
six million commercials are heard and identified annually to produce this service.
Monitoring is conducted every day of the year, and reports are issued weekly and in
quarterly summaries.

Radio Expenditure Reports, Inc., (RER), headquartered in Larchmont, New York,
publishes a quarterly All Advertisers Report covering spot radio activity. The report
estimates expenditures by category, company, and brand, compiled from question-
naires sent primarily to station representative firms and also to selected stations. The
syndicated report is based on spot advertising activity on a sample of more than 2,000
stations in approximately 150 markets. National projections are made to adjust for
markets not included in the survey and for nonresponding stations. RER, on request,
also compiles individual market reports on any particular brand, category, or
company.

What's the Budget?

Whatever the budget, the media planner always wishes it were a bit larger. Since many
attractive options are available to any advertiser in selecting media, the problem is to
choose the best one. The dollars must be stretched to their most efficient use.
Adjustments always have to be made, because media costs may be disproportionately
large in relation to the size of the audience delivered. Some media simply cost more
than others. Further, certain markets may be more important to a client than others,
and so the planner may have to allow for varving advertising weights. For example, a
nationatly distributed product having 60 percent of its sales in the top 20 markets
might benefit by heavy campaigns in these markets and merely maintenance sched-
ules in the balance of the country. In particularly important markets, the budget may
have to be designed to combat an aggressive competitor. Certain demographic groups
may be harder or more expensive to reach than others, and in this instance, media
budgets will have to be modified.
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Communications Factors

What Is the Message?

The advertising objectives of a campaign establish the basic message to be communi-
cated to a target audience. The shape and form of this message are the work of the
creative team, which is well aware of the special environment of each of the advertis-
ing media. Creative aspects, including the style and presentation of the message, may
largely dictate media selection. Nothing can match the highly refined color reproduc-
tion of magazines, for instance, and the humor of an animated TV commercial is
impossible to duplicate in other media.

The complexity of the message may eliminate certain media. If there are several
important sales points, they may not fit into a standard 30-second TV commercial; print
may be the answer. Outdoor is suitable for a simple communication and is often used
in a media mix to reinforce a campaign run primarily in another medium. Even
though radio is cost efficient, it may be discounted if the central message focuses on a
demonstration of a product or if package identification is vital.

If 1 media mix is used, the central message, or copy platform, will be used in all
media and should be adaptable to that mix. The challenge for the media planner is to
develop a plan that will accommodate all the creative objectives and the media
objectives in reaching the target audience effectively.

What Media Are Available?

In the practical business of devising a campaign strategy, all advertising media must be
evaluated on two bases: (1) the suitability of the medium to deliver a particular kind of
message and (2) the ability of the medium to deliver the right kind of audience for this
particular advertiser and to do so efficiently.

All media have specialized and unique qualities, different coverage patterns and
audiences, and different kinds of advertising environment. There is no “perfect”
medium. Each has some assets and some liabilities. Thus, the experienced media
planner must know what can be reasonably expected from television, radio, newspa-
pers, magazines, outdoor, direct mail, and a variety of specialized media. Since this
book is devoted to the broadcast media, the following sections discuss the advantages
and disadvantages they present to the advertiser.

Advantages of Television If, as television’s critics have said, the industry is not
reallv in the business of delivering programing to audiences but rather delivering
audiences to advertisers, then one must grant that it achieves this goal with huge
success. The biltions of dollars now annually invested in TV advertising by American
and foreign business presents an impressive testimonial to the power of the medium
in moving goods and services through the marketplace. What is it about television
commercials that makes them so captivating and compelling? Why is TV such a
persuasive selling tool? It may be helpful to analyze television from the advertiser’s
viewpoint, not the programer’s or the viewer's, in order to understand the power and
success of the medium,

The combination of sound and visuals, including both motion and color, offers
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the advertiser certain opportunities simply not available in other media. TV's unparal-
leled ability to demonstrate the product, to display it in the most favorable cir-
cumstances, and to familiarize the viewer with a package, sign, or trademark, is
probably the medium’s prime advantage over other media. Television is an excep-
tional vehicle for the introduction of new consumer products.

In addition, being able to presell the consumer is extremely important in this day
of selfservice shopping, for an indifferent check-out clerk is no replacement for
an enthusiastic salesperson. Advertising is, in large part, a replacement for per-
sonal selling. Thus, TV's ability to reach consumers and influence their behavior is
most attractive to the advertiser. TV's ability to persuade is increased by its ability to
sell on an “eyeball to eyeball” basis. The effect of personal testimonials or of a
compelling spokesperson on TV can elicit an emotional response in the viewer that is
subsequently felt in the marketplace. Television need never worry about getting a foot
in the front door, because it is usually firmly ensconced centerstage in America’s living
rooms. In theory, at least, the members of the family are relaxed, ready to be
entertained, and receptive to the advertising messages. TV is an “up front” medium,
which means that, when the commercial is on the air, the advertiser does not have to
share the stage with anyone else. (In newspapers, an ad must compete for a reader’s
attention with everything else on the page.)

Americans are spending even more time with the medium. Nielsen reports that
the average American television home now has its set (or sets) in use more than
six-and-a-half hours each day. Although some social critics decry this trend, advertisers
can only rejoice. From their viewpoint, television can be not only tremendously
effective but efficient as well. Even though the costs may be high, the results are worth
it. The TV networks constitute the only real national advertising medium in terms of
mass coverage. Tens of millions of viewers may be simultaneously exposed to each
commercial scheduled in prime time. If advertisers can match consumer profiles
reasonably well to viewer profiles, efficiency is improved.

Prime-time television is not the only auractive buy for advertisers who want to
reach mass audiences. Daytime, weekend, and early and late fringe time periods can
deliver significant audiences with reasonably defined demographics at efficient prices.
Television audiences are continuously studied in order to provide advertisers with as
much data as possible about audience size and demographics at various times of the
day. This information allows the advertiser who wants to reach 18- to 34-vear-old
women to identify the programs that deliver this important demographic group in
large numbers. Because a television station’s program schedule provides a rather
extensive “menu” for each member of the viewing family, the option of reaching
certain members is available to the advertiser. Daytime television catering to large
numbers of women, weekend sports programs with broad appeal to men, and
Saturday morning children’s shows are just a few examples of the variety of times and
audience compositions available to the advertiser; they also represent a variety of
price ranges.

The television medium is also atwractive to advertisers because of its relative
flexibility. Time buys can be made on a last-minute basis, if necessary, and the
advertiser can buy commercial schedules on either a network or spot basis. With one
buy of network time, an advertiser has access to approximately 200 affiliate stations,
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and the purchase of that time can be a reasonably quick and easy negotiation. In spot
buying, the advertiser can select just those markets and stations where it wishes to
advertise. This market list may be matched with product distribution patterns and
weighted up or down depending on the particular objectives of the advertising
campaign. An advertiser with national distribution (and a hefty budget) may supple-
ment a basic national network buy with “heavy-up” spot schedules in high-potential
markets. Flexibility also allows schedules to be juggled and commercials rotated or
moved from time period to time period, if necessary.

Spectacular scenery, fabulous colors, and glamorous talent can be captured in a
blend of beautiful visual techniques and skillful audio execution. This advantage need
not be belabored, for it has become cliché to note that the very best (and the very
worst) material on television is the commercials. The constantly improving technology
of TV offers advertisers a variety of creative options. Special effects, computer anima-
tion, and chroma-key techniques have all been used successfully to lend visual interest
to commercials. A commercial extravaganza is not necessary for effective selling,
however. Many advertisers are convinced by their own success that a simple “stand-
up” television commercial with a convincing spokesperson can capture the interest of
prospects and sell their products. Other advertisers prefer to use the intimacy and
immediacy of TV to present commercials with “slice-of-life” techniques. If well exe-
cuted, these commercials can generate a great deal of emotional involvement on the
part of viewers.

Prestige is another benefit that television advertisers can reap. Participation in
network sponsorships of specials —documentaries, important dramas, and live cover-
age of major current events —can identify the advertiser with quality, social concern,
and corporate altruism to a degree not available in other media. This kind of sponsor-
ship may effectively promote short-term sales, or it may improve a company’s image
through effective institutional commercials.

Cable TV promises advertisers exciting prospects in the coming years. The various
satellite networks are programed for particular viewer interests —news, sports, cul-
tural programing, and so on. These specialized audiences are very attractive to certain
advertisers. Compared with the costs of conventional television, those of cable TV are
low, even though in terms of cost per homes reached, cable is fairly expensive.
Organized by rep firms, advertisers can now make regional cable buys. An important
sporting event with high statewide interest, for example, can be presented through
interconnected cable companies at a price far below that of conventional television.

Great scheduling flexibility can be negotiated in cable buys, particularly in mes-
sage length. To find a competitive edge against conventional TV, many cable systems
offer opportunities to place “infomercials” —messages that run several minutes or
even longer. A full demonstration plus a longer sales pitch can be accommodated.
Cable is also very successful in direct marketing. The commercials usually run one
minute or longer and are followed with an address or a toll-free telephone number
for immediate viewer response. (It's an easy matter to tabulate results from this kind of
advertising.)

Cable TV also offers advertisers an opportunity to produce and sponsor their own
special interest programs. Thus, a food company can use cable to present a cooking
show, and an automobile manufacturer might sponsor a travel program. Placing such
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programing on local TV stations is becoming increasingly difficult, and it is virtually
impossible on network TV. Many cable systems, hungry for revenues and catering to
special viewer interests, welcome these programs.

Disadvantages of Television The intelligent advertiser and an advertising agen-
cy's staff must recognize that television is not necessarily a magic solution destined to
solve any and all marketing problems. Television's disadvantages as an advertising
medium do not outweigh its advantages for most advertisers, but they should be
considered. Time is perishable, and the commercial is a fleeting message. (The print
advertising industry is gleeful to stress this point in underscoring the relative perma-
nence of ink on paper.) A few commercials are sold in 10- and 60-second lengths, but
most last 30 seconds. That simply isn't very long. This time limitation can produce
considerable problems for the agency in designing effective and persuasive messages.
The copy platform must be simple, and the selling concept clear. Commercials usually
cannot deal with technical explanations, although sometimes TV can make the com-
plex seem simple —as, for example, with animation. Nonetheless, the advertiser is
severely restricted in the amount of detail and the sales points that can be presented.

The self-regulatory policies of the networks, in particular, and of many stations
impose extensive restrictions on a variety of advertisers. Commercials for personal
products, beer and wine, children’s products, nonprescription medications, and quite
a few others can run into serious “clearance” problems. As a result, many advertisers
are frustrated that they cannot say and show what they want to in their commercials
but must produce what they consider watered-down messages that will be accepted.
Some advertisers — makers of contraceptive products and distillers of hard liquor, for
example —find it virtually impossible to get on the air.

Some national advertisers have not used television because they consider it too
expensive. They have determined that their budgets are more efficiently invested in
other media. The production costs for a 30-second commercial may easily reach
$100,000. In addition to time costs and production expenses, talent costs can skyrocket
unless the situation is closely monitored. Depending on the number of actors and
models hired for a commercial and whether the services of a high-priced celebrity
have been used, an important cost factor is residuals — payment to talent for the reuse
of a commercial. (Residuals will be discussed further in Chapter 7.)

Television advertising is generally confined to campaigns intended to sell mass
consumer goods and services. Further, much TV programing is nonselective in terms
of the audience it attracts, although certain kinds of program —sports, children’s, and
others —deliver narrower demographics. In general, selectivity is not at work in a
network program that delivers 30 million viewers, and for some advertisers this is a
disadvantage. They prefer to use other media. In using a television network with
200-plus affiliates, there will inevitably be some weak performers. If those markets
happen to be especially important to an advertiser, extra dollars must be invested in
spot buys in order to compensate for lower ratings on those affiliates.

Because the print media are usually paid for by the readers and thus selected and
sought after, newspapers and magazines are often thought to enjoy much higher
“loyalty” than broadcasting. TV audiences are fickle, and channel-hopping is common.
The advertiser must realize that the viewers turn to TV for the program, not the
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commercial, which constitutes an interruption. Naturally, a string of commercials
invites the viewers to divert their attention or leave the room. A number of studies
over the years have attempted to measure viewer absenteeism during the “clutter™ at
station-break time. The results are sobering at best. The advertiser who concludes that
his message is watched by the same number of viewers who watch the program is
deluding himself. The actual figure of program viewers devoting full attention to the
accompanying commercial message may be less than 50 percent.

This drop-off rate of viewers watching commercials represents another disadvan-
tage of TV to the advertiser. It may be identified as some degree of viewer antagonism,
but the exact degree is impossible to measure. Thus, to what extent criticism of the
medium, both in specific and general ways, “rubs off” on the advertiser is not known,
but it is certainly safe to conclude that television advertising itself has contributed
generously to viewer antagonism!

Antagonism isn't just confined to commercials. TV programing has been the focus
of a continuing debate over acceptable standards. In the 1980s, the religious Right,
through a variety of organizations, has organized a campaign against what it considers
excessive violence and sexuality on TV. Because these objections have been generally
ignored by the networks, the special interest groups have gone to the parties who pay
the bills —the advertisers. A monitoring program conducted by volunteers in these
various groups has sought to identify the culprits —advertisers who sponsor such
programs. The weapons have been the threat of boycotting these advertisers’ products
and the threat of sullying the corporate name by a massive publicity campaign. As a
result, many clients have given their advertising agencies strict time-buying guidelines
and a list of “don’t buy” programs. This reduces the options for clients who must pay
top dollar for commercial positions in “‘acceptable” programs. (See Chapter 11.)

Advantages of Radio Mark Twain's comment “The reports of my death we
greatly exaggerated” might well apply to radio. The industry rallied from a staggering
blow dealt it by the new television industry during the 1950s. The recuperation was
largely financed by advertisers, not out of dedication to a faltering medium, but
because they considered dollars spent in radio a wise investment. Radio offered the
advertiser certain advantages often unavailable in other media. Virtually every home in
America has a radio; in fact, the average is over five sets per home. Listening in
bedrooms, kitchens, family rooms, and almost every other room in the house means
radio is a highly accessible and also very personal medium. Few cars are manufactured
today without a radio, and the Radio Advertising Bureau (RAB) estimates that it is on
more than 60 percent of the time the car is in use. This fact helps to explain why
radio’s prime times are the early-morning and late-afternoon commuting hours. Small
transistor radios accompany listeners on a variety of outdoor activities. The result is
that radio enjoys a mass coverage and accessibility unmatched by other advertising
media. Its popularity has been apparent for many years. RAB studies report that the
average adult listens to radio more than three-and-a-half hours a day.

The tremendous proliferation of stations in the past two decades has meant a
proliferation of programing formats —such as all-news, contemporary music,
country-western, and rock —each attracting a particular segment of the population.
Because of the appeal to a limited group, many advertising agencies consider radio a
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“narrowcast” medium. (It is obvious that consumer profiles based on the advertiser's
marketing research should be accurately matched with radio listener profiles, a task
that is more easily talked about than accomplished.)

Radio is very competitive with other local media, and advertising time and
production costs can be very modest vet still produce effective results. Although many
large stations in major markets charge what seem to be high rates, they generally base
them on audience delivered and frequently negotiate with the advertiser. The top
stations charge rates commensurate with audience reach. Stations with less than
spectacular ratings obviously offer lower rates, and they often constitute an attractive
advertising buy. Most radio stations offer a variety of discounts to advertisers, depend-
ing on the number of commercials run each week, the number of weeks in the
schedule, the total dollar expenditure, or some other basis. It is possible to run a
high-frequency campaign on several stations on a relatively low budget. Although
production costs for radio commercials can be considerable, they really do not have to
be. Recorded music and sound effects and experienced talent can produce a low-cos
but high-impact commercial that wins awards in advertising competitions and wins
customers at the check-out stand.

The “theater of the mind” is an old cliché in radio, but it still applies. As a result of
effective production, the radio listener can “see” the setting, the characters, and the
product. If the advertiser wishes to place a commercial on a sandy South Sea beach, all
that is needed for the listener to visualize the scene is proper sound suggestions. The
warmth of the human voice, a catchy jingle, a “picture” painted with sound effects, or a
popular disc jockey who can read copy with “friendly persuasion” offers attractive
opportunities for the radio advertiser.

Because listeners use radio in very personal ways, and often in some degree of
isolation, its function as a companion should not be overlooked. Many advertisers
produce slice-of-life commercials that provide easy identification for the listener.
Bright, topical, and humorous commercials may be tremendously effective in reaching
the radio listener on an emotional level.

As with television, flexibility is another attractive asset. Radio stations can be
selected in only those markets important to the advertiser. Schedules can be bought
for only a few days or for an entire year. Commercials can be rotated and changed
according to the advertiser’s direction at no additional charge. Although local adver-
tisers are the bread and butter of the industry, many national advertisers make
significant investments in the radio networks. Program fare has changed with the
times, and clients have found that network buys, usually newscasts, are extremely
efficient. Costs are low, audience levels are impressive, and with one simple purchase
the advertiser buys time on several hundred stations.

Disadvantages of Radio Advertisers who carefully construct their advertising
objectives and critically evaluate what each of the media offers must also be aware of
shortcomings. In the case of radio, one auribute is also a serious disadvantage.
Although this aural medium can inspire the listener’s imagination, it is still “blind.”
The product, its packaging, a store’s interior, or its location cannot be shown as it can
in television or the print media. In addition, radio is not particularly conducive to
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elaborate verbal detail on product auributes, colors, sizes, prices, store location,
phone numbers, or mail order instructions. The fleeting, perishable nature of a
commercial is a further limitation, as it is with television. In 30 or 60 seconds, it
vanishes into the ether. For the station soliciting local advertising from businesses that
have relied historically on newspaper advertising, this impermanence is a real handi-
cap. Educating and reorienting retailers in relation to the advantages of the medium is
a continuing task of local radio account executives.

The advertiser seeking some measure of market saturation must buy time rather
extensively, because radio audiences are fragmented. Prime-time buys on a local
television station or several full page ads in the local newspaper may reach an
impressive audience. To duplicate this kind of coverage in radio, the advertiser must
buy time on a number of stations over an extended period. The way audiences
fragment by demographic groups is a constantly changing phenomenon in most major
markets. Listeners’ preferences may change, or stations may switch their programing
format in a relatively short period of time. The astute radio advertiser must keep on
top of such changes. Unfortunately, as in all media, buying for the future is usually
predicated on past performance.

Listeners often tune in music programs, a staple of modern radio, only as an
incidental background to their activities. Thus, the commercial must fight a wall of
inattention, to whatever immeasurable degree that may exist, in order to communicate
a message. An equally immeasurable response of listeners is to “button push,”
particularly in automobiles, deserting the commercial and finding another station.
Listeners who change stations are often antagonized by advertising “clutter.” Stations
restrict the amount of advertising, and virtually all of them abide by a policy of carrying
no more than 18 commercial minutes an hour. But that’s still close to one-third of the
schedule if a station is sold out.

Ever since the Lone Ranger last galloped down radio’s memory lane, the medium
has not been particularly suitable for reaching children. Modern programing formats
are oriented to teenagers and adults, particularly young adults. Thus, other specialized
audiences besides children may also be fairly elusive: men and working women may
be available for only very short periods of time, and senior citizens and high-income
listeners may also be very light radio users.

The advantages and disadvantages of both television and radio will affect each
advertiser in different ways, and each must evaluate the media in terms of what success
it can reasonably expect from them. Formulas don’t work —only human judgment,
and maybe a little luck.

How Should the Campaign Be Scheduled?

Bevond the obvious dictates of scheduling a campaign just preceding and during peak
sales months, there are a number of other, more sophisticated, dimensions in media
planning. Working within the budget framework, a media plan must be built by
accommodating the variables of continuity, flights, gross rating points, reach and
frequency, media dominance, media mix, cost efficiency formulas, and commercial
length.
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e campaign runs will be dictated primarily
by Budget size and the seasonality of sales. Planning can be pretty clear-cut for the
highly seasonal advertiser, but what about the client whose product is purchased
year-round? Many advertisers feel that it is important to sustain a fairly continuous
advertising program in order to maintain a position or build a targer share in the
marketplace. A local automobile dealer, for instance, must deal not only with seasonal
patterns but also with the problem of constant customer turnover. Today's new car
buyer can vanish from the car market for several years. This buyer must be replaced
with new prospects.

Some advertisers, aiming at a broad market where products are bought frequently,
may subscribe to the flight theory. This plan sacrifices continuity, since the advertising
schedule is concentrated in shorter flights, perhaps spanning six or eight weeks or
even less. Then, the advertiser withdraws from the media for a short time. The theory
is that the effect of these short bursts of advertising will be sufficient to carry through a
hiatus.

Sometimes, clients ask questions such as “What's better — to run 200 spots a week
for four weeks or 100 spots a week for eight weeks?”” There's no magic formula; each
plan has its own merits depending on campaign objectives.

ross Rating Points Radio and television program ratings from Nielsen or Arbi-
tron are used to determine gross rating points (GRPs). One rating point equals
1 percent of the “universe.” The universe may be based on households or on a target
audience. (If a TV program delivers a 20 rating, for example, that means that 20
percent of the households—or target audience —in a given market viewed the
program.)

The media planner establishes a goal of a certain number of GRPs over a given
period of time. The rating points for each commercial position are simply added
together. For example, a TV schedule may call for three commercials a week on an
earty-prime-time game show that has a 15 rating. That totals 45 GRPs. Not everyone in
the target audience was watching the show, of course, and of those who saw it, some
saw the commercial once —twice — or all three times.

If a media ptanner has reach and frequency targets, it's an easy matter to calculate
the GRPs that are needed to meet those goals:

reach X frequency = gross rating points

Reach and Frequency Reach indicates the number of peoplé (usuatly expressed
as a percentage of a target universe ) who have been exposed to an advertisement at
teast once over a given period of time. The term is synonomous with cumulative, or
unduplicated, audience.

Frequency is the average number of times this exposure takes place. Some
people will be exposed many more times than this average figure, and some may be
exposed only once.

Reach and frequency are closely linked variables. Because the total advertising
weight consists of reach (expressed as a percentage of the target universe) muttiplied
by frequency, the improvement of one is always at the expense of the other within a
given budget. The greater the reach, the less the frequency, and vice versa.
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In the broadcast media a simple formula is used to compute frequency through
the use of gross rating points:

GRPs
reach

= average frequency

For example, a television schedule might attain 240 GRPs over a four-week period,
reaching 60 percent of the target audience.

240 GRPs

60 reach 4 average frequency

All media deliver audiences in reach and frequency variables. For example, 200
GRPs in prime-time TV will achieve much higher reach figures than 200 points
scheduled in daytime. In radio, 200 GRPs accumulated on three stations will have
significantly lower reach levels than 200 GRPs spread across 10 stations. Special
interest magazines build frequency, and so do radio stations with a specialized format.
A single dominant newspaper in a particular market may provide excellent reach, with
the number of advertising insertions building frequency. For advertisers spending a
significant amount in one medium, frequency obviously builds once reach ceilings are
achieved. Most advertisers, however, must decide where to put their emphasis (and
their money)— in building reach or in building frequency.

For the majority of advertisers, reach has been the primary concern because of
their desire to contact as many different customers or potential customers as possible.
Because the logic is self-evident, it seems to make good sense, but it can be a mistake.
If prospective customers are not exposed to an ad or a commercial frequently enough
to capture their attention, then the advertising investment has been wasted.

Determining the correct frequency level is not an easy task. Every advertiser
encounters unique problems, and media plans should be tailored to suit the situation.

LEVELS

&

“Baker, my father and his father, and father before him didn’t care a whit
about reach and frequency, and you can damn well bet that | don't
either.”
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However, some general rules for determining low and high frequency can be applied

in most cases.!

Lower Frequency

High brand loyalty
Established brand

Longer purchase cycles
Light competitive activity
Simple advertising message
High attention to medium
Low-clutter environment
One or few messages
Broad target audience

High product interest

Higher Frequency

Low brand loyalty

New brand introduction
Frequent purchase cycles
Heavy competitive activity
Complex advertising message
Low attention to medium
High-clutter environment
Multiple messages
Narrow target audience
Low product interest

Media Dominance versus Media Mix Should the advertiser use a variety of
media or dominate in one medium? The strategy for dominating a medium is based
on the premise that the advertiser will achieve satisfactory reach goals and over-
shadow any concurrent competitive activity in that medium. In many cases, media
planners know that a vast volume of their client’s brand is consumed by a relatively
small proportion of the total customers. If the media habits of these heavy users are
concentrated, then it makes sense to develop a media dominance plan. Television,
because of its impact, reach, and creative advantages, is used more than any other
medium on an exclusive basis.

For a variety of reasons, however, most advertisers prefer to use a media mix.
They have found that using several advertising media, all reinforcing one another, is
not only more effective but also more efficient than using just one. For example, target
audience reach can be greatly increased by using a combination of media. The
synergism principle also applies to such a strategy. This theory suggests that the use of
two media together reinforces and builds the effectiveness of each medium. In other
words, one and one muke three. Radio and outdoor are often used as supplemental
media, not only because of reasonable costs but also because they are often consid-
ered reminder and reinforcing media. Radio, however, is very capable of delivering a
full message.

Using the same message on TV and radio can be effective. Occasionally, audio
tracks from TV commercials that can stand alone have served very well as radio
commercials. It's an inexpensive way to widen the coverage of a campaign. The
imagery transfer theory states that the TV commercial with a strong, memorable
message will enjoy a kind of cerebral playback in the mind of radio listeners, provided
they have had sufficient exposure to the TV commercial. The success of this trans-
ference is apparently greater with younger and better educated people, who have

'Joseph W. Ostrow, “What Level Frequency?” Adrertising Age, November 9, 1981, p, $-4,
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been able to quite accurately describe in laboratory experiments what they “saw”
while listening to a radio commercial.

Imagery transfer and the reinforcement factor are partial reasons to use more
than one medium, but the primary reason for using a media mix is to achieve an
effective, efficient, and an increasingly broader reach of the target audience.

Cost Efficiency Formulas Of all the variables considered in the development of a
media plan, cost undoubtedly heads the list. Some media obviously cost more than
others, but they need to be evaluated in terms of their ability to deliver the right
audience. In spite of its high cost, TV may be very efficient in delivering a target
audience and therefore represent an excellent buy. Media planners and buyers use a
variety of simple formulas to bring costs and audience into a meaningful relationship.
The most common are cost-per-thousand, cost-per-point, and persons reached per
dollar spent.

Cost-per-thousand, or CPM, is the most commonly used formula. CPM really
answers the question “What will it cost to reach 1,000 homes?” (Or women 18 to 49; or
adult men; or preschool children; or whatever particular demographic group is
important to that advertiser.) CPM provides the media planner with a comparison of
different vehicles within the same medium. 1t's a simple formula. Simply divide
estimates of the thousands of homes (or women, men, and so on) into the cost of time
or space for the ad. The answer is the CPM.

£350

100 M homes SRR

In comparing different media, CPM figures vary tremendously. Prime-time televi-
sion runs high, twice the CPM figures for radio. Newspapers, magazines, cable tele-
vision, and outdoor all deliver a wide range of CPM figures based on the particular
vehicle. A comparison of two media on the sole basis of CPM suggests that CPM is an
indicator of value. This is not necessarily so, for if it were, only the media that
delivered the cheapest CPMs would be used. It is also misleading to assume that CPMs
in two media are necessarily a comparison of the same thing. In television, CPMs are
usually based on the number of households or viewers at a particular time. Newspa-
per CPMs are usually based on total circulation, but they are not an indication of the
actual number of readers exposed to an ad. In radio, CPMs are usually based on
persons reached, not households. Thus, it's always important to ask the question
“Cost-per-thousand what?” If the apples are kept separate from the oranges, false
comparisons can be avoided. It’s also important to know the basis for the cost figure
used, because adjustments have to be made for the different lengths of commercials,
ad sizes, color, and the like. CPMs for 30-second announcements should be evaluated
separately from CPMs for 60-second announcements.

A high CPM is not necessarily a bad buy. In many instances, there are good reasons
for paving a premium —Super Bowl buys, for example. Particular media may be
preeminent in reaching the right prospects within an optimum editorial or program-
ing environment. For example, a high household CPM is competitive if the buy has a
minimum of waste circulation; in other words, if the target audience is a high
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percentage of the total audience, the cost can be recomputed in relation only to the
target group. The final figures may be revealing, as shown below:

Household Target Audience as a Target
Station CPM % of Total Audience Audience CPM
A $3.50 50% $7.00
B $5.00 80% $6.25

Certain high-CPM media may be uniquely suitable for delivering a certain kind of
message. Prime-time television or time buys for a major network sporting event
usually have high CPMs, but the total circulation of these popular programs increases
the advertiser’s reach sufficiently to make the high CPM worth it.

Cost-per-point, or CPP, is simply a different way to evaluate the same data. CPMs
are based on persons or households reached; CPPs are based on rating points. CPP
answers the question “How much will each rating point cost for a given commercial
position?”

In a given market, for example, a daytime TV program might deliver a 5 rating for
a particular target audience, perhaps women 18 to 54. For a cost of $200, the
computation is shown bhelow.

$200 cost for 30 seconds
S rating

= $40 cost per point

Persons (or bousebolds) reached per dollar spent is a third way to calculate
efficiency. This calculation answers the question “How many persons will be reached
for each dollar spent?”

For example, the audience tuned to a particular radio station is estimated at 16,000
persons at 8:00 AM. on a particular day, and the cost of a commercial at that time is $20.
The arithmetic looks like this:

16,000 persons _ 800 persons reached
$20 per dollar spent

In order to make the most efficient use of every dollar spent, time buyers can
quickly compute these figures in evaluating and comparing the options available on a
number of stations.

Commercial Length and Ad Size The creative aspects of an advertising pro-
gram and the budget will largely dictate the size of print ads and the length of radio
and television commercials. The media planner, however, can provide comparisons
on media costs for various ad sizes and commercial lengths. The options are far wider
in print than in broadcast. Commercials, with few exceptions, run 10, 30, or 60
seconds. The standard length in radio is 60 seconds, whereas the TV standard is the
30-second commercial.

The media planner will remind the client who wants to use spot television (rather
than network) that it is often very difficult to place 60-second commercials in prime
time on network affiliates. (The availability of 60-second positions in prime time on
independent stations constitutes one of their salient selling points.) Station breaks
between network shows usually allow only enough time for a 30- and a 10-second
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commercial and a station identification. So the advertiser who wants to use prime-time
spot television had better confine the commercials to 30 seconds.

In television, 60-second commercials usually cost twice the 30-second rate, and
10-second announcements are usually half the 30-second rate. In radio, 30-second
commercials usually run about 70 to 85 percent of the minute rate. Therefore, many
radio advertisers elect to go with minute commercials because they obviously save
very little by using a 30-second format. All of these finer points of media planning and
budgeting must be evaluated in relationship to overall objectives.

Conclusions

Media planning sounds as if it could be a science, but is not. It would be wonderful if
all the questions involved in designing a media strategy could be fed into one end of a
computer, and if all the right answers came out the other end. Unfortunately, it doesn't
work that way. Even though mathematical formulas —and computers —can be invalu-
able in providing information, final decisions must come from people, not machines.

Fortunately, a media plan can be tremendously flexible. It can be altered by both
marketing factors and communications factors. The former include campaign objec-
tives, geography, target audience, seasonal factors, competitive considerations, and
budget. Communications factors include all the intricacies of evaluating continuity,
flights, gross rating points, reach and frequency, frequency distribution, media domi-
nance, media mix, cost efficiency formulass and commercial length. The job of the
media planner is to weigh alternatives and then cut, fit, and rework the possibilities in
order to devise an effective media strategy that will enable the client to achieve the
advertising objectives.
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Creative Planning

An Original Idea, Please

Only a genius or a fool would presume to expound a perfect formula for creating
persuasive and distinctive commercials. The creative process is essentially subjective,
and no two agency copywriters or art directors will approach a problem or work
through its solution in the same manner. Creativity is a highly individual process.
Nonetheless, according to psychological research, very creative people tend to share
such attributes as sensitivity and a restless intellect. They possess a compelling
curiosity about life, people, and situations that prompts them to explore new ideas and
seek out new experiences. Most are incurable eavesdroppers, and they constantly
observe people coping with life’s prosaic situations. For some creative people, writing
a commercial is a slow, agonizing process; for others, it may come easily once the
basic concept is developed. Some writers may suffer through an endless number of
rewrites, but a few may be able to turn out a finished commercial in one draft. All
members of the creative staff share one attribute, however —a tough hide. It's a vital
characteristic, for everyone loves to be a critic. For better or worse, by the time the
original commercial has been scrutinized by layers of staff at both the agency and
client level, it may be unrecognized by its creator.

Writing Successful Commercials
First, a “don’t.” Don't ever write advertising based on dos and don'ts. A do for one
product may be a don't for another, and a don't at one time may be a do at another.

Since rules are made to be broken, think each creative problem through on its
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own merits. A formula approach to advertising usually results in mediocre copy and
often strays into the cliché. Stay with a few basic guidelines, such as those listed below,
and then let your hard work, research, and imagination take over.

1. Be absolutely, positively, blindingly clear about the attributes of the product (or
service). Get every scrap of information you can on the product —what it does, how it
does it, why, and how it compares with the competition. Know the product’s strengths
and weaknesses, and if possible, use the product yourself.

2. Study the consumer. Who uses the product? What are the demographic and
psvchographic characteristics of your target audience? Do these people constitute a
special group? What makes them special? How do they use the product — where, when
and why? Form in your own mind a single profile of your audience, and write to that
one person, not to an abstract statistic. Since advertising is a substitute for personal
selling, how would vou sell your product if you met the prospective customer face to
face?

3. Watch and listen carefully and analytically to all the advertising that comes your
way, especially the competition's. Examine the commercials you like and those you
hate. Talk to people —advertising professionals and consumers. Ask them what they
think of your product and what they think of various commercials.

4. Find out the legal and self-regulatory limits in which you must work. Broadcast
media are particularly (and properly) tough about product claims. Don't ever lie or
bend the truth; be able to document every single claim. Search the files for any
problems that may have arisen in the past regarding advertising claims. If you don't do
this homework, your agency or your client may be sued!

5. Keep the advertising objective foremost in your mind when you begin work. What
does this advertiser want to accomplish? Stay on the track. Keep it simple (see 6.1).

6. Do plan to nail your audience to their collective seats in the first three to five
seconds of the commercial. But don't overwhelm the audience with your cleverness.
Commercial writing can and should be bright and witty, but the product must be the
hero, not your deathless prose.

7. Respect your audience. Consumers are not morons, and they are more percep-
tive, better educated, and more sensitive than you may think. Don't write doun —
write up! Stretch vour imagination, and invite your audience to accompany you.

8. Don't settle for “good enough.” Get vour efforts critiqued. Rewrite and improve
what vou've written. Try a number of approaches.

9. Don't get discouraged. Try, if vou can, to detach your ego from your work. Write
to please vourself first, and others will be pleased, too. Never settle for less than your
very best.

The creative team in an advertising agency often consists of a copywriter and an
art director working together on a common problem. In many small agencies,
however, and with small local advertisers, creative work may fall to one person. Sales
people (or account executives) from radio and television stations often find them-
selves writing “spec” commercials to use in soliciting new business. In radio espe-
cially, small retailers usually don't have the foggiest notion of how to construct a
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Keep It Simple

Strike three.

Get your hand off my knee.
You’re overdrawn.

Your horse won.

Yes.

No.

You have the account.
Walk.

Don’t walk.

Mother’s dead.

Basic events

require simple language.
Idiosyncratically euphuistic
eccentricities are the
promulgators of

triturable obfuscation.
What did you do last night?
Enter into a meaningful
romantic involvement

or

fall in love?

What did you have for
breakfast this morming?
The upper part of a hog’s
hind leg with two oval
bodies encased in a shell
laid by a female bird

or

ham and eggs?

David Belasco, the great
American theatrical producer,
once said, “If you can’t
write your idea on the
back of my calling

card,

you don’t have a clear idea.”




Chapter Six
Creative Planning

101

commercial; the local station must double as an advertising agency. Methods of
turning out creative work are as diverse as the people themselves, but analyzing the
final product reveals that good commercials stand foursquare on the following factors:
(1) advertising strategy, (2) commercial format, (3) emotional appeal, and (4) produc-
tion techniques.

Understanding the Advertising Strategy

Chapter 4 explored the process of determining advertising objectives. A campaign may
be dedicated to reinforcing brand lovalty, introducing a new product, demonstrating a
product feature, or achieving some other specific goal. Based on this particular
objective a campaign strategy is designed. Many strategies are possible for any given
objective, but the challenge is to select the most effective one. The strategy essentially
answers these questions: “What shall we say?” and “To whom should this message be
directed?” In broadcast campaigns the message must fit into a very brief announce-
ment, and it must be relevant to the selected target audience. The answers to these key
questions — in other words, the strategy — guide members of the creative team as they
begin their work.

Slogans, often considered synonymous with the term copy platform, have always
been an important part of advertising. They are designed to summarize the central
message the advertiser wants to leave with the consumer. A perfect match with the
advertising strategy is essential. For the purpose of reinforcement, all the commercials
in a campaign should use the same slogan. An effective slogan enunciates the most
relevant aspect of the product or service to the target audience. For example, Federal
Express: “When it absolutely, positively, has to be there overnight.” Rolaids: “How do
vou spell relief?” Hertz: “There's only one car rental company big enough and good
enough to be number one.”

Additionally, a good slogan may carve out a distinct niche in positioning the
advertiser against the competition. This can be especially effective in breaking away
from the multitude of “me too” campaigns. For example, Avis: “Trying harder. It's still
the best way to do business.” “Get the Anacin difference.” “Wouldn't you really rather
have a Buick?”

In television it is valuable to study the elements used in campaigns that have been
exceptionally successful in the marketplace. Harry Wayne McMahan identified seven
key factors:! (1) story, a plot and characters that capture attention; (2) demonstrations,
a convincing depiction of how people really use a product; (3) stars and celebrities,
because Americans love their heroes, especially when they're a perfect match for a
particular product or service; (4) a continuing central character (less expensive than a
celebrity), usually owned as a “licensed character” by the advertiser. Examples include
the Pillsbury Doughboy, Kellogg's Tony the Tiger, and Marlboro’s cowboy; (5) the
look, a distinctive presentation that over the years builds instant recognition with
consumers; (6) words, carefully constructed into slogans, catch phrases, and summa-
tions (“Ring around the collar” may have been an aggravation to TV viewers, but it

"Harry Wayne McMahan, Communication and Persuasion (Spokane, Wash.: Stephens Press, 1981.)
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made Wisk a top-selling detergent); (7) jingles, written with great care and expense,
but worth every penny. (Ask a group of extroverted children to sing the commercials
they remember, and they’ll probably be occupied for at least an hour.)

Format of the Commercial

Just as the best radio and television shows are built around a well-organized format, so
are the most effective broadcast commercials. The format provides the all-important
structure on which hang the emotional appeal and the production excellence. The
format permits the logical development of the selling idea. It should start somewhere,
£0 somewhere, and take the audience along. The extraneous must be omitted. The
message must grab audience interest in the opening few seconds. The penalty to the
advertiser who neglects these basic points is an audience either mentally or physically
absent during the commercial. Sadly, an hour spent with the broadcast media will
vield ample evidence that many advertisers have never learned the most basic rules of
persuasion.

Commercial formats provide many options to the creative team, vet experience
has shown that certain ones are often classically harmonious with certain advertising
objectives. A demonstration format, for example, is often used to prove that a product
has a genuinely superior feature or to introduce a new product. A problem-solution
format is obvious when the product can genuinely solve a problem. The most
common formats for radio and television commercials are described below. Some can
be used in both media, but others are unique to one or the other. Most demon-
strations, for example, are virtually impossible in radio.

Dramatic Formcit

The five classic steps of the dramatic format are as useful to the modern advertising
copywriter as they were to Shakespeare:

1. Exposition. This step sets the stage and often simply answers the question of who
is trying to get what done.

2. Conflict. What's the problem? Who's the protagonist? Who or what is the an-
tagonist? (The antagonist doesn’t necessarily have to be a person. In the case of a
commercial, it may be a headache, a dirty kitchen floor, or unexpected company.)
3. Rising action. The story builds, the conflict heightens the suspense, and the
complications thicken.

4. Climax. The problem is solved, showing where and how the circumstances
change. The product and the product user should be the heroes.

5. Denouement, or resolution. This step should wrap up the story, answer any

unanswered questions, and clearly register the most important selling points and the
product name.,

As the story line developed in a 30- or 60-second TV minidrama unfolds, the
picture should tell the story. (See 6.2.) It's an easy trap for copywriters to overwrite a
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6.2 /Presenting a Corhphter Airfz a Dramatic Context

The HP Arrhythmia Monitor

When performance must be measured by results.

The patient in Room 7 doesn t A Hewlett-Packard computer has sensed the warning
know it. but he's very close to a system symptoms
heart attack

oy ‘
4
—
gwving the nurses in the coronary a few precious minutes so they can help
care unit

- -~ T
.

(:D HEWLETT

PACKARD

\ W,

head off the attack before it happens. Hewlett-Packard
When performance must be
measured by results.

Watch our performance on network TV,

[ﬁ]on..
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dramatic commercial and end up with what's essentially a radio commercial aug-
mented with pictures. The viewer should be able to follow the story with the sound
turned off. In radio, the copywriter can utilize the theater-of-the-mind concept.

It is tremendously important to cast likable and believable characters. They
should be well defined and readily identifiable to the audience. The problem, ob-
viously, is to avoid perpetuating stereotypes, such as precocious children, their frumpy
housewife-mother, her befuddled husband, his exasperated boss, and so on.

Because most Americans have spent so many thousands of hours watching dra-
matic television programs and going to movies, the conventions of dramatic structure
are familiar to them. This familiarity works to the advantage of the copywriter, who
must squeeze both a story and a selling message into a very short time span. Quick
cuts that jump both time and space can be accomplished almost instantaneously by a
smooth dissolve in television or a music bridge in radio.

In commercials with a dramatic format, it's easy for copywriters to become so
engrossed in developing the story and interesting characters that the product is given
short shrift. It is absolutely necessary that the product provide the payoff at the
commercial’s climax.

Problem-Solution Format

The solving of a problem is perhaps the most common format used today in commer-
cials. This format also sometimes results in obnoxious advertising. The plots, which
often follow dramatic structure, are ridiculously simple: a problem is presented, and
the product is introduced as a solution. The problem with the problem, however, is
that it is rarely believable. It should be one that the product commonly solves. (No one
believes a problem situation in which the British ambassador happens in for afternoon
tea and wrinkles his nose at the finger smudges on the coffee table.)

The dilemma should take one of two routes: (1) a believable and logical devel-
opment of a problem with which the audience can identify or (2) total hyperbole, with
the complications so humorously exaggerated that the result is a farce. Anything in
between will probably be resented as insulting or will simply be ignored.

Phony dialogue is undoubtedly the main fault of problem-solution commercials.
The attributes of the product must be presented, and in the absence of an announcer,
what device is left? The friendly neighbor who just happens to have a bottle of a new
dish detergent in her apron pocket? Hopefully not. The product should be introduced
as a logical outgrowth of the quest for a solution. Then, a demonstration and the
enumeration of the product’s attributes are in order. The characters in the commercial
need not wax eloquent if the product can be just as effectively presented in a visual
demonstration. Viewers are not idiots. They will get the message.

The usual closing sequence of a TV commercial in this format is a happy scene of
activity that reinforces the idea that the problem has been solved. The product is
always prominently displayed.

Demonstration Format

The sight, sound, motion, and color of television make it a perfect medium for
demonstrating new consumer products. The mass coverage of television means that
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6.3 /A Bright Idea
Commercial demonstrations need not be ex- was demonstrated in an extraordinary way.
travaganzas to be effective or to win Clio An artist used it to light the subjects —an at

Awards An everyday product, a light bulb, tractive mother and doughter
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this demonstration can be viewed simultaneously by millions of prospective cus-
tomers. For these reasons, the demonstration format is one of the most popular
commercial structures with advertisers. Demonstrations can be simple, using a voice-
over announcer and a lot of closeup camera work, or they can be exotically staged in
unusual locales with a lot of talent.

Demonstration commercials should strive to provoke curiosity and suspense and
to provide sufficient visual evidence of a product’s attributes. (See 6.3.)

Advertising people who produce demonstration commercials encounter numer-
ous frustrations. One common problem is that a superb product may not show up very
well on TV. The color, the texture, or any one of a number of other product qualities
may not look right. Production personnel quickly learned how to “dress”™ a product to
enhance the demonstration. Shortening has stood in for ice cream under hot lights,
small pebbles for rice, and whipped cream for shampoo. These solutions may have
been satisfactory to the production crew, but unless the advertiser and agency are
willing to risk severe scrutiny by the Federal Trade Commission and the possibility of a
formal complaint, the crew is well advised to “play it straight.” Advertising agencies
and their clients are now filing away demonstration evidence and affidavits by witnes-
ses in case the legitimacy of their commercials is questioned.

Requests by the FTC for substantiation of advertising claims have made it clear that
this regulatory body is concerned that TV demonstrations be relevant to “typical use”
of the product. In other words the demonstration should prove what it sets out to
prove and not stumble into a non sequitur. Torture tests are fun to watch, but if an
automobile is dropped from a 20-foot cliff and a person climbs in and drives off, does
it necessarily indicate the vehicle’s ability to withstand five years of punishment on
bumpy roads? Sometimes, in an attempt to build interest, demonstrations stray into

“His Timex is still running.”
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pure idiocy. (Efferdent, a denture cleanser, pronounced: “We simmered a string of
pearls in a pot of cherry preserves.™)

The considerable scrutiny by both the government and the networks’ broadcast
standards departments does not make it impossible to produce exciting, suspenseful,
and interesting demonstration commercials. They can result in high product recogni-
tion and brand familiarity by consumers convinced of the credibility of television
demonstrations.

Interview Formcit

The interview is suitable to commercials on both broadcast media, but it is particularly
popular in radio. Production costs are quite reasonable, and the interview permits the
advertiser to break away from the overused spokesperson format. The question-and-
answer format provides great potential for comedy, characterizations, and a continu-
ing story line for a series of commercials. Such commercials are fairly easy to write,
and the creative team can approach them in a number of ways. A fully scripted
commercial using professional actors may be the best way to control the message's
direction and to maximize humor. (See 6.4.) Music, sound effects, and the acting can
be thoroughly rehearsed to perfect the comedy timing.

As an alternative, the advertiser may elect to present spontaneous and unre-
hearsed commercials in a “man-on-the-street” format. An announcer, a tape recorder,
time, budget, and patience are necessary. Perhaps several dozen people may have to
be interviewed in order to get the kind of responses the advertiser wants. A lot of time
must then be spent in editing to find those perfect responses and fit them into 30 or 60
seconds. The result of all this effort, however, should be a highly effective commercial
that communicates that these are “real people in real situations” who are truly
enthusiastic about the advertiser’s product.

Testimonial Formcit

Advertising is a substitute for personal selling, and advertisers have learned over the
vears that nothing can be more persuasive than the testimony of a satisfied product
user. Like the interview format, the testimonial format can be developed in several
ways. The message can come from ordinary consumers, in which case the advertising
agency must cope with unprofessional talent; but the results may be most effective and
worth the trouble. Or the advertiser may elect to use professional talent. Regardless of
the choice, a few guidelines should be followed. The setting of the TV commercial
should be simple and compatible with product use. The message should focus very
directly on the endorser and the product. The audience should be able to perceive the
testifier as an actual product user, and the testimony should seem natural and truthful.
(Professional actors, hired for the job, will drip sincerity.)

The testimonial can be delivered directly to a camera (or microphone in radio) or
the talent can rhapsodize to an interviewer. More than any other format, the testimo-
nial can achieve exceptional impact. Members of the audience may be greatly affected
by advertising in which they perceive someone besides the advertiser talking about a
product or service. The fact that almost all testimonials are bought and paid for can
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limit the believability of this commercial format. Because of this problem, the Ameri-
can Association of Advertising Agencies in its Standards of Practice (Section 1, b)
states: “Specifically, we will not knowingly produce advertising which contains tes-
timonials which do not reflect the real choice of a competent witness.”

Self-regulatory groups have not been the only ones active in the area of testimo-
nial advertising. In 1975, following a three-year investigation, the FTC issued
guidelines covering certain aspects of testimonials and endorsements. In 1980, it
issued additional guidelines. All were accompanied by lengthy statements, but they
can be summarized as follows:

1. General conmsiderations. Endorsements must reflect the honest views of the
endorser. That person must be a bona fide user of the product at the time the
endorsement is given and must make only claims that can be supported if made by the
advertiser rather than the endorser. The endorsement may be paraphrased but not
used out of context. The advertiser may use the endorsement only for as long as there
is good reason to believe that the endorser, if a celebrity or expert (ordinary
consumer endorsements are exempted), continues to subscribe to the presented
opinion.

- 6.4/4 g'arq_fu-ll_;&cripgd “Sﬁntaneous” I;c_terview

U.S. Radio

Coca-Cola

Soft Drinks
“Stanley”
McCann-Erickson, Atlanta

Anncr: Today we're talking to supermarket
customers who have . .. oh, pardon me folks.
Man & Woman: Yes.

Anncr: | see you have the new two-liter bottle
of Coca-Cola. How do you like the Big Mouth?
Woman: Well, he's terrific at ballgames.
Anncr: Who are you . ..?

Woman: Show ‘em, Stanley.

Man: Throw the bum out!

Anncr: No, I meant, uh ...

Woman: Or when he's calling the dog.

Man: Here, Trixi!

Woman: Or when he's calling a cab.

Man: Here, taxi'

Anncr: Uh, ma'am . ..

Woman: How about that for a big mouth?
Anncr: | was talking about the new easy-pour
spout we call the Big Mouth on the new two-
liter bottle of Coke.

Woman: Well, what about it?

Anncr: What do you think of the Big Mouth?
Woman: Well, he’s great for getting the kid up
in the morning. Hit it, Stanley!

Man: Get up, Harold!

Woman: Or putting him to bed at night . ..
Man: Go to bed, Harold!

Anner: Ma'am . ..

Woman: Or do you know when a big mouth
like this is really terrific?

Anncr: I'm not talking about . . .

Woman: When you're herding cattle.

Man: Get along, little Doagie.

Woman: Doggie, Stanley, doggie.

Man: Here, Trixi!

Woman: Hold it!

Man: Trixi!

Woman: Oh, we're going home!

Man: Here, taxi!

Anncr: Introducing the new two-liter bottle of
Coca-Cola with the giant easy pour spout.
And, unlike some big mouths, it has a reseala-
ble cap.

Woman: Yes. He's a big mouth . . . but he can
be so tender and . . . I love you, Stanley!
Man: And I love you!

Woman: See what I mean . ..

Anncr: Uh-huh.
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2. Nonexpert consumer endorsements. The advertiser must be able to prove that the
average person can expect comparable performance. The ad must clearly and con-
spicuously disclose what performance can be expected or disclose that the endorse-
ment has limited applicability. The endorsement of nonprescription drugs by con-
sumers must be consistent with any determination about the product by the U.S. Food
and Drug Administration.

3. Expert endorsements. Whenever an advertisement represents, directly or by
implication, that the endorser is an expert with respect to the endorsement message,
then the endorser’s qualifications must in fact qualify him or her as a true expert. If the
net impression in the advertisement is that the advertised product is superior to other
products, then the expert must in fact have found such superiority.

4. Endorsements by organizations. Organizational endorsements, especially expert
ones, are viewed as representing the judgment of a group whose collective experience
exceeds that of any individual member, and whose judgments are generally free of the
subjective opinions that vary among individuals. Therefore, the endorsement must be
reached by a process sufficient to ensure that the statements fairly reflect the collective
judgment of the organization. Such organizations might be comprised of engineers,
scientists, or other specially trained experts.

S. Disclosure of material connections. When there is a connection between an
advertiser and an endorser that might materially affect the weight or credibility of the
endorsement, it must be fully disclosed. In the case of experts or celebrities, payment
is not considered a material connection unless the advertising implies that the
endorser is 1ot being paid. Only compensation provided in exchange for endorse-
ment need be disclosed. In addition, if an endorser owns stock or has some similar
financial stake in the success of the advertiser, that connection must be disclosed.

Spokesperson Format

The spokesperson format is the traditional commercial technique in the broadcast
media. Since the 1920s, announcers have delivered “straight sell” commercials for
thousands of advertisers. This format was quickly adapted to television when that
medium appeared, and it is still common today for many good reasons: The spokes-
person approach can be very effective if the message is delivered by someone who has
a strong, likable personality, who can establish an immediate rapport with an audi-
ence, and who relates to the product. Spokesperson commercials are usually quite
inexpensive to produce in comparison with other formats. The selling is direct and
ideally is compelling and convincing. Often, 2 maximum number of sales points can
be woven into the commercial. Unfortunately, audiences accustomed to more elabo-
ratelv produced commercials often find spokesperson commercials uninteresting. To
increase audience attention, these commercials are often augmented with closeups of
the product, short demonstrations, music, sound effects, and other devices.

Writing spokesperson commercials requires skill, because consumers will hear
the copy and not read it. Long, involved sentences, unfamiliar words, and awkward
phrasing should be avoided. The copy should sound natural, conversational, and as
spontaneous as possible.
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Spokesperson commercials run the gamut — from the DJ delivery of live copy on a
small radio station to the compelling presence of a well-known Shakespearean actor. A
fine line distinguishes spokesperson commercials from testimonials. A testimonial
commercial is almost always phrased in the first person, and the talent relates personal
feelings and experiences. (I use Product X every day because . ..”") In the spokesper-
son commercial, the talent, in the most convincing manner possible, declares: “You
should use Product X every day because . .." If one were to conduct a survey and ask
consumers what commercials they remembered that had used celebrities, and if they
were further asked to distinguish whether the talent had delivered testimonials or
simply served as spokespersons, the chances are that most people would not discern
the difference. Thus, in order to avoid the complications of FTC testimonial guide-
lines, many advertisers will simply use spokespersons to deliver their messages.

Symbolism Format

If an army platoon is not available to serve as talent in a television commercial, what
alternatives are available to the imaginative copywriter? Perhaps with music, sound
effects, and expert editing a dozen or more toy soldiers will serve just as well. The
symbolism format is useful and flexible in presenting a wide variety of tangible
products and intangible services to the marketplace. It is a more sophisticated adver-
tising device than some of the other formats and offers the opportunity to design
exceptionally interesting and engaging commercials. (Perhaps the ultimate attempt at
symbolism cast Xerox as God opposite Brother Dominic.)

Since appeals to curiosity are commonly used to create a measure of suspense,
the symbol should not be immediately compared with the product; instead, the
comparison should be gradually revealed as the commercial progresses. The analogy
must make sense and provide a logical parallel to the advertised product. Such
advertising is attention-getting in form, but it should be augmented with narration that
explains the comparison. It would be foolish to assume that an audience will necessar-
ily or automatically deduce that the plays on a chess board represent expert financial
planning by a local bank’s trust department. A voice-over announcer must provide the
explanation.

Just about everyone likes animals, and advertisers are increasingly turning to bird
and beast to find a corporate symbol. Hartford Insurance uses a stag, Merrill Lynch
parades a bull, and Qantas Airways is immediately associated with a cuddly koala.
Charlie the Tuna is immediately recognizable, both as a symbol and as a presenter to
several generations of Starkist consumers. Animals are also compelling in demon-
strations. The American Tourister gorilla, representing a baggage handler, has been
the star of a very funny television torture test.

Symbolic advertising is especially advantageous for advertisers confined to studio
production because of a limited budget. A lighted match can symbolize fire; a cat with
kittens can represent family responsibilites; and a toy boat on a small pond can double
for an ocean cruise.

In radio, metaphors and verbal analogies can make an announcer’s copy more
colorful and create a vivid, though imaginary, picture in the listener’s mind. Musical
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effects, especially on an electronic synthesizer, can produce tremendously effective
sound suggestions.

In all symbolic advertising, the advertiser must be sure that the audience will
understand the analogy and be convinced of its logical application to the product or
service. If the device doesn’t work, the audience will forget the entire message. If it
backfires, the audience may remember the gimmick and forget the product!

Comparative Format

Most advertising is rife with comparisons, real or implied. A store that calls itself “the
hest in town” is implving that other merchants fall short. An analgesic that says it
“won't upset your stomach” is implying that other products will. An ad that exhorts
new-car buyers “to check the competition, then see us” is inviting comparisons. In
what is called a dangling comparison, countless products claim to be bigger, better,
stronger, or whatever. These ads are obviously alluding to competing products?

For the sake of this discussion, however, comparative advertising identifies comn-
petitors by brand name. Until the 1970s this kind of advertising was almost unheard of
i Tadio and television. A wave of consumerism prompted the FTC to challenge the
networks in 1971 and urge them to accept comparative advertising. Both CBS and ABC
had corporate policies that precluded the acceptance of commercials that named
competing brands. (NBC had never adopted such a policy, but few if any advertisers
produced commercials that would clear only one network.) The FTC argued that
advertising that alluded only to “Brand X" was essentially uninformative and often
confusing. True comparative advertising, it contended, would help consumers make
informed choices between competing products. So, with some reluctance, broadcas-
ters began accepting this new form of advertising.

Many product categories have experimented with comparative advertising, some
successfully and some with disappointing or disastrous results. Automobiles,
analgesics, appliances, beers, wines, soft drinks, and household products have led
the pack.

Critics charge that comparative advertising invites unfair attacks on competitors
and creates distrust and confusion in consumers’ minds. For advertisers, one chilling
aspect of comparative advertising is the risk that consumers will mix up brands when
buying and confuse the “good guy” with the “bad guy.” No one names a competitor
with any good in mind. The truth seems precariously balanced, and too often irrele-
vant product features are compared. It is virtually impossible to present a fair compre-
hensive brand comparison in 30 seconds.

The networks turn down a great number of comparative ads and consider them a
prime source of problems. (The procedures followed by NBC in handling complaints
from competitors are included in comparative advertising guidelines in Chapter 18.
See 18.1.)

?). J. Boddewyn and Katherin Marton, Comparison Advertising, A Worldwide Study (New York: Hastings
House, 1978). This study, sponsored by the International Advertising Association, explores the subject in
depth and presents case studies from around the world.
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The chairman of one ad agency, Ogilvy & Mather, Inc., roundly condemned
comparative advertising, maintaining that “ferocious hostility erupts between corpo-
rations that used to be sensible, honorable competitors —all because of some stupidly
provocative comparative advertising. It is not in our interest to reduce the advertising
arena to the kind of mud-slinging that has hitherto been the special preserve of
politics.™

The Alberto-Culver Company apparently agreed with those sentiments and filed a
$7-million suit against the Gillette Company and its advertising agency, the J. Walter
Thompson Company. The suit charged that a commercial for Gillette's Tame creme
rinse conditioner disparaged its product, Alberto Balsam, and led to the destruction of
the brand. After much litigation, the defendants agreed in 1979 to pay Alberto-Culver
$4.25 million in an out-of-court settlement.*

Proponents of comparative advertising, however, maintain that, when properly
executed, this kind of advertising is the industry’s own brand of consumerism. They
argue as follows: The problem is not with the theory of comparative advertising, but
in its current practice. Comparisons heighten competition, because manufacturers
seek to improve their brands’ benefits. A “proper doubt” is introduced to consumers,
who may have been buying a brand automatically with no real thought about it.
Comparative advertising invites a trial, and thus, commercials must present compari-
sons that consumers can verify for themselves. Comparisons should be based on solid
facts, not irrelevant brand differences. As a result, this kind of advertising should
encourage more thoughtful shopping behavior, making consumers more aware of the
responsibility to select products and brands with care. For present users of the
advertised brand, comparative commercials reinforce brand loyalty.

Research studies and the opinions of experts are not always consistent, but a few
basic guidelines have emerged in the relatively short life of comparative advertising in
the broadcast media?®

1. Comparative advertising should ideally be used when one brand is clearly supe-
rior and when that superiority can be dramatically demonstrated in the media.

2. The brand attribute touted as superior must be verifiable by the consumer.

3. Comparative advertising reinforces brand loyalty among present users and is
effective in winning over the undecided consumer.

Andrew G. Kershaw, “The Mischief of Comparative Advertising,” Papers from the 1976 Annual Meeting of
the American Association of Advertising Agencies, p. 17.

‘Broadcasting, April 23, 1979, p. 60.
*Boddewyn and Marton, loc. cit.

Michael Etgar and Stephen A. Goodwin, “Planning for Comparative Adventising Requires Special Attention,”
Journal of Advertising, Vol. 8, No. 1, Winter 1979, p. 26.

Charles W. Lamb, William M. Pride, and Barbara A. Pletcher, “A Taxonomy for Comparative Advertising
Research,” Journal of Advertising, Vol. 7, No. 1, Winter 1978, p. 43.

Subhash C. Jain and Edwin C. Hackleman, “How Effective Is Comparison Advertising for Stimulating Brand
Recall?” Journal of Advertising, Vol. 7, No. 3, Summer 1978, p. 20.

Nancy Giges, “Comparative Ads: Battles That Wrote Dos and Don'ts,” Advertising Age, September 29, 1980,
p. 59.
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4. Comparative advertising is most effective when presented in a demonstration or a
testimonial. It is not conducive to fantasy, dramatization, or any other device that
breaches reality.

5. An advertiser who enjoys a dominant share of the market should avoid compara-
tive advertising; it should be used in going after larger game, not smaller competitors.

6. An advertiser should lean over backwards to present a fair comparison with a
competitor. Otherwise, the commercial may never clear the self-regulatory screen of
the broadcasters. In the worst scenario, the advertiser may have to “tell it to the judge.”

Emotional Appeal

Novice copywriters often delude themselves into believing that a commercial that
packs an emotional wallop will automatically sell products. This rationale couldn’t be
further from the truth. Sigmund Freud reminded his readers that “the voice of the
intellect is a soft one, but it does not rest until it has gained a hearing.” A housewife
doesn't skip down a supermarket aisle like a fairy princess dropping advertisers’
products willy-nilly into a shopping cart. If consumers were so emotionally suggest-
ible that they bought everything they were told to buy, families would be bankrupt
within a week. Emotional appeals have a hard time getting around budget limitations.
A consumer's life-style is dictated by a variety of factors: education, family background,
income, ethnic grouping, and social mobility. All of these identifying factors indicate a
buying and consuming pattern that is reasonably predictable, if the advertiser is
willing to pay for the research. The greater the quantity of valid demographic and
psychographic data available, the easier the job is for the astute creative team assigned
to design the message.

Armed with a clear profile of the target audience, the commercial writer needs to
ask, “What is the customer really buying?” Insurance companies sell security, cosmetic
companies sell glamour aid self-esteem, and microwave oven manufacturers sell
convenience. Understanding the consumer’s problems and satisfactions provides the
copywriter with a tremendous head start. The focus should be on the result of

product use.
An objective analysis of much advertising, particularly print, provides ample

evidence that exaggerated emotional appeals are usually confined to graphics and
headlines. The same is generally true in the broadcast media. The opening few
seconds should reach out to the listener or viewer on an emotional, not necessarily
rational, basis. Emotion attracts interest, but rational and believable sales points are
what sell the product. It should be noted that a few important product categories are
exceptions. Such products are purchased and consumed on an almost exclusively
emotional level: cosmetics, grooming products, perfumes, and so on. The consumer
often subconsciously buys a new self-image along with the product. Most products,
however, are not purchased on such an arbitrary basis, and so the copywriter must
seek the optimum blend of emotional appeal and rational, factual promise. There is no
magic formula.

A number of emotional appeals commonly used in commercial formats are listed
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below. The list is arbitrary at best, but it demonstrates that the advertising industry is
aware of growing consumer sophistication.

Security Appeals

Survival and the attainment of a satisfactory level of security are two primary human
motivations. These drives are manifested in the most mundane aspects of a con-
sumer’s life-style. If one peruses the marketplace to discover the products and services
that cater to the need for security, the list soon becomes enormous. Needs for shelter,
food, clothing, health, and safety encompass a vast marketplace. The advertiser that
markets a product or service that helps consumers achieve the security they seek will
do well to incorporate this appeal into the advertising messages.

Nonprescription medications use security appeals to promise relief to the suffer-
ers of sniffles, sneezes, headaches, and hangnails. The emotional tone is sympathetic.
Assurances are made. The product may or may not be effective, but the cold victim
clutching a box of tissues with one hand and a throbbing head with the other probably
isn’t reasoning all that clearly.

Exaggerated promises, however, may run afoul of self-regulatory groups. Many
years ago, the TV Code of the National Association of Broadcasters banned “man-in-
the-white-coat” commercials. Actors dressed like physicians and standing in a labora-
tory set were not considered to be in the public’s best interest. It is important that
advertisers understand their obligations to the public (and to the FTC) and be
absolutely truthful in their health and safety claims.

Personal products, often sold as nonprescription medications, present special
problems in broadcast advertising. Radio and television enter the privacy of the home
as invited guests; bad-mannered advertising is not welcome. The networks and most
stations are extremely restrictive about what can be presented in commercials for
feminine hygiene products, hemorrhoid treatments, and other personal products.

Sometimes, security appeals present a very threatening situation. Peace of mind is
what the consumer seeks, and thus, many products and services stress safety as a basic
emotional appeal. Insurance, lock systems, automobile tires, and traveler’s checks are
just a few examples. The commercial presents a threatening situation that is effective
in stimulating conflict, or cognitive dissonance, in the receiver. Cognitive dissonarnce
refers to people’s desire to neutralize or resolve the degree to which their perceptions
or beliefs are inconsistent. Threat appeals are most commonly used in the problem-
solution format or in dramatized commercials. The plot is simple: a threat or fear is
introduced (bad breath, vitamin shortage, insufficient insurance, an unsafe automo-
bile), and the advertiser’s product is presented as the solution to the dilemma.
Although the plot is simple, consumers’ response to the cognitive dissonance may be
complex. They may ignore it, reject it, or feel that it is relevant to their circumstances
and that possession of the product will eliminate the threat. In the latter case, the
advertiser will have succeeded in his purpose.

Sex Appeals

Consumers invest billions of dollars in clothing, cosmetics, grooming aids, jewelry,
accessories, automobiles, and myriad other products as they try to maintain their
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attractiveness to the opposite sex. If the product is, or can be, associated with sex
appeals, the creative team must appreciate certain sensitive problems. Too often,
advertisers have used these appeals in an irresponsible and exploitive manner. Overt
sexuality in advertising may either offend consumers or eventually dull their senses.
slightly more subtle messages still leave plenty to the imagination. (“All my men wear
English Leather, or they wear nothing at all.”) If the product will make the user more
attractive, comfortable, or confident, then the advertiser should certainly communi-
cate that message. Advertising always contains a promise, and a promise extended in
an emotional context can make the product highly desirable. However, the advertiser
who incorporates sex themes that are not relevant to the product does a disservice to
both the consumer and the advertising industry.

Broadcasters who are concerned about the public-interest aspects of their Federal
Communications Commission license have helped to keep overt sexuality out of
commercials. Advertisers have still been criticized for presenting women in commer-
cials as sex objects and nothing more. Some women's groups have brought pressure
on these advertisers, pointing out the destructive self-image these commercials pre-
sent to women viewers and also to impressionable children, who can assimilate false
ideas about sex roles at a very early age. Many advertisers have become more sensitive
to how women are portrayed in commercials and have tried to avoid stereotyping.
Other advertisers and their agencies who have been roundly criticized on this matter
have made it clear by their comments, or their lack of comment, that they have no
intention of altering their advertising strategies.

Good taste and a respect for the sensibilities of the audience should be overriding
concerns of the creative team that incorporates sex appeals in broadcast commercials.
Such sensitivity does not mean that these appeals cannot be presented in a bright and
spontaneous way. Some of the most effective and delightful commercials utilize sex ap-
peals with a touch of comedy to create an aura of light-heartedness. (Who seriously be-
lieves he'll be assaulted by a bevy of beauties if he changes brands of after-shave lotion?)

Love and Sentimental Appeals

Numerous products have been found to be eminently adaptable to advertising themes
that stress love and sentimental appeals. Usually, the product is associated with a close
and happy home life. Examples include baby products, camera equipment, pet
supplies, and a wide group of food products often consumed in a social setting such as
coffee, soft drinks, cereals, desserts, and snacks. The result of using the product or
service is what is sold. AT&T doesn’t préach about long distance equipment or rates;
the consumer is encouraged to “reach out and touch someone.” Greeting card
manufacturers obviously rely on love and sentimental appeals in marketing their
product, as do a number of proprietary medicine manufacturers, who stress concern
for family members in providing relief for moming backache, iron-poor blood, and
irregularity.

Almost any product associated with family life could probably attempt to use
sentimental appeals in its advertising. Attempting it is one thing; succeeding is another.
In broadcast commercials, the trick is to touch the viewers’ hidden emotions yet avoid
mawkish sentimentality. That's quite a trick in 30 seconds! With time so precious, the
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viewers must be projected immediately into the scene and be presented with a
circumstance they can readily identify with. The classic film techniques of cinema
verité are often employed, and the viewers seem to enter the action through the
“subjective camera.” Some of the visual techniques include extreme closeups, quick
cuts, reaction shots, the soft-focus lens, and colored filters. All these devices create a
soft mood and increase the viewers' feelings of intimacy and involvement. Because of
the sheer volume of advertising, some agencies have developed frankly sentimental
campaigns designed to break down the wall of consumer apathy. An executive from
Batten, Barton, Durstine & Osborn who creates commercials for Pepsi maintained that
“telling isn't selling. Advertising does not have to use hard sell in order to sell hard.”®
Many experts agree that the difference between an ad that tells and one that sells is the
style of the ad, not the researched strategy.

Most commercials with love and sentimental appeals incorporate a strong audio
track. Music is most important in setting the mood and must be carefully selected. A soft-
spoken announcer, invariably off camera in a voice-over role, delivers the soft sell. The ex-
cellence of the director, actors, and the tape or film editor is a prerequisite for creating
and presenting the mood, but such excellence usually entails a considerable budget.

Humorous Appeals

More than any other emotional appeal, humor can be tremendously successful in
getting consumers to like the commercial and thus the product. Humor in advertising
is not always suitable to the product and to the objectives of a campaign. Undoubtedly,

SLarry Light, speech to the American Association of Advertising Agencies, Monterey, California, October 17,
1980.

‘When you cry over commercials. Bernice, you're playing right into
their hands.”
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however, many more advertisers could effectively use it than do. Why, then, are
advertisers and agencies reluctant to pursue campaigns built on humorous appeals?
There are many answers, all valid. The “funny” commercial, after a lot of work and
expense, may simply not be funny; it may even be a disaster. The audience may
remember and enjoy the comedy but screen out or forget the selling message. It is
often difficult to make the humor germane to the selling points. The agency may slip
into the trap of turning out humorous advertising that delights the client but does not
evoke the same response from the audience. The creative team may have achieved a
truly amusing script, but somewhere in the actual production the comedy may slip
through the fingers of the producer, director, talent, film editor, or any one of a
number of key people who translate an idea on paper into a piece of film or tape.
Since comedy is usually defined as being “at the expense™ of someone or something,
some advertisers are reluctant to risk offense. (Nowadays, even the slightest touch of
ethnic humor may be marketing suicide. We all love a joke, but usually not about
ourselves.) Humor, so often topical, is thus often short-lived. Comedy usually does not
stand up under heavy repetition. A final, but by no means minor, consideration is that
clients and agencies are reluctant to risk embarrassment if the humorous commercials
fail. No one will ridicule a straightforward advertising program, even if it's “dull as
dishwater.”

Despite the risks involved, there are a couple of excellent reasons for incorporat-
ing humorous appeals into an advertising campaign. First, the comedy attracts imme-
diate attention. Second, if the commercial works, the audience will respond positively
to both the advertising and the product. Humor may be subtle and sophisticated,
burlesque and slapstick, or somewhere in between. (See 6.5.) Comedy deals in
incongruities, the unexpected, and the nonroutine. It must walk a middle line be-
tween the serious and the absurd. A commercial that becomes totally absurd loses its
humor, and the audience fails to identify with the characters and the situation. Reality,
but not truth, is suspended in the comic situation —a most important point to the
advertiser selling an actual product.

Writing humorous commercials is undoubtedly the most difficult of all copywrit-
ing challenges. When asked, “How do you do it?” one copywriter recalled E. B. White's
admonition: “Humor can be dissected, as a frog can, but the thing dies in the process
and the innards are discouraging to any but the pure scientific mind.”

Convenience Appeals

Being able to use a product in a simple way may not seem to have a great deal of
emotional appeal, but to the consumer it implies efficiency. Efficiency, in turn,
suggests that two important things are conserved —time and effort. Busy people may
respond emotionally and positively to a product that promises sought-for conve-
nience. This is one reason why packaging today is so crucial in marketing products,
particularly repeat-sale items. (The mousetrap may be no better than the compe-
tition's, but if it’s more convenient, the consumer will buy.) If the convenience factor
of a product constitutes its greatest strength and if the agency staff understands this,
the resulting advertising may be straightforward, informational, and seemingly un-
emotional. But if it speaks to a consumer’s real need, success is assured.
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6.5 /A Moving Experience
ADVERTISING/PUBLIC RELATIONS
TIAGH SUNSET CHECE DANVE ST LOUS MO 63497 (344 82¢ 6272
ANNOUNCER : UNITED VAN LINES PRESENTS STILLER & MEARA.
STILLER: THIS IS GONNA HURT YOU FAYE BUT 1 THINK WE SHOULD STOP
SEEING EACH OTHER.
MEARA : ARE YOU BREAKING OUR ENGAGEMENT RAY?
STILLER: YES FAYE, 1'M MARRYING MAE ANO MOVING TO SAN JOSE.
MEARA: CALL UNITED VAN LINES RAY.
STILLER: BUT FAYE, AREN'T YOU UPSET 1'M MOVING WITH MAE TO
>_ SAN JOSE.
D_ MEARA: UNITED VAN LINES TAKES THE UPSET QUT OF MOVING RAY.
O STILLER: UNITED VAN LINES CAN MOVE ME ANO MAE TO SAN JOSE, FAYE?
U MEARA : UNITED VAN LINES KNOWS THE WAY RAY.
STILLER: TO SAN JOSE?
O MEARA: YES RAY, UNITED HAS EFFICIENT SERVICE, PRE-PLANNED
— MOVING GUIDES, ALSO FREE RELOCATION INFORMATION FOR
Q ANYWHERE IN THE STATES, ANO OVER A HUNDRED COUNTRIES
E ABROAD.
STILLER: DON'T YOU EVEN CARE ABOUT ME AND MAE, FAYE?
MEARA : UNITED VAN LINES CARES RAY, THEY'RE THE QUALITY MOVERS. UNITED
CAN MOVE ANYTHING FROM CHUBBY MAE‘S REDUCING MACHINE TO
COMPUTERS .
STILLER: OK FAYE, 1'M CALLING UNITED VAN LINES TODAY.
MEARA : SO LONG RAY, GIVE MY BEST TO MAE.
STILLER: GEE FAYE, I THOUGHT YOU'D CRY,
MEARA: WHY SHOULD [ CRY, 1 FOUND A GREAT GUY NAMED SY.
STILLER: AND YOU'RE MOVING TO CHI?
MEARA : JERSEY.
ANNOUNCER : FOR THE NAME OF YOUR UNITED VAN LINES AGENT SEE THE YELLOW PAGES.

Courtesy ot United Von Lines, Inc, and Kelly, Zohmat & Kelly, Inc
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Curiosity Appeals

An emotional appeal that reaches the consumer’s desire to explore the unusual, the
novel, and the strange in order to find out what makes it tick can create tremendously
effective advertising. The structure most commonly used is the demonstration com-
mercial, and the device is often an unconventional approach that generates a high
degree of suspense. Torture tests of cars, watches, tires, and appliances will generally
hold the viewer to the end. What will happen?

The protagonist will win, of course, but how the winning is achieved may be
unraveled in an intricate or unusual story-line. Special film techniques (such as
microscopic photography) can build curiosity by revealing, bit by bit, the message to
the viewer. Animation can take the viewer on flights of fancy that explore the
phenomenon. Curiosity appeals are often ideal vehicles for introducing new products
or services. Even familiar products may achieve a new level of awareness if the agency
can produce a commercial that provokes inquisitiveness, perhaps by introducing a
new package design or a new use or simply by withholding the name of the product
until the commercial’s climax. (The risks of the latter technique are obvious.)

Testing viewers, in what is really a game, generated a lot of curiosity in commer-
cials for the American Express credit card. Well-known, but not particularly recogniz-
able people were presented, asking, “Do you know me?” To learn their identity, the
viewer had to wait until the end of the sales pitch.

Curiosity appeals are difficult to employ and should be thoroughly tested. The
viewer or listener must be provided with sufficient stimuli throughout the commercial
to sustain interest, and the payoff must satisfactorily resolve the suspense.

Ego Appeals
The advertiser with some understanding of the complexities of the psyche has
abundant opportunities to promise gratification through commercials utilizing ego
appeals. The enormous quantity of material goods produced by a capitalistic society
requires high personal consumption rates to keep the system moving. The American
consumer has obviously responded positively. (A quick look in any family’s garage or
basement will provide cluttered testimony to this fact.)

For better or worse, possessions provide tangible evidence of status in life.
Comfort, luxury, and status symbols (however defined) are all related to emotional
security. Pride of ownership may gratify the ego by providing eloquent testimony to
the owner’s good taste, desire for quality, and personal accomplishments. In an
unabashed effort at snob appeal, a credit card company adopted this slogan as a
position against its competition: “Some people travel with credit cards. Some people
have Carte Blanche.”

Ego appeals may be particularly important to the advertiser who markets a
product or service that is purchased by discretionary income —in other words, by
money not earmarked for essentials. Furs, designer jeans, and swimming pools are
certainly nonessentials. However, many essential products also use ego appeals to sell
high-priced models. Automobiles, appliances, stereo systems, TV sets, and home
furnishings are typical examples. The advertiser should be careful to research the
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market and be sure that (1) an ego appeal is truly the most appropriate and effective
emotional base for the advertising, and (2) the ego appeal is exactly “on target” for a
particular segment of the market. If the second rule is violated, the advertising may
backfire. Poorly constructed ego appeals can degenerate into frivolous “snob ap-
peals,” and consumers may go out of their way to disassociate themselves from that
image —and the product. The growing sophistication of the public implies a need for
subtlety, good taste, and soft sell in ego appeals.

Hero Worship Appeals

Everyone loves a winner, and to emulate a hero or heroine may be the secret desire of
many people. This harmless fantasizing may be touched emotionally in hero worship
advertising. In broadcast commercials, a sports figure is most commonly cast as the
hero, for here is true Americana: the strong, youthful Lancelot who vanquishes the
enemy. If Lancelot is handsome, personable, and poised on camera or microphone, so
much the better. Often, stars from the entertainment world are employed in hero
worship commercials. Such “beautiful people” may lend an image to a product it
never before enjoyed. Testimonial formats are obviously the most common commer-
cial structure for this kind of emotional appeal.

Believability should be the key concept in hero worship commercials. If the
consumer does not accept the spokesperson as a true advocate of the product, this
lack of credibility hurts both the talent and the product. The copywriter should spend
some time, if possible, with the talent in order to write copy that fits his or her style
and speech patterns. No one, least of all nonprofessional talent, is at ease with
sentences and vocabulary foreign to his or her own style. Although professional
entertainers are obviously highly trained and therefore more adaptable than sports
figures, the copywriter must remember that celebrities are theoretically not playing a
role in hero worship commercials but instead being themselves.

A common pitfall is placing the talent in the limelight rather than the product.
Further, the agency creative team should avoid constructing a situation that results in
the viewer or listener’s not /iking the talent. Ralph Waldo Emerson once observed that
“every hero becomes a bore at last.” If the listener responds negatively, talent ceases to
play the role of hero, and the product suffers. Modesty should be a part of the
presentation, and good humor, too.

Sensory Appecils

There are innumerable advertisers whose products minister to the creature comforts,
and their advertising agencies face an enormous challenge in communicating a
product’s qualities in the media. We have five senses, yet television provides only sight
and sound, and radio only sound. How can touch, taste, and smell be effectively
communicated in the media? If these properties are crucial to the product, some
substitute suggestions will have to be found. Video and both verbal and nonverbal
audio can effectively communicate these appeals.

How does coffee smell? Perhaps it can be equated with sounds in a suburban
neighborhood early in the morning. How does a soft drink taste? Perhaps as refreshing
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and exciting as a swim in the ocean surf. How soft will a hand lotion make the skin? As
smooth as a rose petal? If these kinds of analogy are used, they must make sense and
avoid clichés, or the viewer or listener will reject them as meaningless.

For the advertiser whose products can be demonstrated by sight and sound, or
just sound, analogies are not necessary. The advertiser simply capitalizes on the impact
the broadcast media can provide. In radio especially, good descriptive copy can do
wonders. The listener’s imagination should be expanded through verbal suggestions.
In TV, of course, seeing is believing. A good director will make sure the cameras fully
explore whatever sensory appeals are inherent in the product.

Production Tecbniques

The creative people seemingly control the direction of a commercial. With a thorough
understanding of the campaign strategy, they develop the commercial’s format and
emotional appeal. But since a commercial doesn't exist until it is actually produced,
the important ingredient of style rests with the production team. (Its work is explored
in detail in Chapter 8.)

Style, executed in production techniques, makes the difference between an
adequate communication and a truly delightful and memorable bit of persuasion.
Advertising agencies, competent in the concepts of presentation, will be sure that (1)
the best production house available is assigned a particular job, and (2) an experi-
enced agency broadcast supervisor is on the set, understands the client’s goals, and is
responsible for the finished product.

What are those specific factors that make up production style? They include the
proper selection of sets, lighting, stage props, color, music, sound effects, and that
special chemistry of professional talent carefully cast in believable situations and
characterizations. The perfect blend of makeup, hairdressing, facial expressions, cos-
tuming, gestures, and staging subtly contribute to the overall excellence of produc-
tion. Attention to minute detail reflects a professionalism that makes the whole greater
than its parts. Showmanship is the key concept, and presentation should be of the
highest standard possible within the production budget.

Conclusions

The creative process is rarely orderly, and no one really expects specific formulas to
apply. In advertising, however, the results of creative labors are expected to be both
original and to carry out the advertiser’s campaign strategy. Anyone working in the
creative area of advertising, whether developing TV comercials for a multimillion-
dollar account or writing radio copy for a small local retailer, faces similar challenges.
Sometimes the perfect commercial comes to a writer “out of the blue,” but that is
unusual. In most cases, the work is arduous, demanding attention to the smallest
detail.

What is the advertising strategy? What are the objectives of this campaign? What do
we want to communicate? These are the basic questions the creative person must ask
before developing a commercial. With a clear understanding of the answers, many
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writers, through a process of trial and error, finally end up with a commercial that will
fulfill the campaign goals.

Advertising is communication, and in the broadcast media, commercials consti-
tute a quick and perishable message. A commercial must be developed into some sort
of format (such as dramatic, demonstration, testimonial, interview, and so on) and
augmented with a suitable and attention-getting emotional appeal. With time limited
to 30 or 60 seconds, everything extraneous must be eliminated; effective commercials
are “tight.” With a commercial in script or storyboard form and cut and polished to
achieve the advertiser’s goal, the groundwork is laid for the final creative touches that
come when the commercial is actually produced.



chaptes seven

Talent

Lights, Camera —You Have 30 Seconds!

We'll need two actresses for this commercial, plus a teenage boy to play the son of one of them.
This is a national commercial, and all the talent is ornt camera. For the women we want talent
age 35 to 40, bousewife-looking npes. Neatly groomed, but no fashion plates. Maybe a little on
the plump side. For the boy, we need a kid about 16 —a big, busky, all-American type. No
long-bairs. This commercial’s for a laundry bleach, and this kid comes in a kitchen set from
Jfootball practice all covered with dirt. We'll start auditions on Friday, so send me up about eight
women for the bousewife parts, and maybe six boys. Check their clearances, will you? We want
union members, of course. Ob yeah, this client only pays scale. I think this commercial will
probably run for one 13-week cycle.

The speaker is a casting director. At the other end of the line, a talent agent is
taking notes. Calls like this one are common, because thousands of commercials, both
national and local, are produced each year. They all need talent.

When the creative plans of an advertising agency have been approved by the client
and commercials are ready to go into production, the first order of business is often
casting. The importance of casting the right performers in the right roles cannot be
overemphasized. It is so obvious it need not be belabored. Procedures for conducting
auditions and casting will vary with the circumstances. In a local market situation,
where commercials are being produced for a local retailer, auditions for talent may be
simple and straightforward and be completed in a few hours. The pool of available
talent is usually pretty limited for any given part, and the better performers are already
familiar to local advertisers and agencies. Auditions may even be skipped when clients
know exactly whom they want to hire.

At the national level, casting for elaborate commercials with big budgets is a lot
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more involved. Some large advertising agencies that turn out a multitude of commer-
cials every year employ a full-time casting director. When commercials are approved
and ready for production, this person contacts several talent agencies with a summary
of talent requirements. Because most advertising agencies cannot justify the expense
of a full-time casting director, they use the services of a freelance one. These people
(and there are relatively few of them) are well known in the business and have
extensive contacts with talent agents and the advertising community. Sometimes,
casting responsibilities are turned over to the company that will be producing the
commercials. The larger production houses may have a casting director on the staff, or
they may hire a freelancer. Casting directors are usually used on high-cost, national
commercials. For local and regional commercials and for commercials produced on a
limited budget, casting responsibilities usually fall to the producer from the advertis-
ing agency or the director at the production house.

The performers used in commercials fall into five categories: professionals,
celebrities and personalities, nonprofessionals, extras, and musicians.

Professionals are experienced actresses and actors. They usually earn no more
than scale, the minimum established by their unions —the Screen Actors Guild and
the American Federation of Television and Radio Artists. Celebrities and Dpersonalities
almost invariably earn over-scale. Nonprofessionals, who do not belong to any per-
formers’ unions, and who play the role of a “principal,” cannot be paid less than scale.
They are usually real consumers who give product endorsements or employees who
are shown on the job. Extras, who may be members of a union, are used in
backgrounds or crowd scenes. Musicians are used in radio and in television, where
they may be either on or off camera.

The Talent Agent

There are hundreds of talent agents in cities across the country. They represent clients
who appear on stage and screen and in other media. Some of these clients are
involved only in the performing arts, but a great many are eager and available to
appear in advertising, whether print or broadcast. A few giant talent agencies employ
several hundred people and operate branch offices across the country. Most talent
agencies, however, are relatively small, sometimes a one-person shop. In any event, a
talent agent may represent several hundred performers. Keeping track of all of them
isn’t easy. To help a prospective employer select talent, bead sheets are prepared by the
talent agent. These contain a head portrait and a minimum of very basic information.
More elaborate composites are also available containing information on both sides
of one sheet of paper, including several photographs (one a full head portrait),
information on what the performer can do, special skills, and the kinds of market this
talent fits. Credits are sometimes listed; union affiliations are always given. It is an
increasingly common practice for talent agents to have videotapes of their clients
available to show casting directors.

When talent agents are contacted by casting directors or by whoever is handling
these responsibilities, they need to know what kind of talent is wanted, including a
physical description (obviously not overly limiting) and also an indication of the kind
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of characterization needed. In addition, they need to know whether the commercial is
intended for local, regional, or national use and approximately how long it will run. (A
test commercial, for example, may be used for only a few weeks, but some commer-
cials have run on the air for vears. While a commercial is running, the talent used may
not appear in commercials for competing products and services.)

A good talent agent, called with the specifications for an upcoming commercial,
will typically send down four or five of the most likely prospects to audition for the
part. The number sent depends on the casting director’s request. A child’s part will
require that many kids audition for it, because a truly professional child actor is pretty
rare. In contrast, auditions for a male announcer for radio copy may be confined to
just a handful of pros.

Talent agents, who earn 10 percent of the gross of their clients’ earnings, are
always anxious to have one of their people land the part. Several talent agents are
usually called, so the competition is stiff. For talent selected to appear in national
advertising, a substantial fee and residual payments are the prize. If the performer has
lines and must move around a set, the agents are very careful about what kinds of
talent they select for the audition. Only a professional can win that kind of part. A
neophyte may be sent, however, for a small part with no lines. Since the agent wants to
find opportunities for less experienced talent, a bit part in a commercial may be
ideal — it means some money and a chance to learn. It’s the agent’s job to be sure the
performer’s union memberships are in good standing and that he or she is
“cleared” —that is, has not appeared for at least one year in a competitor's commer-
cial. Good agents will always try to obtain over-scale payments for their clients. Scale is
the minimum payment for union performers. Over-scale payments may be negotiated
between an agent and a casting director at one-and-a-half, double, or triple scale or
even more. Exclusive contracts with top stars can become very complicated.

Celebﬂ@

Celebrities have been doing commercials for decades. There was a time, however,
when many would not consider doing anything so tawdry. Times have changed
(see 7.1).

Eleanor Roosevelt was one of the first really famous people to do commercials
who did not come from the world of show-business. When an advertising agency
approached the former first lady and asked if she would be willing to do a TV
commercial for a margarine, Mrs. Roosevelt agonized over the possible damage to her
public image. The $35,000 fee would purchase a tremendous number of CARE
packages, reasoned Mrs. Roosevelt, and so she consented!

Celebrity talent used in commercials since Mrs. Roosevelt's time comes from the
entertainment world or professional sports. Their names would fill pages. Years ago,
many celebrities did only voice-overs, so they could be cloaked in anonymity. In the
1960s, after a few top names were persuaded to endorse products in TV commercials,

Joseph P. Lash, Eleanor: The Years Alone (New York: Norton, 1972), p. 304.
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the stampede was on. (One casting director remarked, “I don’t want to sound crass,
but for enough money, you can get just about anyone.”)

Top stars may command a guarantee that runs into hundreds of thousands of
dollars. Multimillion-doltar deals are not unheard of; James Garner’s $3-million con-
tract with the Polaroid Corporation was announced in trade publications. In most
cases, however, celebrities prefer to keep the financial arrangements out of the press.
All performers collect residuals as the commercial runs, and in the case of celebrities,
the residuals apply to the total negotiated fee. For these handsome fees, a top star may
spend a day or less in production and easily fit it in with other commitments. The
number of takes may be less than with other talent, because these celebrities are

7. 1 _/Polaroid s Star: P_rése-mter; )

Marnette Hartley and James Gamer have been star
presenters for Polaroid
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experienced professionals. Sports figures need much direction, and the final result
may lead the viewer to believe that whatever coaching they were given was not
enough. Crews and directors, accustomed to working with celebrities, say the secret to
success is completely thorough preparation. Because stand-ins are used while the
lights are being adjusted, the star need only step in at the last moment. Most of them
are cooperative and hard working; the word on prima donnas travels quickly through
the grapevine, and such types are rarely used.

Testimonials by celebrities are increasingly criticized by consumer groups. (The
Federal Trade Commission’s guidelines on such advertising are included in the previ-
ous chapter.) Most advertisers, in order to avoid any possible legal problems, ask
performers who deliver a testimonial to sign an affidavit. In it they swear to what they
said (the commercial may be edited for time, but not content), and they testify that
they have, in fact, used the product. These simple requirements are no great obstacle.

Critics have complained that these bought-and-paid-for endorsements are inher-
ently misleading. The public has a right to know whether the spokesperson has any
real knowledge of the product. The pronoun we is bandied about in a rather careless
manner. “We at the Great and Wonderful Company” implies that the celebrity is
closely associated with the sponsor and intimately knowledgeable about its corporate
affairs.

These criticisms fall on deaf ears in most of the advertising industry. Celebrities
are used —and overused —because of the public’s fascination with stars. Celebrities
make a hard sell easier, contend some experts, who believe that a star who is relevant
to a particular product increases the sponsor's credibility.

This matter of relevance, accepted in the industry as an article of faith, has been
challenged. Some of the most successful commercials violate this rule. Where's the
relevance of Joe DiMaggio for Mr. Coffee and Frank Gifford for Planter’s? ““Celebrities

“. .. Sorry, Nolan, but I couldn’t get you a panty-hose
commercial. . . "
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register. Relevance has relatively little to do with it,” said a creative supervisor at the J.
Walter Thompson Company advertising agency.? He contended that “non-relevant”
stars are still successful “for some of the usual reasons commercials work, which is to
say good scripts, good demos, good production values and good all-around execution.
More to the particular point, they work because a star is a star is a star.”

Because national commercials, in particular, often go through intensive pretest-
ing, which is usually confined to measurements of recall and recognition, celebrities
improve the scores on these tests. (See Chapter 9.) It's no wonder that advertising
agencies recommend the use of celebrities to their clients. Numbers on a score sheet
seem more reassuring than agency hunches.

Personalities are not celebrities in their own right, but they may be paid just as
well. Some eventually become true celebrities. Ask a typical viewer if he or she knows
Dick Wilson, Jan Miner, or Jack Eagle. A blank stare is the likely response. Ask the same
person about Mr. Whipple, Madge the Manicurist, or Brother Dominic. The answer
will be yes, accompanied by brand associations. Originally, many of these personalities
were professional actors, but they were not well known to the public. They were in the
right place at the right time, landed a part in a commercial, and gave such an
outstanding performance that the advertiser built an entire campaign and brand
identification around them. Many are now under exclusive contracts.

Auditions

The timetable in auditions is quite strict. Talent agents are rarely given more than a few
days to round up their best prospects. They say it's never enough time. A talent agency
may represent 50 performers who might be likely candidates for a given role. Agents
will select only those performers who they know can do a particular job. Performers
who have a record of being late or temperamental are often passed over.

The job of conducting auditions and casting talent sounds glamorous and enjoy-
able. In truth, however, it’s a tough and exhausting business. The people who sit in on
auditions will vary with the client, the agency, and the circumstances. The casting
director is obviously there, and also the director of the commercial. The latter person
should conduct the casting sessions, with the others “sitting in.” (Directors are hired
to direct, and that includes this important part of preproduction.) Agency personnel
may include the producer, the copywriter, the art director, and an account executive.
Sometimes a client representative is present. They must all be in general agreement
on the objectives of the commercial, the general mood to be conveyed, and the basic
talent requirements. Specifications should not be too limiting, however, because a
performer may turn up in an audition who does not fit exactly what was visualized but
who adds a unique dimension to the commercial.

Auditions are often conducted in an emotionally charged atmosphere. At stake are
fees and residuals that may easily reach $15,000 or $20,000 for one day of shooting.
The competition is horrendous. All performers want jobs, but only a few will land

2Gerry Scorse, **Nonrelevant” Stars Hun Creative Pride,” Adrertising Age, July 30,1979, p. S-11.
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parts. A limited, and probably insufficient, amount of time can be devoted to each
person. No matter how objective the decision makers try to be, personal prejudices
are always at work. The trend nowadays is to videotape auditions so particular
performers can be reviewed at a later time. The poor ones are eliminated, and the best
ones can be assembled for final decision making. A tape audition also reveals how the
talent relate to a camera. Without tape, this quality is sometimes difficult to evaluate.

“Cattle calls,” wherein dozens of people try for each role, should be avoided. Mass
confusion is not necessary and just complicates the casting business. Performers and
agents sometimes complain that freelance casting directors are most guilty of holding
extensive auditions. Since they are paid by the day, they are accused of prolonging the
job. (On the West Coast, the complaints are directed to casting directors who come
from the East and stretch out the auditions in order to “justify and enjoy a trip to the
Coast.”) Performers aren't paid anything for an audition, and they aren’t paid for the
first call-back if the decision makers need another audition session. If performers are
kept waiting more than one hour, they are supposed to be paid a small fee.

Decisions are usually made quite promptly; rarely do they take more than a day or
so. However, if an advertiser is searching for a major TV spokesperson who will do a
long series of commercials under exclusive contract, auditions may go on for weeks.
Once performers are hired, they are notified where and when to report and the kind
of clothes to wear. Professional performers maintain a wardrobe that provides some-
thing suitable for most commercials. A wardrobe is provided only in special cir-
cumstances.

Nonprofessional Talent

Some advertisers, seeking maximum believability, have used their own employees or
actual consumers in commercials. These people must be paid the same fees and
residuals as union talent. (Nonunion talent, through a provision in the Taft-Hartley Act,
cannot be precluded from appearing in commercials. After doing a commercial, they
have 30 days in which to join one of the talent unions if they want to do more
commercials.) People who appear as themselves must be in a “natural setting™ (the
employee is shown on the job, for instance), and their remarks are supposedly origi-
nal, not scripted.

Any agency will carefully consider using actual consumers in a commercial before
recommending this idea to a client. The cost factor is difficult to estimate, because it
may take days of interviewing and filming to happen on the right consumer spokes-
person. Some agency producers have nicknamed nonprofessionals “the uglies.”™ Al-
though anvone can be spontaneous, not everyone looks or sounds convincing to an
audience, and even fewer can really se/l the product. When nonprofessional people
are used, talent agents and the talent unions naturally grumble about it, because it
eliminates an employment opportunity for one of their performers.

In recent vears, the advertising industry has been the target of performers’ strikes
at contract renegotiation time. Commercial production with professionals grinds to a
halt. If an advertiser needs to produce a commercial, the only remaining option is
nonprofessional talent. The results are mixed, and usually the costs are higher,



Part Two
Campaign Development

130

because professionals don't need as much time and direction. Amateurs can, however,
bring a fresh spontaneity and innocence that may work very well. They need reassur-
ance to assuage their fears, and a supportive production crew.

Special Problems (and Opportunities) in
Casting Talent

What do casting directors and other decision makers look for in auditions? It obviously
depends on the requirements of a particular commercial. Most performers find
themselves typecast, even the most versatile ones. An experienced actress who has
assumed a dozen different roles in stage plays may find herself confined to housewife
roles in commercials. Casting directors seek performers who not only meet the type
they are casting but also appear natural, real, and personable.

In the early days of TV, commercials usually presented only “beautiful people.”
Advertisers quickly came to realize that for many products, less glamorous — but
sometimes more interesting — performers successfully established characters who
seemed real, and therefore believable, to an audience. Realism in commercials is
greatly enhanced with proper casting, but that's only part of the formula. Natural
dialogue, good directing, and superior editing are the other major ingredients.

It isn’t always easy even for a professional performer to “feel” the part he or she
may have landed in a commercial. Pity the actress playing a housewife who must
deliver a 30-second spiel on some floor wax to her “neighbor.” Nobody really talks
like that—and vet this phony baloney is produced in commercials vear after vear.
Sometimes talent can persuade a director to change a line here and there to make the
dialogue more natural. The suggestions are usually good ones, but agency personnel
have to be very careful that changes do not affect the acceptability of product claims.
Most national commercials have been reviewed by lawyers and the broadcast stand-
ards departments of the various networks before they are produced. Changing one
word could mean that a commercial already cleared would no longer be acceptable.

Casting children presents special problems, and auditions may be more time
consuming. In the search for the right child, looks aren’t evenvthing. Casting directors
look for an engaging smile, a touch of mischief, a charming giggle, or some special
spark. Shy children simply aren't hired. Inexperienced child actors may be put at ease
with gentle questions about their interests. Older children may show their per-
sonalities if they're asked an offbeat question: “Are you married?” If at all possible,
children should be asked to do in an audition what they will have to do in the
commercial. A child hired for a chop suey commercial had better like the stuff. As a
matter of fact, it is often necessary to hire a few extra children in case the first choices
do not do well on the day of the shoot.

Parents all think their children are adorable, as cute or cuter than the rest of the
kids they see on TV. When some small-fry spokesperson turns into an overnight star,
talent agents are sometimes stampeded by ambitious parents who want the same
success for their offspring. If they do land parts, after some coaching and pampering,
many children lose their marvelous spontaneous quality. They smile, giggle, pose
on cue —and lose all believability.
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Directors who deal frequently with children always handle them with special care.
The kids must be disciplined enough to get the job done but still enthusiastic and free
enough to be natural on camera. The director’s biggest enemy is fatigue, and so the
hardest scene —one requiring dialogue, for instance —is usually shot first. In New
York City and Los Angeles, the law requires that a social worker be on the set when
children are working in commercials. The kids can work an eight-hour day only if they
have 20 minutes on and 20 minutes off. Depending on the social worker, these rest
periods may be strictly observed or not. For children who must miss school, special
arrangements must be made to provide tutoring, and often the social worker serves as
a teacher.

If a commercial has any unusual requirements, casting can turn into a first-class
headache. If an animal, tame or wild, is needed, it may not be easy to find a human
performer who can work well with it. In some commercials, someone special may be
needed —a water skier, a magician, an acrobat, or a hay fever sufferer. The list of
possible requirements is endless, but the list of talent may not be. If an advertiser
wants to include members of minority groups in a commercial, and additionally needs
unusual skills, the search process may be expensive and time consuming,

Performers must be able to adapt to a host of circumstances and personalities. The
location may be a comfortable studio or a broiling desert at high noon. In addition,
they must follow the instructions of a director and be able to perform with other
actors and actresses. “Goofs” kill time, and time can kill a budget. Performers must
also be able to adapt to either film or videotape. Some prefer to work with videotape,
because of the instant playback. With their director they can immediately review a take
and evaluate it. The performers can see what they have done, and the director can
point out small details for improvement. Actors and actresses who rely on their

“It’s not a good commercial, but we worked the sponsor’s kid into it. ™'
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appearance, however, usually prefer film over tape. Film can have a soft, flattering
quality, whereas tape is harsher. Besides, the TV camera always adds some unflattering
pounds to the performer anyway.

A performer’s life is not a succession of ego trips and checks in the mail.
Complaints run the gamut. Auditions are often agonizing, especially if they're cattle
calls. Some casting directors are not very considerate, and they can be abrupt and
tactless in dismissing actors or actresses. Top performers sometimes complain that,
even if they don't get a certain part, their ideas for that part are “borrowed.” Later,
when they view the finished commercial they auditioned for and see their interpreta-
tion of that role being used by another actor, they feel exploited. Performers are
always under a great deal of pressure. There's no opportunity to build the role. The
actor or actress in a 30- or 60-second commercial must be immediately “in character”
when the director calls, “Action.” When the director is inexperienced, professional
performers may complain that they are asked to do take after take when it really isn't
necessary. A director who doesn't have control of the situation presents real problems.
Some advertising agency personnel, client representatives, and assorted hangers-on
all envision themselves as the greatest dramatic coaches since Stanislavsky. The poor
performer is told to do a part six different ways by six different people. A top director
directs and never allows that sort of thing to happen.

As for talent payments, performers complain that they are never paid on time.
They or their agents often have to bird dog the payment of fees and residuals. If the
checks are not correct, it means more delays. Holding fees, which are due performers
by advertisers who may wish to use a commercial again at a later date, are often
“overlooked™ unless the talent agent keeps careful records. The talent unions some-
times get involved in disputes over payments. Checks are made out to the performers
but are mailed to the agents, who have power of attorney and can thus deposit them.
The agents then pay their clients, deducting the 10 percent commission. (""Otherwise,
we'd never be paid,” said one agent.)

The “care and feeding” of performers by their agents is a subject unto itself. Talent
may be egotistical, demanding, and unreliable and may take up a tremendous amount
of the agent’s time. On top of that, they may deeply resent paying the agent's
commission. (For the agent, the commission sometimes doesn’t seem worth the hand
holding necessary.) Many performers, however, are gracious, cooperative, and strictly
professional. They appreciate the high cost of production and report to the set on time
and ready to go. Top performers can bring a great deal to a part and add a dimension
to the commercial that was never envisioned in the storvboard stage. They latch onto a
part almost immediately, and only a few takes may be needed. Often, the first take is
the best. The performers are just as important as the creative team or the director. A
look, a gesture, the posture, and the voice of a really gified performer can turn an
ordinary commercial into an absolutely delightful one.

Talent Unions

Several unions are involved in the talent side of radio and television commercials. The
business of dealing with various unions in a situation where jurisdiction is not always
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clear cut can be confusing. Two elements of the complications involve the question of
whether a TV commercial is shot on film or videotape and the extremely detailed
contract provisions that cover the employment of performers.

American Federation of Television and
Radlio Artists

AFTRA was started in 1936 and represented radio artists in New York, Chicago, and Los
Angeles. Today, AFTRA has more than 60,000 members in 50 states. The union is
headquartered in New York, and its jurisdiction includes commercial radio transcrip-
tions, phonograph records, slide-film recordings and other recordings not broadcast,
local live television commercials, and videotape commercial recordings. The last
category runs into some overlap, and some problems, with the Screen Actors Guild
(SAG)—see below.

Most AFTRA members are actors, announcers, singers, dancers, and specialty acts,
and numy are employees of broadcasting stations and networks. A relatively small
number can earn a living doing commercials exclusively, and that work usually
constitutes moonlighting and augments an income from the programing side of
broadcasting or from an entirely different line of work. Virtually all AFTRA members
involved in commercial work are also members of SAG.

Screen Actors Guild

SAG, a few vears older than AFTRA, was organized in 1933 by a group of actors
disgruntled with the poor pay and difficult working conditions at the motion picture
studios. Today, its membership is almost 52,000. Unlike AFTRA members, so many of
whom have full-time jobs, SAG members must find acting jobs wherever they can. The
television-commercials industry is tremendously important to these performers.

SAG jurisdiction covers filmed motion picture features; filmed television enter-
tainment programs; industrial, educational, and religious films; and all filmed TV
commercials. SAG shares jurisdiction with AFTRA over taped TV commercials. The
determining factor in this last category is where the commercial is shot. If it is shot in a
studio that is normally used for film and that is a SAG signatory, it falls under SAG
jurisdiction. Members of both unions, paying two sets of dues, have started a grass-
roots movement urging an AFTRA-SAG merger. Such a consolidation is increasingly
discussed, and it appears to be inevitable though not imminent.

Extras

Commercials that require crowds or people in the background use extras, who may
come from one of several unions or no union at all. Most major advertising agencies,
advertisers, and production houses are signatories to contracts with the various talent
unions. They agree to abide by those contracts no matter where they shoot com-
mercials.

The New York Extras Players, which is part of the Screen Actors Guild, has
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jurisdiction in the New York area. Its contract covers the employment of all extras
within 300 miles of the center of Columbus Circle in New York City.

The Screen Extras Guild has jurisdiction in more than two dozen cities across the
country. Depending on a classification system for each city, advertisers may be obliged
to give hiring preference to SEG members. In some of the smaller cities, there is no
obligation to hire SEG members, but anyone hired as an extra must be paid union
rates. Like the New York Extras Players, there is some likelihood that SEG will even-
tually merge with SAG.

AFTRA's contract covering principals also covers extras. Thus, if a TV commercial
is taped under AFTRA rules, any extras hired will be AFTRA members.

Small local or regional advertisers, not situated in cities where unions hold
jurisdiction, are not bound by contracts applying to talent. Extras are hired at whatever
rate can bé negotiated below prevailing union scale. This may be important to an
advertiser on a limited budget or to one desiring a mob scene shot in a stadium, for
example.

American Federation of Musicians

The American Federation of Musicians (AFM) represents more than 300,000 profes-
sional musicians in the United States and Canada. Like AFTRA and SAG, this union
negotiates with national advertisers for contracts that cover the employment of musi-
cians in producing radio and TV commercials. This income source is of growing
importance to musicians as the volume of advertising increases and as more and more
clients want to use music as an important part of their sales message.

Fees and Residuals

Performers hired as principals in commercials are paid the same whether they are
represented by AFTRA or SAG. The reason is that the two unions join forces every
three years when they meet with the American Association of Advertising Agencies and
the Association of National Advertisers to negotiate new contracts. Together, the four
make up a Joint Policy Committee on Broadcast Talent Union Relations. The contract
they hammer out covers such matters as fees, repayment compensation, holding fees,
length of sessions, exclusivity of talent, auditions, interviews, travel, meal periods,
overtime, late penalties, foreign use of commercials, and so on.

Compensation gets the most attention in these negotiations and constitutes the
most complicated issue. Session fees are simple and easy to understand. If performers
spend the day acting before a camera or microphone, they should be paid for their
services. In a commercial, however, the performance will be recorded and played to
an audience many, many times. These performers, like stage actors, want to be paid for
the number of times this performance is presented. (If they performed the same
commercial live on TV every night, they would be paid accordingly.) It's the advertiser,
not the performers, who elects to record the commercial, but the performers still
expect to be paid. This expectation has resulted in the economic philosophy behind
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repayments, or residuals, in radio, TV, and cable commercials. Many other variables
come into play as well. No one would expect an advertiser to pay a performer the
same sum for a commercial played on CBS-TV as for a spot scheduled on a TV station
in Fargo. The size of the potential audience is just one of the many factors considered
in establishing payments.

In radio, AFTRA has exclusive jurisdiction, and performers mav be categorized as
actors, announcers, solos, duo singers, or group singers. They are all paid session fees
and collect residuals during the air life of the commercial. The basis for computing
these additional payments depends on the use of the commercial.

Wild spot radio commercials, which are very common, are placed on a number of
stations in various cities on a spot basis. The advertiser may contract for an 8- or
13-week cycle (which may be renewed), and the session fees are credited to the
payment due the performers in the first cycle. The sum paid to performers depends
on the number of units the advertiser uses in scheduling a commercial. Units are
accumulated according to the number of cities in which the commercial is used.
Smaller cities may be assigned a value of one or two units, larger cities more. Thus, in
wild spot, radio performers are paid on the basis of the total number of units and the
number of cycles during the life of a commercial. If an announcer is used in both a
30-second and a 60-second version of a radio commercial, residuals accumutate
separately for each commercial. The actual number of times a given commercial is
aired is not a factor in computing wild spot compensation.

Other categories of radio payments include network program commercials, for
use on the various radio networks during specified cycles—1, 4, 8, or 13 weeks; and
dealer commercials, in which a manufacturer provides commercials to local dealers,
who then buy time on local stations. The complex contracts also cover payments for
regional networks and foreign use and for recording commercials as demos (demon-
strations) or for testing off the air.

Television residuals are similar to those for radio but a bit more complicated
because of group singers, group dancers, heticopter and airplane pilots, hand models,
and so on. Payments vary for on- and off-camera talent. The three primary commercial
categories are wild spot, program, and dealer commercials.

Wild spot cycles in TV all run 13 weeks, and the commercial may be used as often
as desired during this period. Payments due performers are computed on the basis of
accumulated units, using a system similar to the one used in radio. If an advertiser
wants to use a commercial beyond a 13-week period, a separate holding fee is due
performers.

Program commercials are divided into A, B, and C classes, based on the number
of cities in which the commercial is telecast. (C means 1 to S cities; B, 6 to 20 cities; and
A, over 20). These classes indicate payment rates for advertisers whose commercials
falt within a program. Network commercials obviously are in Class A. For performers
who appear in a commercial that is used in both the wild spot and program commer-
cial categories, the rewards are handsome.

Dealer commercials for television are similar to those in radio, but they are
complicated by the addition of various categories. Other payment schedules are
spelled out in the contract to cover such things as commercial bitlboards (program
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openings and closings), seasonal commercials (to be aired during the Christmas
holidays, for example), foreign use, and the nonbroadcast use of commercials —in
testing, for example, or at an industrial or trade show.

Cable television talent payments were added to the contracts in the 1980s. A
special rate was established for commercials designed exclusively for cable use. The
rate is slightly below regular television rates, based on the expectation of smaller
viewing audiences. An advertiser may elect to use a cable commercial on a 4-week,
13-week, or 52-week cycle, and payments are adjusted on a sliding scale, based on
both wild spot use and program commercials. Special contract provisions cover the
use of the same commercial in both conventional television and cable.

Extras in TV commercials, as we have seen, are covered by contracts with the
Screen Extras Guild and the New York Extras Players, except for videotape recordings
made under AFTRA jurisdiction. The contracts state that the extras may be recognized
in the commercial, as long as they are not part of the central action. In many cases, all
the viewer sees is a hand, back of the head, and the like. Payments are usually on a
buy-out basis: the extras receive a single payment, the advertiser is entitled to
unlimited use, and residuals are avoided.

Musicians are usually paid on a flat fee basis for the use of a commercial during a
13-week cycle. If an advertiser wants to use a musical commercial after this period of
time, a reuse fee is due each performer. Musicians are typically hired for three-hour
sessions. The AFM contract specifies that no more than 15 minutes of “performing
music” may be taken from such a session. (This obviously presents no problems for
advertisers; completing two or three musical commercials in three hours would be
considered a good day’s work.) Overdubbing is a common technique in recording
music. When musicians are hired to play in such a recording situation and are asked to
play several instruments, additional fees are paid for performance on each instrument.
Fees and working conditions are spelled out in the AFM contract, but it should be
noted that singers are covered by the AFTRA contract.

Conclusion

The “face™ of a company is presented to the public in its advertising. In the broadcast
media, this image is personified in the talent used in commercials. The consumer's
perceptions of and attitudes toward the company and its products are often indistin-
guishable from the consumer’s perceptions of and attitudes toward the talent used in
the company’s advertising. As a result, casting talent has to be a careful, deliberate
process dictated by expertise and experience. The best hunches of the decision
makers are also at work, and so is the ingredient of luck. Talent represents
considerable expense to the nation’s advertisers, especially those using performers
who must be paid above scale. The livelihood of many people is dependent on the
role of talent in broadcast advertising, so employment terms are spelled out in
elaborate contractual detail. Much of the talent business is an outgrowth of this
process, including all the complicated machinery of agents, unions, contracts, com-
missions, fees, and residuals. What really counts in this “people business” is putting
the right performer in the right advertising spot.
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Producing Commercials

Cue the Gorilla —and Hope for the Best

Every day, hundreds of commercials are produced for American advertisers. Thou-
sands of people are involved in the business of making these commercials, and
billions of sales dollars are generated by the results of their work. Commercial
production may seem like an exciting and glamorous occupation, but in truth it's a lot
of hard work under heavy pressure. There's nothing exciting about waiting around a
studio for a couple of hours while lights are set or squinting into a Moviola editing
machine far into the night. “Dubbing down™ 24-track radio commercials for a couple
of days isn't very glamorous either.

Producing commercials is a tough, competitive business, and the production team
is tremendously important to the final result. Good commercials are grounded in the
advertising objective, the commercial format, and a valid emotional appeal — decisions
made by the client, the account group, and the creative staff. The final dimension of
production execution, however, can only be added by the members of the production
group. Their job is to make an idea come alive. When given a really original idea, they
try to develop and polish it into a classic piece of art and salesmanship.

Producing Radio Commercials

Radio is primarily a local medium, supported by local advertisers, and so producing
commercials is usually a “hometown affair.” The $100,000-a-year creative types are not
involved —and rarely are a lot of account executives, production experts, Hollywood
hotshots, and high-priced talent. At the retail level, the radio station salesperson who
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lands the order soon finds that he or she must double as a copywriter and producer-
director, since the local auto dealer who bought the schedule does not know how to
write a commercial. Hopefully, the salesperson has some talent in formulating a solid
idea, presenting it to a client, and producing it at the station’s studios.

When advertising on “personality” stations with top-name disc jockeys, advertisers
often prefer to give the station fact sheets instead of formal scripts. These sheets list the
hasic product information that the advertiser wants publicized. Using this information,
an experienced DJ can develop an ad lib commercial in his or her own style, and it's
often better than one that has been previously scripted. With this kind of freedom,
good performers can be salespeople par excellence.

Live copy has been around as long as radio has. Unless there is top talent available,
however, its effectiveness in selling products is debatable. Live copy is certainly the
most flexible way to present radio messages, for copy can be constantly changed. In
addition, there are rarely any talent fees —only the regular time charges. As for the
quality of on-air presentations, that depends on the ability of the announcer. Some
have a knack for weaving live commercials into their format, so listeners are not
turned off but are as interested in the ads as in the program. Unfortunately, announ-
cers may deliver live copy without inflection, phrasing, pacing, or even decent diction
and pronunciation. And if the DJ salesperson is not enthusiastic, why should a listener
he? How can this drawback of live copy be overcome? Pre-record the commercials,
and maintain quality control.

All stations can produce and record simple radio commercials, and quite a
number are equipped to do some very elaborate audio work. Their facilities may be
used by local advertisers and agencies that want to embellish a straight spokesperson
announcement with some music, sound effects, or perhaps a couple of voices.
Production costs for such embellishments are very modest. Music and sound effects
libraries are readily available to provide such things as a music bridge or the sound of
a train whistle, and announcers are usually happy to pick up the few extra dollars (and
a little prestige) for performing in freelance commercials.

For large advertisers and agencies, the production of radio commercials gets a bit
more involved. Although they may use very simple spots, they often employ the
services of a top talent. For national and major regional clients whose advertising is
handled by an agency, radio commercials are usually produced by either an agency
producer or by an independent production house. It depends on the client, the
resources and talent of the agency, and the particular kind of radio commercials
wanted.

If an agency really has expertise in radio, it prefers to handle the job with an
agency producer-director. Because radio commercial production is a freelance busi-
ness, an experienced hand will know just where to go for actors and announcers, for a
composer-arranger, for musicians, and for the best studio facilities for any particular
job. Producer-directors also need to know costs, because they must first have a fairly
good idea of how the final product should sound before they can round up the
assorted talent needed. They must know how they can achieve a certain sound and still
stay within the budget. They will prepare a cost estimate for client approval, and it will
contain items such as the following;
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e talent —actors, announcers, musicians, and singers (The estimate for this category
includes projected costs for scale and over-scale performers, length of recording
session, agents’ fees, and estimated residuals.)

o composer-arranger-musical director

* sound effects

o director (if not undertaken by the agency producer-director)
» recording studio rental, including engineer

« rental of any special equipment (certain uncommon musical instruments, for
example)

e tape stock

+ time and facilities for mixing

» number of tape dubs needed

» travel and expenses for producer or talent

Sometimes, the budget is fixed — perhaps $10,000 to produce a series of commer-
cials. In such cases, the producer-director will simply have to live within that amount.
There are always lots of places to cut costs in radio production. Talent is the major
expense, and so this category is a logical starting point. The number of performers can
be cut, or the agency can avoid using top-priced over-scale talent. Music is another
category in which costs can be trimmed, such as by limiting the number of musicians.

Agencies usually ask performers or their agents to provide demo (demonstration)
tapes for the purpose of voice selection. Often, a routine audition tape is sufficient, but
a tailor-made demo may be desirable for a special part. In this instance, the talent is
usually provided with copy, and the resulting tape can be evaluated with others in the
final selection process.

In selecting voices, there has been a long-standing trend away from the didactic
announcer. Actors are preferred, and all good announcers are pretty versatile thes-
pians. Agency producers themselves are often talented performers. Although they may
not work commercially, a strong dramatic background is a substantial help to them in
producing commercials. First and foremost, such a background makes a producer
very aware of what a good actor can do—and that’s just about anything. Real radio
buffs love to work with the medium, because they know anything is possible. But they
also know it takes time, a lot of experience, and sometimes a touch of genius. Their
enthusiasm for radio can be contagious, and clients often come to realize the tremen-
dous creativity possible in an aural medium. Some small advertisers on a limited
budget are often intimidated by their competitors’ advertising, especially if it's in the
form of a major television blitz. It's tough to meet that kind of competition on their
own ground. In radio, however, an advertiser with a small budget and a big imagina-
tion can often outshine the competition —and create a lot of impact and excitement in
the marketplace at the same time.

Sometimes, a production house, rather than an agency producer-director, is hired
to do a series of radio commercials. Most such companies are in large markets, where
they stay in constant contact with the local agencies. When they land a contract, they
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are responsible for the creative work. They are given a copy platform, or possibly a
script, but they are in charge of creating the final copy, subject to agency and client
approval. Radio production companies are usually small operations staffed by a variety
of imaginative, very creative, and often slightly crazy people. The talents of the staff are
usually complementary. One may be a fine composer, another the “house wit,”
another the production genius, and so forth. Their brainstorming sessions can yield
some very exciting commercial ideas. Although the demos they produce are seldom
completely approved and sometimes are totally rejected, the decisions are usually a
matter of selection and revision. Some agencies, dealing with certain kinds of clients,
would never consider farming out this kind of work. Not only are they reluctant to lose
creative control, but they also say that it's too difficult for the staff of a production
house to really know the client and the product in the short time usually available.
Further, it's too easy for a long list of taboos to be violated in relation to certain

8.1/A Visit to a Jingle Factory

The control room, with its carpeted walls, low
hghts, and abundant plants, was the setting for
a zany conversation that went something like
this

Producer: | m glad you'e here — but | have
to tell you | think | blew that jingle. It s the wrong
beat We did it "Do de dum, ching ching. de
dum.

Executive Producer: No. no - its sup-
posedio be * Ching, ching. do de dum, ching
ching. do de dum

The engineer pushed a few buttons on a
Space age console, and the enormous
speakers came to life and filled the room with
a pulsing beat Punctuated by snapping fin-
gers and toe taps, the unintelligible conversa-
tion sounded like a reunion of bop mMusicians

Producer: | canfixit —'lltake it apart, maybe
lose only two tracks, Don't ponic, it'll be all
nght

Executive Producer: | rever panic

Tuesday Productions, located in a north-
ein suburb of San Diego, 1s hardly on the
beaten track, yet clients from all over the
country seek outs its services Its primary prod-
uct 1s commercial jingles, produced at the
rate of 30 a month for every magmable kind
of client This is o highly specialized produc
tion house that has proved its mastery of both
music and advertising Framed Clio Awards

from the prestigious international advertising
competition fill one wall. (*We print ‘em in the
back room,” said the executive producer )
Sales representatives in major markets
phone in orders to Tuesday Productions, and a
typical jingle commercial is written, pro
duced. and ready for the client in three weeks
With some bare-bones information on what
the client wants, the job is turned over to a
lyricist-melody writer, who writes a simple set
of lyncs and develops an accompanying
melody line At this point an arranger takes
over, filling out the musical score (called
charts”) for whatever mrusical instruments
seem most suitable After plenty of brainstorm
ing by the small staff of 20 people, the jingle is
reaqy for the producer, who calls in musicians
and singers
Because of the volume of work, produc
tion is scheduled every other week. with
perhaps 18 commercials in production in one
week The musicians are superb—able to
sight-read, work out any wrinkles in one or two
brief run-throughs, and then “lay down the
tracks™ of one jingle after another A typical
production day timetable looks like this
thythm, 9 00-11 00 A ™ ; brass, 11 00 &AM -noon:
strings, 100-2 00 pM; vocalists, 2 00-4:00 pm
A 24-track machine is used, and over
aubbing is the technique Because of the ver
satility of the equipment, the engineer can
1solate a track with a particular instrument or




Chapter Eight
Producing Commercials

141

products with a lot of restrictions, such as over-the-counter drugs, personal products,
automobiles, and food products with health claims.

Improvisational groups have been used experimentally to produce radio com-
mercials. A handful of actors and actresses, used to working with one another and full
of wit and repartee, can sometimes latch onto an idea and turn out a brilliant
commercial. The poor agency copywriter slaving over a typewriter might never
think of anything so memorable —or outrageous. Usually, however, it isn't as
easy as putting talent in front of microphones and locking the studio door! Many
improvisational actors, usually accustomed only to stage work, depend on an
audience for approval and encouragement, and they rely on their gestures and facial
expressions to convey meaning and emotions. Radio is obviously not for them. In
other cases, improvisational groups will turn out a long series of disjointed takes. The
editing job is then horrendous, and the producer and engineer may still end up with

group of instruments It is then possible to ad
just levels, highlight certain instruments, soften
others, add echoes, equalize the frequency
responses, and generally cut, polish, and per
fect the timing until the commercials are on a
final master reel and ready for client ap
proval. The finished product will usually con-
tain both a 60-second and a 30-second
version, segments with melody and lyrics, a
musical bed (suitakle as background to an
announcer), and a 5-second tag (using sINg-
ers and ending with a flounsh) With careful
editing, moving various segments around,
many options are then available to the client
The announcer's ccpy over the bed can be
easily changed Multiple versions of the same
musical jingle are often produced. (Tuesday
Productions has finished more than 50 varia
tions of the theme “This Bud's for you.”) Other
major clients include Levi Strauss, Suzuki
Motorcycles, Michelob Light, Sanyo, Buster
Brown Shoes, and Glass-Plus

Convinced by experience and his com
pany’s success. the executive producer, Jm
Jerauld, preaches what he calls the seven
elements of a jingle

1. Concept —an 1dea or gimmick that can
be exploited musically It is the selling proposi-
tion and is sometimes based on the adver-
tiser's slogan The concept must accurately

reflect the product Simple, direct statements
are best

2 lync —the concept crystalized It should
establish the selling proposition immediately,
with no more than two thoughts in a 30-
second jingle Clichés are quite all right,
especially if there's a twist.

3. Melody —the "hecrt” of the jingle, just as
the lyric 1s the brains. Melody is the magical
component that makes people like the jingle
The melody must be symmetrical and honor
the natural inflection that would be used if the
lyrics were said aloud

4  Arrangement — the perfect selection of in-
struments to complement the concept The
arrangement must have the right tempo and
still fit the allofted time.

5. Hook —a melodic device that is the part
of the jingle that people remember. "Reach
out and touch someone.” "You deserve a
break today

6. Talent —musicians with perfect pitch who
provide a perfect blend They must be ver
satile in adapting to many different kinds of
jingle Singers should be the loudest part

7 Engineering —the best equipment and
an experienced person to run it Mixing and
“sweetening” are an art and add greatly to
the finished product
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nothing. With luck, there might be a dozen commercial possibilities that will be
presented to the agency and client. From this group, perhaps only half or a third will
be used, and the client pays only for the ones that will air.

A primary advantage of radio production is that it can be a reasonably fast
operation. The medium accommodates itself to deadlines, and commercials can be
produced, dubbed down, and ready for distribution in a few days (see 8.1). High-
speed dubbing machines turn out as many copies as are needed. Commercials are
ordinarily mailed to stations on S-inch reels at 7V4 IPS (inches per second). Goodradio
commercials should be seen and not just heard. The medium is still a theater of the
mind, and its primary tools are voices, music, sound effects, and, now, electronic
synthesis. Together, they can create some bright, creative advertising that is a refresh-
ing breeze in the broadcast day. Why then, when the costs are low and the options so
plentiful, is there so much bad radio advertising? Part of the problem can be traced to
the fact that most radio advertising is local, and there simply isn't enough time, talent,
and money available to invest in it. In addlition, with regard to national radio advertis-
ing, some people feel that TV and print capture the top creative people and that radio
is often delegated to the young, inexperienced copywriter who doesn't really under-
stand the medium or its potential. Perhaps part of the fault for bad radio commercials
lies with advertisers who don't know good advertising from the mediocre and approve
the latter if they can save a few dollars. Radio stations also share the blame. They not
only air the commercials but often write and produce them as well. L anding the order
is the priority, and after that, too little auention is given to production or on-air
presentations.

The faults of radio advertising are no more nor less than those of any other
medlium. There has been, and will continue to be, a growing interest and dedication to
producing more creative, amusing, and edifying commercials.

Producing Television Commercials

The time is 11 AM. on the day of the shoot. Two dozen people are standing around a
large videotape studio —camera operators, floor people, technicians, a scene de-
signer, set dresser, gaffer, boom operator, four agency representatives, two client
representatives, two or three staff members from the production company, a cook,
social worker, and a number of hangers-on. Where is the director —the general who
will lead these troops through the day? He's sitting cross-legged on the floor of the
set, deeply engrossed in a conversation with the talent and flirting outrageously. She’s
blonde and beautiful, but smiles wanly. Her name is Susan, and in a week she will
celebrate her third birthday. Right now she wants to go home.

It's a simple 30-second commercial, using a group of children who sing the jingle
of the sponsor —a fast-food chain specializing in hamburgers. The day before the
shoot, 25 children were auditioned, and 7 were selected Earlier this morning, the
director tried the 7 out as a group sitting together on a llvmg room floor, devouring
hamburgers, french fries, and soft drinks. That didn’t work. Some sang, others gazed
off the set in the direction of their mothers, and one picked his nose. They were
regrouped in twos and threes. A fight ensued between two precocious “professionals”
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trying to upstage each other. Their innocence was gone. Finally the director picked
Susan, the youngest, and coached her to sit alone and sing the jingle. She was
darling —but so intimidated that she stopped singing halfway through the song. On
the 11th take — finally, the tears. It's going to be a long day.

Preproduction Sequence

Developing Storyboards Al the problems, little and big, that arise on the day of
production rarely show up on a storyboard. Very few commercials emerge from
production looking exactly like the original. No one expects they will, because a
storyboard is really just a board of intent. It provides a tangible proposal to the client,
but it must always be augmented with written or verbal descriptions. The storyboard
should be read with imagination—like the Sunday comics. There are too many
contingencies that arise in actual production to operate in any other manner. (The
Susans of this world see to that.)

The creative team in an advertising agency, often consisting of an art director and
a copywriter, may develop many commercial ideas in storyboard form. The best ones
are selected and usually revised several times before everyone concerned is satisfied.
Some storyboards are elaborately prepared—done in color and mounted on big
boards. In most instances, however, the client is presented with simple pen or pencil
sketches. The form of the storyboard depends on the client, the abilities of the artist,
agency policy, and client wishes.

Winning client approval is rarely a rubber-stamp operation. The creative team
may have spent many weeks developing a series of commercials, but such a campaign
will never make it to the airwaves without client approval. It's a temptation to the
agency staff to sell, and sell hard. If the client is enthusiastically carried away, however,
it may be very difficult or impossible for the agency to deliver the commercial this
client envisioned.

An experienced advertising manager representing the client needs to be satisfied
that the recommended storyboards will fulfill the advertising objectives, fit the budget,
correctly position the brand against the competition, and capture viewer interest. A
commercial idea that doesn't meet those criteria, no matter how unusual or clever,
should not be approved.

Selecting a Production House When the storyboards receive client approval,
the agency producer goes to work. The producer carefully reviews the commercials in
the series with the creative and account executives and then numbers and codes them
with a nickname for easy recall. Next, he or she writes an accompanying spec sheet of
production notes. The specs enumerate the requirements of this commercial in terms
of sets, props, graphics, talent, crew, and myriad other necessities. (See 8.2)

There are more than a thousand production houses in the United States. They
range from the studios of a local TV station to major houses in New York or Los
Angeles. How does an advertiser or agency select one? For local advertisers in
medium or small markets, the process is not difficult: the local station is used. For
more elaborate commercials and for those designed for regional or national use, the
agency producer usually selects three production houses on the basis of their direc-
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8.2 /A Spec Sheet

This ad agency is seeking bids from production houses for a new commercial

McCANN-ERICKSON

McCANN-ERICKSON INC 201 CALIFORNIA STREET SAN FRANCISCO CA 9411l 415 981 2262

PRODUCTION SPECIFICATIONS
CLIENT: DEL MONTE CORPORATION PRODUCT: DEL MONTE MEXICAN FOODS
COMMERCIAL: RMMX-2369 "Something Big"

The accompanying storyboard represents an introductory cormmercial for a new line
of Del Monte Mexican Foods. Production companies making bids should include all
costs through screening of 35mm dailies. Music scoring and editorial completion
will be contracted separately by McCann-Erickson.

A firm bid, broken out on an AICP form, must be received by May 24. Production
contract will be awarded week of May 31. Photography must be completed before
July 30.

Casting must begin immediately upon awarding job so that selected performer can be
used in still photography for print advertising to break concurrent with August
30 air date.

Bids should include four days of initial casting, plus two days of call-backs. We
are seeking a strongly masculine actor whose appearance and manner will match and
enhance the mysterious, highly dramatic, low light mood of this commercial, someone
fresh and not overused. Exclusivity includes all food products. Call-backs must
be video taped for later review with Client.

Wardrobe, including serape and cowboy hat, must be authentic and worn-looking,
without being soiled or in any way unappealing. The uniform of the guard outside
the fiesta is that of a private patrolman.

Cans of the product will be supplied but production company will be responsible for
color-correction of labels. The packs on the donkey train must be authentic; labels
for the packs can be done on leather or canvas. Bids should include a home economist
to prepare food shown in last scene.

It has been determined that the high mountain location can be found in the vicinity
of Mammoth, California. Production company must Polaroid recommended locations,
including deserted street locales for the early morning scenes against the Ho1lywood
sign and the Bonaventure Hotel in downtown Los Angeles. The fiesta entrance can be
constructed, but drawings must be approved beforehand.

Bids should include names and credits of the recommended director, cinemaphotographer,
and production manager. Bids should cover costs for the director and production
manager to attend a one-day pre-production meeting with Client and Agency in

San Francisco. At this meeting we will present the director's shot board, casting
tapes and reconmendations, as well as Polaroids of locations, props, wardrobe,
animals, etc.

Questions and bids should be directed to Anna Ludowieg, Broadcast Department,
McCann-Erickson, Inc, 201 California St., San Francisco.




Chapter Eight

145

Producing Commerclais i




Part Two
Campaign Development

146

tors and equipment, the quality of their previous work, and their reputation. Many of
them, located mainly in New York and Los Angeles, tend to specialize in certain areas,
such as food demonstrations (“table top shoots™) or location shooting. The key factor,
however, is what director is available.

Production houses, which constantly “pitch” agency producers, present reels of
their directors’ commercial accomplishments. An agency producer will screen these
and evaluate such things as directing techniques, camera work, lighting, and the
quality of the casting. Production houses may have one or perhaps half a dozen
directors on the staff. Agency producers seek out top directors who specialize in
particular kinds of commercials —working with children, animals, humor, food or
beverages, and so forth! Besides lining up the right director, an agency producer will
also want to know who will serve as the production manager, the person responsible
for attending to countless production details and keeping the commercial “on
budget.”

At the production house, the counterpart of the agency producer will break down
the storyboard and the specs and will estimate expenses. That person must know
costs, time, and staff and crew requirements as well as production. A sharp pencil is
required, because the bid must be competitive in order to get the business but still
return a profit to the production house. A markup of 35 percent is traditionally added
for profit and overhead. All production houses add an OSIF sum for contingency (“Oh
shucks, I forgot™), usually 10 percent of the total bid. Some agencies and clients specify
that contingency monies are not to be touched without their approval; otherwise, it's
too easy to raid this fund for items that should really have been covered in the original
cost estimate.

If storyboards and specs are carefully prepared for the production house estima-
tor, the agency will usually save some money in the long run. The production house
should have sufficient time to prepare a bid carefully. If asked to bid in a frantic rush,
houses will always bid higher, because they are compelled to protect themselves. The
agency and client, which have carefully scheduled a production timetable, should
allow enough time to review the bids thoroughly and engage in a little negotiating. A
last-minute rush precludes such negotiations. All along the production line, adequate
time to do the job right will save money. Overtime wreaks havoc on staff nerves,
agency-client relationships, and production budgets.

Within a few days the agency will have the bids back from the three selected
production houses. These bids are often submitted on a standard five-page form (for
either videotape or film) developed by the Association of Independent Commerciat
Producers. (A cost summary sheet of this form is shown in 8.3.) Stndardized bid
forms permit easy comparisons on an item-by-item basis. One production house may
estimate two days of shooting, another three days. There may be differences in
estimates of evenything from the amount of raw film stock needed to wardrobe
requirements. With this information, the agency can determine what costs seem
realistic and what charges may be out of line. The agency can then pursue some price
negotiations. Usually, however, bids are within 10 percent of one another. If not, the

'David Elkind, “How They Choose Directors,” Millimeter, September, 1980, p. 112.
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8.3/Standardized Form for Production Bids

Assoclation of Independent Commerclal Producers, Inc.

FILM PROOUCTION COST SUMMARY

Totsl E

. Studio & Set Construction Costs

Totals F, G, and H

o Bid Date 2 Dats ~
Production Co.: Agency: Agency job #
Address: Client: Product:
Talephone No.: Job #
Production Contact: Agency prod: Tl
Director: Agency art dis: Tel:
C: ncy writer: Tel:
Sat Designer: ncy Bus. Mgr. Tel:
Editor: C iol title: No.: Length:
No. pre-prod. days pre-light/rehearse 1.
No. build/strike days Hours: 2.
No. Studio shoot days Hours: 3.
| No. Location days Hours: 4.
| Location sites: 5,
6.
SUMMARY OF ESTIMATED PRODUCTION COSTS ESTIMATED | ACTUAL
1. Pre-production snd wrap costs Totals A& C
| 2. Shooting crew labor Totsl 8
3. Location and travel axpenses Total D
4. Props, wardrobe, snimals
S.

6. Equipment costs

8. Miscellaneous

7. Film stock develop and print:

Total )

No. feat mm Total J

Total K

Suh.~Tola|: Ato K

I_S.

i _lm {Not

10. Di I d In Direct Cost) Total L
11. Insurance

L I |
12,

13. Production Fee
+ —

14. Talent costs and expenses
15. Editorial and finishing per.
16.

Sub-Total: Direct Costs |

Totals M and N

17.

18. Contingency

Grand Total (Including Director’s Fee}

Eommﬂm:

AICP 1980

Courtesy of the Association of Independent Commercial Producers
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agency producer will want to find out why —there may be a misunderstanding
somewhere. The agency account executive is given the bids, along with the recom-
mendation and comments of the agency producer. Since only companies that are
quatified to do the work are invited to bid in the first place, the house with the lowest
bid is usually selected. Occasionally, however, one of the other houses is selected for
some specific reason.

Although most commercials are handled on a competitive bid system, some
advertisers prefer to negotiate a cost-plus or a cost-plus/fixed-fee contract with a
production house. In the cost-plus system, the studio enumerates all the anticipated
charges at cost, and a percentage of this is added as markup. If costs exceed this
estimate, the advertiser is obliged to pay them. (In the hid svstem, the studio takes the
risk for overages.) In the cost-plus/ fixed-fee system, the charges are estimated at cost,
and then a fixed sum —not a percentage of the costs —is added for overhead and
profit. If costs exceed the estimate, the advertiser must pay them, but the fixed fee
remains just that, fixed. Many clients, believing cost-plus systems are too open-ended,
reject them because they dislike unpleasant surprises when production bills are
submitted.

Cost Controls Al advertising costs have risen dramarically in the past few decades,
but in the production of TV commercials, it's been a case of runaway inflation.
Production costs have doubled — in some cases tripled — in recent years. Clients and
senior agency personnel have had to ask why, and what can be done about it.

Many of the reasons for the escalation are totally beyond the control of the client,
Cost factors that are within client control, however, are increasingly scrutinized at the
storyboard stage. There are many other expenses, but the following are the major
targets in a cost-control program: locations and sets; the number of shooting days;
travel expenses; fees for a director, camera operator, composer-arranger, or other
high-priced personnel; the cost of talent fees and residuals; and editing costs.

Personnel are often paid flat fees, and this cost is not very negotiable. The
question for the client and the agency is whether the services of a $5,000-a-day
director are worth it. If they are, then the client must pay the bill and look around for
other ways to save money. On the one hand, location shooting that involves travel,
lodging, meals, and other expenses for talent and crew can run up bills that rival the
national debt. One reason so many commercials are shot in Southern California is
the proximity of many different locales. On the other hand, it's obviously cheaper to
rent someone’s home for a day at a cost of several hundred dollars than to try to build
an authentic kitchen from scratch in a studio. And the resulting commercial often has a
more authentic look than one shot in a studio.

In many cases, a studio shoot is the only option. The expense of a first-rate scene
designer who designs and builds a studio set may be more than offset by the money
saved in avoiding a location shoot. The end result is often as good or better than an
outdoor setting—and no one worries about the weather. Stock footage, rear-screen
projectors, chroma-key, and other devices are sometimes used in the studio to avoid a
costly location shoot. Penny pinching may be counterproductive, especially for corpo-
rations that have achieved a prestigious image built over a long period. Consumers do
not equate a high-quality product with a low-quality commercial. In addition, when
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the competition is spending heavily on lavish commercials, a client may feel forced to
increase production budgets.

Set design and set dressing are obvious areas for exercising cost controls. Sets
should be kept few and small, and they need not be furnished with authentic antiques
or custom velvet draperies. Good designers know the business so well that they can
build and furnish the appropriate set, provide the director with adequate shooting
options, and still keep the costs within reason. Set designers must always put together
much more than is ever seen in the camera viewfinder. The client may grumble that
only 20 percent of the set will be seen, but the safety valve is there if the director needs
to shoot the commercial another way.

Using lots of performers or star talent constitutes an enormous expenditure. The
“borrowed interest” such talent provides to the product and the ad should be carefully
analyzed. The session fee for a celebrity is one thing; residuals are quite another.
There are many ways to cut talent costs. Avoiding the use of star talent and using fewer
performers are the obvious ones. Many commercials close with a voice-over corporate
tag. If the performer already appearing in a commercial is suitable for delivering this
line, the costs of an announcer can be avoided. If the actor’s face is not seen —in a
demonstration involving only the hands, for instance —the fees are smaller.

Too often, commercials are produced in a hurry. Insufficient preparation leads to
overtime payments. Also, if commercials are shot one at a time, rather than in a series,
costs can multiply. It is extremely important to shoot several commercials at once,
even if some of them won't be used for some time. If there’s an abundance of footage
available, it may be possible to simply re-edit and create new commercials without
significant cost.

The costs of producing a television commercial can easily run up to $100,000 and
more, even before one minute of air time has been bought! If the client wants to spend
this kind of money, the agency is happy to oblige. Because some advertisers demand
exceptional, extraordinary advertising and have been willing to pay the price, hotshot
directors, star talent, and large casts are employed. Stock music is discarded in favor of
specially composed or arranged background music. Elaborate sets are built and
dressed by top personnel. Creative and production personnel experiment with intri-
cate animation, fisheye lenses, complex optical effects, helicopter shots, and dozens of
other ideas and devices that can send costs skyward.

Most advertisers are unable or unwilling to underwrite such commercial ex-
travaganzas, insisting instead on cost-control programs early in the preproduction
sequence. Ideally, this cost control begins with the creation of the commercial by the
writer and art director.

Production Sequence

After a bid is accepted by the client, it cannot be changed without client approval. Six
weeks is usually considered the minimum schedule from storyboard approval to
finished commercial. It can be done in much less time, if necessary; production of
other, high-budget commercials may go on for months.

The first step in the production sequence is a series of meetings between the
agency production team and key personnel from the production house. This group is
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responsible for location search, set design, talent auditions, wardrobe and props, crew
selection, and myriad other production requirements. Depending on the size of the
budget and the needs of 1« commercial, a top director may be brought in. The director
may earn $5,000 per production day or more, but the fee includes his or her talents in
preprocuction planning. In this kind of commercial, it would be a mistake to structure
the creative aspects too tightly; otherwise, any director could be hired to shoot from a
detailed storyboard. A particularly talented director can contribute ideas and suggest
alternatives. Since the director is really hired to make an idea work, he or she must
have a strong voice in talent selection.

Auditions are usually videotaped so the decision makers can review the final
choices. This procedure may run up costs a bit, but it’s worth it when 20 women, say,
are auditioning for a mother role. Without a videotape, who can remember actress
number 12 at the end of the day? Final casting of talent usually takes place shortly
before the day of the shoot.

In most instances, a final meeting is held a few days before the scheduled shoot
day, attended by all the people responsible for the finished commercial. This includes
the director; the production manager from the production house; the agency’s ac-
count supervisor, writer, art director and producer; and a client representative. The
purpose of the meeting is to show the recommended cast (using the rough videotape
made at the casting session), and to pass around photographs of other production
details — locations, wardrobe, props, and the like. The group must reach agreement
on all aspects of production and obtain the approval of the client representative.

“A bit part! What good is a bit part? The whole commercial
lasts only 30 seconds!”
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Depending on the commercials, other parties may be present: 4 home economist
who prepares food, a stylist if a special wardrobe is required, hairdressers, or other
specialists. Representing the client is the advertising manager, or perhaps some other
person thoroughly familiar with the product advertised. This is important if the
commercial demonstrates a complicated product or if there is some other technical
aspect of the product or package that must be correctly displayed?

It is difficult for a director to know the precise way the commercial will be shot,
but he or she must have a fairly clear concept of how to make the commercial work.
Thus, at this final meeting, the director will sometimes present a “shot board™ of
rough sketches that detail, second-by-second, the appearance of the finished com-
mercial.

On the day of the shoot, when the crew reports and the performers check in for
wardrobe and makeup, the agency producer may as well find a quiet corner and a cup
of coffee, because now the director takes over. The director is boss on the set, but he
or she always consults with the agency producer about major changes.

It is the responsibility of the production house to be sure that everything (sets,
props, equipment, raw stock, costumes, permits, meal service, and so on) and
evervone (talent, director, crew, and any specialists) are ready. Planning is critical to
stay within the budget. On-set conferences, with high-priced talent and crew cooling
their heels, are costly; and 11th-hour changes are extravagant and reflect poor
planning.

Based on where a commercial is shot, the technical crew may come from the
following unions: the International Alliance of Theatrical and Stage Employees, the
National Association of Broadcast Emplovees and Technicians, and the International
Brotherhood of Electrical Workers. If equipment trucks are needed, as they often are,
or if generators or other heavy equipment must be hauled, a fourth union is
involved —the Teamsters. The rules of these unions vary o some degree, and the
agency producer must be conversant with them in order to estimate costs accurately.
The most important regulations cover such items as overtime, breaks, travel expenses,
and job responsibilities. It is on difficult shoots that union rules are most likely to be
bent in the exigencies of production. (Union members who protest too much are
unlikely to be invited back.)

The scenes in commercials are rarely shot in the sequence in which they even-
tually appear on the home screen. Directors usually shoot the most demanding scenes
first —those involving dialogue among several actors, those using child performers,
complicated demonstrations, and the like. When those portions of a commercial that
require sound-on-film have been shot, the director can dismiss the audio crew. As the
day winds down, the director is left with the easy shots —short reaction shots of
performers, for example, or closeups of the product. These short takes may not be
indicated on a storyboard. They are, however, relatively easy to shoot, and they
provide the editor with creative options in assembling the final commercial.

Evervone stays on the set until the producer is satisfied that what the client wants

2Hooper White, How to Produce an Effective TV Commercial (Chicago: Crain Books, 1981). This useful
reference is a step-by-step analysis of commercial production.
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is on tape or “in the can.” A commercial is usually shot with a number of options; there
usually isn’t just one way to do it. For this reason, good directors will often use about
3,000 feet of 35mm film in one day, even though a final 30-second commercial will
contain only 45 feet. This ratio means that a lot of film will never be used, but all the
extra footage provides tremendous creative latitude for the film or tape editor. Unused
footage may be resurrected later to make new commercials. Compared with the cost
of staff and time, film stock is cheap.

Postproduction Sequence

When the preproduction planning and the shoot are finished, still more work lies
ahead. The postproduction sequence is certainly one of the most arduous and critical
aspects of producing commercials. With videotape, of course, the process is much less
complicated than with film, because of the immediate playback capability. Tapes must
still be edited, however, and this is done electronically. Editing processes have
improved dramatically in recent years. Computers now permit the editor to call up any
scene instantly, move it backward or forward, and edit one frame at a time. Because of
the versatility of tape, many commercials shot on film are transferred to tape for
editing. Using a special electronic console, the editor is able to call up any portion of
the various takes stored in the computer’s memory. Fades, wipes, dissolves, and a vast
variety of special effects can be added. (See 8.4.) Portions of a commercial may be
slowed, held in freeze frame, or speeded up. For commercials that run a bit long—
dialogue commerciats, for example — speeding up the commercial not only resolves
the timing problem but may increase its effectiveness.3

*Priscilla LaBarbera and James Maclachlan, “Time Compressed Speech in Radio Advertising,” Journal of
Marketing, January, 1979, p. 30. (The results of these researchers at New York University indicated tha, if a
commercial was speeded up 25 percent, the audience wis not aware of it, and recall of the commercial was
actually improved.)

“I'm sorry, but I just can’t do another ‘Gotcha’ take today.”
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Checklist for Producing Good TV Commercials
while Cutting Costs

With sky-high production costs, budget controls are immensely important to both the
client and the agency. Excessive penny-pinching can ruin a potentially effective com-
mercial, but spend-thrift agencies do a disservice to their clients. Conscious attention
by an agency to important questions can keep advertising campaigns at a reasonable
and cost-effective level. Some of these questions constitute a recapitulation of points
mentioned in this book. The purpose of the following is to codify questions related to
production and cost controls into a simple checklist.

1. In the creative planning stage, can simple storyboards be used, rather than
expensive, detailed, “finished” frame-by-frame presentations? Polaroid photographs,

8.4/Special Effects

Advertisers learned long ago that animation
and special effects helped to combat audi-
ence inattention. The price for such effects is
high, but the results are worth it. Much of this
work is performed either at the production
house or the optical house, which specializes
in the addition of special effects. The use of
computers in developing animation and
other effects has ocpened enormous pos-
sibilities The costs vary greatly, but the end
result con carve out ¢ unique position for the
client who wants to look as up to date as
possible.

Cereols go snap, crackle, pop; antacids
dissolve gas bubbles; and Raid kills bugs
dead, because most people would rather
look ot clever animated ones than at the recl
thing. For the creative team with a big imag!-
nation, and for a client with a budget to
match, animation and special effects pre-
sent endless options

Live action can be combined with oni-
mation, and the result may be a housewife
chasing a bottle of dish detergent that thinks
it's a hand lotion

A complex subject — like the human di-
gestive system—can be maode simple by
using animated diagrams. The end result may
be the invisible made visible, as viewers
watch aspirin rush to a heodache.

Through object animation, packages
con magically unfold themselves to reveal
the product The animators shoot a frame at o

time, and befween shots, they carefully pull
away the wrapping with tweezers. The scme
single-frome exposure technique can assem-
ble or disassemble on automobile in o few
seconds.

Multiple images can be combined to
lend excitement and to convey emotional
impact. Soft drink commercials oriented to
young people often use this device

Slow motion will reveal a torture test of
automobile tires

Time-lopse photography can show a
postry rising in a hot oven.

Reverse moves have shown a variety of
talented cats doing a cha cha cha because
of some pet food.

Colored filters can change the mood of
a message. For example, a filter used with a
perfume commercial can creote a soft, glow-
ing, romantic mood.

The freeze frame can stop action at the
most graphic moment to arrest viewer atten-
tion and direct it to what is important. A freeze
and a zoom-in on a pickpocket liffing a wallet
focus the attention of the viewer, who would
probably miss the action otherwise.

Corporate symbols and brand names
can tun, spin, zoom in and out, and change
shape, size, and, maybe, viewer attitudes.

These are just a few of the many special
effects that, if expertly used, enable television
odvertising to approach an art form.




Part Two
Campaign Development

154

line drawings, and other simple artistic devices can be substituted. (Some agencies
avoid presenting storyboards to their clients. They prefer to use a script and/or an oral
presentation of the édea, for they consider storyboards too restrictive and inflexible.)

2. Do the agency and client completely agree about the concept of this commercial?
Is the commercial cut and polished before storvboards and specs are sent out for bids?
Has any “dead weight” been eliminated? Does every element contribute to the central
message?

3. Are the production houses given adequate detail on requirements and sufficient
time to prepare their bids? Are they asked to itemize all costs on the AICP form?

4. Are the production houses that have been selected to bid the best choices for this
job? Is the agency willing to try a new company in an effort to save money, or is it
simply too easy to continue doing business with the same people?

5. Are the bids carefully and objectively evaluated? If the house with the lowest bid is
not selected, is there a solid reason for this decision? Is every projected expense
necessary and realistic? Can anything be eliminated?

6. Can nearby locations be used for outdoor shoots? Are studio sets reasonable in
cost? Can they be used in several commercials?

7. Are all the performers slated for this commercial necessary? Is over-scale talent
necessary?

8. Can any low-cost production devices be employed? (Examples are closeups, stills
and drawings, stock footage, stock music, canned sound effects, and chroma-key.)

9. Will this shoot produce several commercials, or just one? Are too many commer-
cials being produced? Will six do instead of eight? Can 10-second commercials be
“lifted” from 30-second commercials?

10. Are editing costs in line? Will the production house handle the editing itself
or send it to an editing house? If the latter is selected, have several houses been asked
to bid?

11. Are the special optical effects used reasonable and necessary?

12. Can expenses be pared if one company is selected to handle all release printing
(meaning the production of multiple copies) for the agency’s clients, rather than
having each production company handle this job?

13. Can this commercial be run for a long period and still not “wear out” in terms of
its message and presentation?

Editing on videotape is a growing practice. The creative options for tape rival or
exceed those for film, and the editing chore may be accomplished in a few hours or a
day. Film editing is a time-consuming proposition.

In film, the “dailies,” or “rushes,” which are copies of the camera original made in
order to protect the original, will usually be ready the day following the shoot. After
the footage has been screened, the editing process begins. In some cases, the produc-
tion house provides editing services, but in many cases the job is farmed out to an
editing house. (Because editing constitutes a major expense, some agencies also ask
for bids from several editing houses.) One director noted that on the day of produc-
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tion he was king, but in the editing room he was just another peon. It’s true, of course,
because a commercial is the expression of the client. The agency and production
house, as well as the director, are hired hands making sure a commercial reflects what
the advertiser wants to say. There may be many heads peering over the shoulder of the
film editor. When a rough cut of the work print is ready, it will be screened for
approval by the agency and client. Changes invariably have to be made. The rough cut
may be changed several times until a fine cut is approved and ready for the next step.

When the editing of the work print is nearly finished, the sound track is mixed.
The mix may involve an announcer voice-over, singers, specially arranged or stock
music, and a variety of sound effects. When it is finished, the sound track will be on
either 16mm or 35mm magnetic film and synchronized with the finished work print.
It's then ready to be sent to the optical house for completion. Special effects and
animation may be added at the optical house to embellish the commercial.

The original film is cut to conform exactly with the work print, and the sound
track is interlocked. The work is exacting, time consuming, and expensive. There may
still be a few minor technical changes (such as correcting a missynchronization of
audio and video) before a final corrected print is ready.

8.5/Film or Videotape?

Procedures ditfer throughout the production «  Alive,” here-and-now look results

sequence, dependirg on whether the com
mercial is fo be shot on film or tape Creative
and production considerations —not cost
factors —usually dictate the choice. The old
film-versus-videotape arguments in relation to
cost controls are now largley invalidated
Tape may be cheaper than film, but the cost
depends on the job The differences between
the two have been closing fast for several
years Below is an abbreviated summary of
some of the advantages of each medium In
deciding beftween film and tope. those pro-
ducing the commercial must evaluate each
storyboard in terms of its own unique require-
ments

Advantages of Videotape
-« The drrector can immediately view play

backs

« Editing can begin immediately after pro
duction

- The medium is excellent for a low-cost,
simple production shot in “real time” (o
stand-up spokesperson pitch, for example)

+ The lighting task is easier.

- It is easier to achieve special effects, such
as speeding up. slowing down, and reversing
the action and to add zooms, wipes. and
computer animation through an analog
computer

Advantages of Film

» The medium is excellent for closeups of
foods, faces, and other details

- Equipment is more mobile for location
shoots

- Soft, "cinematic” qualities can be
achieved that can be especially effective in
commercials with strong emotional appeals

« It is easier to make stop-motion or ani
mated commerciatls that are shot one frame
at atime

- The medium is better for complex editing
jobs that use montages and complicated dis-
solves

» The director can offen substitute 16mm for
35mm equipment without a significant loss in
visual quality
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Commercials, whether filmed or taped (see 8.5) are dubbed to 2-inch tape and
sentto stations and networks, where they are generally dubbed to 34-inch cartridges for
easy handling. It is expected that the industry will gradually change during the 1980s to
a l-inch videotape standard.

Traffic

For an agency with many clients active in both the print and broadcast media,
processing the work that is in various stages of completion presents an awesome, if
unglamorous task. Someone has to keep track of it all. Estimates, work orders, bids,
contracts, and so on must be expedited, or deadlines will be missed. This task falls to
the advertising agency’s traffic department. One of its major responsibilities in the
broadcast area is to ship commercials to stations and networks. The media depart-
ment, which is responsible for buying time on broadcast stations across the country,
must cooperate very closely with traffic. The traffic staff must know the commercial
lengths bought on each station, the volume of the buy, and the starting and ending
dates. Commercials are coded for easy identification and sent to stations with instruc-
tions that spell out exact rotation schedules. It's often a race against time to get the
commercials to the stations in time for the starting date.

The traffic and production departments must handle additional duties —the de-
tails that are sometimes simply filed away but still terribly important. Music clearances
must be taken care of through the American Society of Composers, Authors and
Publishers (ASCAP) or through BMI, Inc. For the use of copyright music, fees must be
negotiated and paid to the publishers and composers. Broadcast releases, contracts,
and similar legal documents, including substantiation for advertising claims and proof
of the authenticity of the commercial, must be obtained and properly filed.

Residual payments to talent constitute one of the most complex aspects of
broadcast advertising bookwork. Such pavments are often the responsibility of the
traffic department. Because it handles the shipment and scheduling of commercials, it
is the logical one to keep track of which commercial is running where and for how
long. Some agencies prefer to turn the work over to an outside company that really
acts as paymaster to thousands of performers and musicians. Talent & Residuals, a
division of the Chicago firm of IDC Services, Inc,, is one of the largest and best-known
companies in this field.

Conclusions

A radio or tetevision commercial begins with an objective, expands into a strategy,
and is then developed both in terms of format and emotional appeal. The last
dimension in this process is the actual production of a commercial. A commercial may
require only recording an announcer reading a radio spot, or it mav involve an
extravaganza with star talent and an enormous production crew.

It's the job of the production team to take both the written and spoken ideas of the
creative team and turn them into a finished tape or film — and that can be a compli-
cated process. Many expert people may be needed, including casting directors, agents,
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performers, directors, producers, scene designers, camera crews, musicians, compos-
ers, postproduction editors, and many more. These people can contribute in both
small and large ways to the commercial's success. Their contributions, plus the
all-controlling reality of a budget, determine the final result. Along the way, many
decisions must be made about the selection of a production house, talent, location,
sets, and so forth. Some of the most important decisions are made in the editing room.

The entire process of producing commercials is really one of evaluation and
selection. Unfortunately, too many people in the business turn out commercials that at
best can be labeled mediocre. Nevertheless, there are many truly gifted and conscien-
tious professionals whose touch of genius sets a standard for what can be done in
broadcast advertising.
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Evaluating Commercials

Will It Sell in Peoria?

By the time a commercial is produced, the investment may run into the tens of
thousands of dollars. Is it a good commercial? How will an audience respond? Will it
sell? Clients and agencies, seeking assurance, or “proof” if possible, often test com-
mercials before investing any significant sums in time buys.

The subject of testing is itself a controversial one. Some professionals swear by
it and say that the information they obtain enables them to confirm the winners
and eliminate the losers. (In some cases, the results of such testing may indi-
cate that only a small segment of a commercial needs to be changed. In order to
muke such corrections, commercials are often tested in storyboard or rough-cut
form.) Other professionals won't have a thing to do with commercial testing. They
believe that sample audiences are not representative and that a commercial exposed
on a one-shot basis is not a valid indication of its possible long-range impact. Many
agencies and clients would like to test commercials but simply do not have the money
to do so. Because of the expense involved, most commercial testing is confined to
relatively large advertisers who spend substantial sums in the broadcast media and
who want to be sure their messages will achieve their campaign goals.

For those who are “believers,” a number of independent research companies
serve the needs of the advertising industry. Their philosophies and methodologies are
diverse, and the advertiser and the agency can “go shopping for their services.” These
companies evaluate commercials in terms of awareness, recall, attitude change, image,
subconscious reactions, and so forth. The methodologies of seven of the best-known
ones are described in this chapter.

158
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AdTel Marketing Services

Acting on requests from a number of major advertisers, the Advertising Research
Foundation proposed in 1967 a brand new marketing research methodology. The plan
was to measure the effect of advertising on actual sales through the use of two
matched panels of households, which would be wired to a dual-cable TV system. AdTel
Marketing Services is an outgrowth of that proposal, and today, this subsidiary of
Burke Marketing Services, Inc., operates in a half-dozen markets scattered across the
country. The identity of these cities, nicknamed AdTel East, AdTel Midwest, and so
forth, is supposedly a secret, but all meet some basic requirements: they are demo-
graphically representative of the United States, have local TV service that brings in
each of the three major networks, and have sufficient population to provide large,
replenishable panels ranging from 2,100 to 3,500 households.

A dual-cable system establishes A and B panels, which are matched on the basis of
demographics, media use, brand sefection, and buying characteristics. The dual system
provides alternate geographic groups of 80 to 90 households that are connected to
one of the two cables. The result is a checkerboard TV distribution that permits AdTel
to use one panel as a control and the other to test TV commercials.

The cable system, on instructions from AdTel, will substitute a cut-in test commer-
cial in a commercial position that has already been paid for by the same corporate
advertiser. The cut-ins are controlled through a console for each of the local station
signals. An engineer, by pushing a button, can insert a test commercial on Cable A or
B. (See 9.1.) In order to preserve the “real world"” TV environment, AdTel requires that
test commercials look the same as finished ones. Clients are entitled to an unlimited
number of cut-ins without additional charges.

In order to measure the response (or lack of it) from viewers to the test
commercials, AdTel uses weekly purchase diaries kept by cooperating households.
Each purchase diary panel consists of approximately 1,000 households at a given time.
Panel turnover is about 20 percent annually and is accounted for by moves, deaths,
and those who just get tired of keeping a diary. Participating families are personally
recruited and trained, and they are required to record purchases in a number of
categories —for example, food, laundry-supplies, paper, personal-care, and health
products. Panel households are compensated for their efforts by a monthly incen-
tive plan.

In some of AdTel's new markets, the purchase diary has been replaced with the
use of scanners in supermarket checkout stands. Each panel consists of approximately
1,250 households, matched demographically. An identification card is provided for
each household to present at the checkout stand. This card triggers the universal
product code scanner to recognize and record each item purchased by that shopping
household. As an incentive to use the ID card, each panelist receives a discount on
purchases.

The data generated by this record of actual shopping behavior are immense.
AdTel sends its clients four-week reports reflecting household purchases by product
category, units purchased, dollar volume, trial and repeat sales, brand switching,
exclusive buying behavior, coupon redemption, purchasers’ demographics, and so
forth. The research is helpful in testing shelf placement, packaging, new products, new
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sizes, and a variety of other attributes of both the product and the store environment.

In testing television advertising, this methodology allows the advertiser to test and
adjust the weight of the TV schedule and determine what results follow. The timing of
the schedule, the dayparts used in the commercial schedule, the creative approach,
the selection of talent, and so on can all be tested before a national campaign is
launched.

Most of AdTel’s clients are major advertisers who spend millions of dollars in
television each year. Nevertheless, the cost of the service is significant, because of the
complexity of the company’s services. AdTel assumes responsibility for cut-in coordi-
nation at the cable company, the recruitment and training of cooperating households,
processing of the data from purchase diaries or supermarket scanners, and the

_ 9.1/How AdTel Tests Commercials
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warehousing and distribution of test products to cooperating supermarkets. What is
particularly important in this methodology is that the client and AdTel can balance all
the variables in Panels A and B except the one being tested.

ASI Market Research, Inc.

ASI Market Research, Inc., organized in 1962, is one of the largest and best known of
the research companies. It has offices in New York, Chicago, and Los Angeles. About
350 people work at ASI’s Los Angeles headquarters, which are located in Preview
House, a comfortable theater on Sunset Boulevard. The theater is used to test feature
films, TV programs, and commercials.

Audience members are recruited by telephone and by soliciting in areas of high
foot traffic, such as shopping centers. For TV tests, the group sought is really a quota
sample, based on equal representations of men and women and of those over and
under age 35. These people are invited to Preview House for a “private screening” of
new TV materials and told that they will be asked to give their opinions. The invitation
is followed up with a telephone reminder and a fancy engraved invitation that the
participants must bring with them.

As people file into the theater, they are asked to fill out a form that asks their sex,
age, education, income, employment category, and time spent with TV. They are also
asked some questions about product usage for commercials that will be tested that
evening. Everyone is given a folder, and inside are more forms to be completed. One
is a questionnaire for door prizes, and it asks respondents to check their choices of
prizes by brand in a number of product categories. (It doesn’t take much effort to
figure out that commercials to be tested in any particular evening come from this list.)
A master of ceremonies warms up the audience and explains the procedures for the
evening's entertainment.

Of the 410 seats, 200 are equipped with a little electronic device that yields what is
called an Instantaneous Response Profile. A dial permits the users to indicate by
degree their response from “very good” to “very dull.” A normal, or neutral, point is
halfway between the two extremes. The signal from each recorder is automatically
transmitted to the control room, where an operator watches the cumulative response
track—a moving line on graph paper (see 9.2). Because of the demographic data
secured on each member of the audience, and because this information is associated
with each seat number, specific breakouts are possible. A cumulative response for just
the men in the audience, for a particular product user group, or for an age group can
be tracked separately, for example. After a short orientation session on how to use the
Instantaneous Response Profile device, the show begins.

As a control, a McGoo cartoon is shown first, and ASI staff members report that it
is remarkable how similarly it is tracked on the graph paper night after night. On a
typical evening, following the cartoon, a half-hour TV pilot never previously shown on
the air is played without interruption. After evaluation forms are completed on it, the
emcee prepares the audience for the five commercials to be shown. The first com-
mercial, like the cartoon, is also a control device, and after that four noncompetitive
test commercials are shown. Evaluation forms are filled out, and respondents are
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asked to check the adjectives that come closest to describing each commercial —
amateurish, dull, informative, silly, interesting, and so on.

After the commercials are shown, preselected panels of about a dozen people are
escorted from the theater and into small conference rooms. Under the guidance of an
ASI staff member, they discuss in depth their reactions to the commercials. Panel
members know the session is being recorded on audio tape. They are unaware of the

At the ASlI Market Research theater in Los
Angeles, 200 members of the audience ma-
nipulate the dials that produce the Instan-
taneous Response Profile. On a 0 to 1,000
scale, 500 marks the neutral position, and as
viewers watch a commercial, their dial ma
nipulations are recorded on a graph. If the
curve goes up as a commercial is shown, it
means the majority of respondents is dialing

rery good.” If the curve drops below 500, a

9.2/1n$tantaneous Response I_’r—oﬂleﬁCurvesi B

maijority is somewhere on the “very dull” side
The graphs shown here are the result of a
test commercial for a diet soft drink and were
part of the total package of research analyses
prepared by the ASI staff. By using these
graphs, the client and agency were then able
fo analyze the test commercial on a sec-
ond-by-second basis to see where various
segments of the audience were most ir
terested or least inferested in the message

An ASl staff member watches the development of
tt
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closed-circuit television camera that lets clients and staff members monitor the session

in progress.
procedure. The emcee, however, asks the audience to rate the message, not in

(Advertisers who wish to test radio commercials at ASl use an almost identical
comparison to TV commercials, but against other radio commercials. Houselights are

dimmed to encourage concentration.)

Males
700
.
.
\
7 \
7 \
7
J
7
Z
400
0 5 10 15 20 25 30
Seconds
Weight-conscious Females o All Other Females
650
-\
600 A
\
1 . 1
{ f
1 550 1
7 1
1 1
— {
500 N
N
450
400
0 5 10 15 20 25 30 0 5 10 15 20 25 30
Seconds Seconds




Part Two

164 Campaign Development

Approximately 30 to 40 percent of the commercials tested are not in finished
form. They are presented by still photos, illustrations, or an inexpensive, “rough” film
that conveys the concept of the finished commercial. The commercial must be
accompanied by a finished sound track.

Before writer’s cramp sets in, the audience is treated to another television
program or a couple of short film features. Then, a supposedly embarrassed master of
ceremonies apologizes to the audience, saying that the staff has goofed and handed
out the wrong form for indicating preferences in the door prize drawing. Since an
entire category was left out, could they please fill out this new form? Door prizes
include items like $10 worth of pain relief products, a year’s supply of tea, a three-
month’s supply of low calorie colas, and so on. Preferences must be checked by brand
name, and the purpose of this little charade is to measure brand switching after
exposure to the commercials. The staff reports that it is almost always less than 10
percent, usually about 4 percent to 5 percent of the audience.

Another control vehicle is presented, and then members of the audience are
asked to write down brands and product categories of commercials that they saw
earlier, plus anything they remember about them.

Once this recall measure is administered, the standard session comes to a close.
However, there are evenings when a client may wish to obtain additional diagnostic
information that was too extensive to ask earlier in the session. If so, the audience is
shown that commercial again and asked to answer in-depth questions. When this
phase is completed, door prizes are given away, All in all, the evening’s entertainment
takes about two hours, and about one hour is devoted to actual viewing. A great deal of
effort is expended to muke the audience feel welcome and comfortable and leave
thinking that it has been a fun and worthwhile evening.

In addition to theater testing, ASI also offers commercial testing via cable TV,
called Recall Plus. ASI uses a number of cooperating cable systems across the country
and telephones a sample of subscribers. They are invited to watch a 30-minute
“special” that evening and told that they will be called the following day to obtain their
reactions. (The procedure is very similar to one used by Gallup & Robinson, Inc.,
which is covered later in this chapter.)

Using a program with general family appeal that has not previously been aired on
TV, ASl inserts four commercials in the show. The next day, the ASI staff makes its calls
until a total of 200 interviews are completed. This sample will yield approximately 180
who were in the “commercial audience” — respondents who actually saw the test
commercials. In addition to questions about the program, respondents are asked to
recall, unaided, the products they saw advertised and, with prompting, particular
brands. A variety of questions is asked to test responses to various elements of the
commercials.

The “plus™ portion of Recall Plus is similar to the refocus procedure used in the
theater when a test commercial is shown a second time. Because ASI leases unused
cable channels, the company is able to run these test commercials every few minutes
while postviewing telephone interviews are in progress. The interviewer asks re-
spondents to turn on their TV set, view the test commercials again, turn off the set, and
then answer detailed diagnostic questions.

When all the testing is completed, whether in the theater or through Recall Plus, a
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mountain of questionnaires must be keypunched and programed into computers. The
data must be analyzed and evaluated, and a written report is prepared for clients. An
extensive report is ready in a month, but for anxious clients willing to pay the extra
fees, “fast tabs”™ of top-line scores can be available in a couple of days.

Staff assessment of a commercial’s impact is grouped in three areas: (1) interest
and involvement, reflected in the Instantaneous Response Profile from the theater
device. The adjective checklist is also an indicator of interest; (2) communication, in
which both the quality and quantity of recatt is measured by the recall questionnaire
administered at the end of the session; and (3) effectiveness, in which the persuasive-
ness of the commercial is evaluated, principatly by the brand-switching test.

Burke Marketing Research

One evaluation system that uses an on-air testing technique is offered by Burke
Marketing Research. It's called the DAR (Day-After Recatl) and provides clients with

~

9.3/ nduc_ti_ng Interviews on Day-After Recall -
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a 24-hour recall test of TV commercials. The commercials to be tested are placed in
time slots bought from a local TV station. Burke operates in approximately 25 major
markets, and 3 cities are typically used for each test.

Beginning in the morning of the day following the telecast of test commercials,
viewers are interviewed by telephone (see 9.3). The sample to be called is drawn by a
random technique from telephone books. Interviews with housewives are usually
concluded by about 4:00 pM., and then interrogators concentrate on reaching men,
working women, teenagers, and children —if they are required for the test. Clients
may specify the demographic makeup of the sample used to test their commercials.

When approximately 200 viewers of the test program have been reached, the
interviewing is over. Interviewers must determine whether the respondent watched
the test program and whether he or she remembers a commercial for the test product.
This latter category puts respondents in the “claimed recall” category, and from there
more questions follow. The interviewer asks about details from the test commercial.
Cues may be provided to aid recall. (“Did you happen to see a commercial for any
laundry starches, or not?” If yes, “What brand was that?”) Burke considers claimed
recall alone to be a poor measure of a commercial's communications effectiveness,
because some viewers may remember a different commercial or a commercial for a
competitive brand, or they may say that they saw the commercial but not be able to
remember a thing about it. They may declare that they saw the ad just to please the
interviewer. To guard against inaccuracies, respondents who say they have seen the
test commercial are given the opportunity to substantiate their claim. They are asked
to describe any specific audio or video elements they remember. (“They said it was
good for your clothes and made ironing easier.”) All these “related recall” verbatim
responses are organized into codes and then quantified to show what Burke calls the
“sales messages registration” (copy points) and “situation/visual” elements (details of
the commercial's story line.) Scores on these items are very helpful to advertisers who
want to know whether the message they are trying to deliver was actually perceived
and remembered. In other words, did the commercial fulfill the advertising objective?

Only those interviewees who actually had a chance to be exposed to the commer-
cial, which is substantiated by their confirmation of having viewed the commercial
time period, are included in the commercial audience. This audience category is a
refinement of the program audience category, for it eliminates viewers who head for
the refrigerator when the commercial break begins. Recall scores on the test commer-
cial are shown as a percentage of the commercial audience. The size of this commer-
cial audience in comparison to the program audience can vary greatly. Burke reports
that most of the time, the commercial audience runs between 66 and 78 percent of the
program audience.

Burke clients receive tabulations of the commercial audience, a report on the
verbatim responses regarding the commercial, and the related recall scores. Flash
top-line scores may be telephoned to a client on the day following the interviews. As
an example, such a report might state that 209 viewers were in the program audience;
166 viewers were in the commercial audience; and 46 viewers provided related recall,
which translated to a score of 28 percent of the commercial audience.

The final and more elaborate report is in the hands of clients in two or three
weeks. (See 9.4.) Recall scores have quite a spread. Burke uses a norm of 24 percent
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on related recall scores, based on the testing of more than 2,500 commercials. The
company notes that this percentage has remained virtually constant for many vears.
The lowest score ever recorded was 2 percent (apparently an unbelievably innocuous
commercial); the highest was 72 percent. Burke believes that these scores indicate
communications effectiveness —the degree to which a memorable impression was
achieved, in addition to the substance of that impression. (If viewers cannot remem-
ber the ad, the product is unlikely to appear at the top of a shopping list.) The Burke
technique, however, is not a measure of persuasiveness; it does not reflect changes in
predisposition and a commitment to purchase. Such information, of course, would be
difficult or impossible to obtain in a telephone interview, especially since most
advertising does not achieve a dramatic, bolt-out-of-the-blue impact.

For clients who wish to test commercials in unfinished form, Burke provides what
it calls the RCR (Rough Commercial Recall), introduced in 1977. This pretest is
designed for use by advertisers before substantial sums are spent in final production.
(The DAR system is considered a posttest, because it uses only finished commercials.)
As in the Gallup & Robinson system (to be described later), a sample of households is
telephoned the day before the telecast of the program that contains the test commer-
cials. Approximately 400 people are recruited to watch the program (usually a half-
hour situation comedy), and Burke reports that normally, about 150 of those recruited
actually view the program. All those recruited are told that they will be phoned the day
after the telecast to obtain their opinions. When these subsequent interviews are
conducted, respondents are asked about both the program and the commercials. The
questioning procedures are patterned after those used in the standard Burke DAR test.

The basic Burke methodology is relatively simple and has not been changed since
its inception in the early 1950s. The home viewing environment is a natural one, and
Burke believes that its research data give clients a valuable measure of the extent of
recall and of the communications effectiveness a commercial will enjoy when
launched in a major campaign.

Gallup & Robinson, Inc.

One of the most interesting methods used by Gallup & Robinson, Inc, to test
commercials is called the In-View service. The research is designed to either pretest or
posttest television commercials. Gallup & Robinson, headquartered in Princeton, New
Jersey, reserves time for its clients in a prime-time program shown on a UHF station in
Philadelphia or Pittsburgh. On the day of the program, 300 men and 300 women
between the ages of 18 and 49 are telephoned and invited to view that evening’s
episode of the program. Several of the commercials shown in the program will
normally be under test.

Approximately 150 men and 150 women who watched the episode are called 24
hours Later. The qualified viewers — those who were able to convince the interviewer
that they did see the program —are presented with 15 brand name cues (8 real, 7
phony) and asked which commercials they recall. Detailed questioning is conducted
on all commercials for which recall is claimed. The results of these interviews are
tabulated and presented to clients.



Part T
168 lad i)

Campaign Development

9.4/An Example of a Burke Marketing
Research Analysis

This is an abbreviated example of a Burke
analysis, rewritten to disguise the actual client

Burke Marketing Research Inc.

ANALYSIS

Conclusion

"Picnic Time,"” the 30-second commercial for Mrs. Jones' Mustard,
is a below average communications vehicle. From the standpoint
of both overall memorability and delivery of key sales messages,
it proved to be less effective than the majority of commercials
tested by Burke.

Overall Memorability

The basic measure of overall memorability is Related Recall (i.e.,
“communications effectiveness"). The Related Recall Score of 13%
for "Picnic Time" represents the percentage of respondents ex-
posed to the commercial who were able to correctly remember a
sales message and/or a situation/visual element from the execution.
This retention level of 13% is significantly below the corres-
ponding Burke female norm of 24% and represents a score which has
been exceeded by 86% of the commercials tested in the past three

Years.

Sales Message Registration

“Picnic Time" not only failed to create a memorable impression
but also failed to communicate its primary sales messages. In
fact, only one out of ten respondents (10%) exposed to the com-
mercial mentioned one or more of the primary messages. Thus,

"Picnic Time" did not meet its communication objective of con-

vincing potential customers that Mrs. Jones' Mustard:
e tastes better than the leading brand;
*is enjoyed by children;

*has all natural ingredients.
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ANALYSIS

Point of View

From Burke's point of view, the following are possible reasons
why "Picnic Time" scored below average. One should bear in mind
that, although this is a subjective interpretation, it is based
on our years of experience with commercial testing. From this

perspective, we see the following as potential problem areas:

* The audio portion is hard to understand--both the jingle

and the children talking are somewhat indistinct.

* The video portion of the commercial doesn't necessarily
reinforce the audio--i.e., if one doesn't understand the

audio, the video alone does not convey the copy points.

«The dominant visual impression is the interaction between
the children, which draws attention away from the product

and package.

«The brand name is not visually dominant. The Mrs. Jones
name is shown quickly at the beginning and end of the com-
mercial and, while there is a package on the table where

the children are eating, the brand name is not distinct.

«The product shot of the complete line of foods made by
Mrs. Jones may be confusing the issue and detracting from

the association of the brand name with mustard.

Regarding these points, one should bear in mind that the res-
pondent's “"cues" for giving recall are the product category

and brand name--i.e., we asked if the respondent remembers
seeing a commercial for Mrs. Jones' Mustard. While a respon-
dent may in fact remember elements of the commercial, if she
doesn't associate them with the brand name, she will not be able
to give recall and the commercial has not suceeded in conveying

the brand name.

Courtesy ot Burke Marketing Services, Inc
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The chief advantage of this system is that viewers see the commercials on their
own TV set and in a normal viewing environment. With a 24-hour delayed-recall
telephone technique, results can be tabulated quickly and provided to clients within
three working days. The client receives data on group norms for the product category
in which the test commercial falls and more elaborate detail on the test commercial.

As an example of the kind of report a client receives, portions of one are
excerpted below. A 30-second Coast Deodorant Soap commercial was shown, and
interviews were held the following day with 176 men and women who had seen the
commercial. These viewers are included in the Proved Commercial Registration (PCR)
base. Answers to questions about the various copy points are listed below as Idea
Registration scores. As a measure of persuasiveness, 31% of the respondents indicated
a “favorable buying attitude,” significantly above the score for most other bath soaps,
according to Gallup & Robinson.

Idea Registration

PCR base (number of persons —men and women combined) (176)
One or more copy points 99%
Picks you up/wakes you up 94%
Refreshing 35%
Makes you feel good 19%
Pleasant fragrance/scent 18%
Makes yvou clean/feel clean 12%
Lathers well 11%
Quality/better/best 11%
Mentions
Man 99%
Black man 28%
Dog 93%
Wants to go for a walk 71%
Persuasiveness
Favorable buying attitude 31%
Average copy points for respondent 2.2

To give the client direct feedback from respondents, Gallup & Robinson passes
along all verbatim testimony taken from the telephone interviews. Here are two
“verbatims” on the Coast commerciat:

There's a black guy and a dog and the dog wanted to go for a walk. The guy takes a shower and
Starts to wake up fast with Coast Soap. It’s an eve-opener. It smells nice and keeps you fresh. The
sales point is that it's a deodorant soap that smells good and refreshes you and belps wake you
up. I thought it sounded like a good soap. It was cute. I liked it. My interest was increased. If it
smells nice, I'd like it. I last bought Lifebuoy.

Someone was in bed. It showed a guy, and a dog barking to go out. He used the soap and woke
up, and took the dog out. It was a cute commercial. The point was that it's supposed to walke you
up to he more alert. I already use it and I learned nothing new. I enfoved it. It's a cute
commercial. 1 like commercials with action and lots of color. The advertiser increased my
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interest because it was a good commercial and caught my attention. I bought Coast the
last time.

In addition to the In-View testing service, Gallup & Robinson also provides other
commercial evaluating services, including what is called On-Air Custom Single Show
Surveys. This service is available in 39 metropolitan areas across the United States and
employs some delayed-recall measurements also used in the In-View technique. The
research can be tailored to a client’s needs by testing commercials on individual
programs, in markets of the client's choice, on any desired day, and targeted to a
variety of special audiences (mothers, teenagers, dog owners, weight watchers, and so
on). Pata provided to clients include PCR scores, verbatim testimony, Idea Registration
scores, and Favorable Buying Attitude percentages, which reflect the persuasiveness of
the commercial.

Gallup & Robinson has also conducted research into animated commercials,
humor in commercials, the best use of station breaks, the importance of audio-video
synchronization in commercials, “winning” and “losing” presentation approaches,
and other areas of special concern to advertisers who want to maximize the effective-
ness of their television investments.

Mapes and Ross, Inc.

A competitor to Gallup & Robinson, also headquartered in Princeton, New Jersey, is
Mapes and Ross, Inc., which has been providing a TV commercial evaluation service
since 1972. There are similarities between the two in methodology. Scores on both
dav-after recall and brand preference are measured under what are called “battlefield”
conditions — the normal viewing environment of the American household. A sample
audience is recruited by telephone operators calling a randomly selected sample of
male and/or female viewers in each of three major markets. An invitation is extended
to watch a program scheduled in prime time on a UHF or independent station. (Mapes
and Ross huandles all arrangements with the stations.) For their cooperation, respon-
dents are given the opportunity to participate in a drawing for three cash prizes.

As part of the invitation phase, respondents are asked their preferences in various
product categories. (Some of the products will be advertised in the test program, and
some will not.) The questions cover whether the respondents think that one brand in
a product category is the very best, that two or three brands are better than the others,
or that all brands are about the same. The interviewer asks only about product
categories; respondents provide any brand names on an unaided basis. Mapes and
Ross reports that, because these preexposure questions do not direct attention to any
particular brands, patterns of day-after are not biased. Interviewers set up appoint-
ments with respondents for a telephone interview the following day.

The subsequent interviews begin by asking respondents which half-hour seg-
ments they watched and how much they enjoyed the programs. Next, the product
group attitude and brand preference questions —the same ones used in the initial
interview —are repeated, to measure the extent to which viewers changed their
preferences for the brand in the test commercial. Aided recall for each of the
commercials run in the program is then obtained. Sample questions:
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“Yor may be familiar with other commercials for |brand name), but thinking only of last night’s
commercial, will you describe specifically what they did? Please describe as much of what took
place on the screen as you can.”

“What did they talle about and show?"

“What was the main idea the commercial was trying to get across to you?"

Clients of this research company can arrange to have optional questions asked. For
example, respondents can be asked to provide ratings on a 10-point scale on state-
ments about the test brand or test commercial. Concluding questions pertain to the
respondents’ demographics and the brand bought last in the test categories.

In an interesting validation study, Mapes and Ross reported that test results from
its system provided an opportunity to discover the relationship between day-after
recall and changes in brand preference. They concluded that there is a very low
correlation between the two measures; each measures different things.! High recall of
a commercial is no guarantee that a consumer will subsequently buy the brand.

Reports to clients are ready in a few weeks, based on samples of 200 program
viewers of either sex or 250 men and women combined. Included in the reports are:

* proven recall score —reported separately for the entire sample, for users of the
product category versus nonusers, and so on

* preexposure and postexposure brand preference levels —for the entire sample,
for recallers versus nonrecallers, for users versus nonusers, and so on

¢ verbatim testimony of all recallers

* aprofile of how well ideas were communicated to recallers — including identifica-
tion and importance rating of the idea perceived by each recaller to be the main idea
of the commercial

* demographics —age, education, income, use of product category, and brand
bought last

McCollum /Spielman /& Company, Inc.

A competitor similar to ASI also utilizes a test-screening situation, but with a number
of differences in methodology. McCollum/Spielman/& Company, Inc., offers clients
what it calls Advertising Control for Television (AC-T). The standard AC-T test takes
place simultaneously in four parts of the country —the East, the north-central area, the
south-central area, and the West Coast. Test facilities in each of these locations include
a closed-circuit videotape system.

A random sample is drawn from telephone directories. The chosen households
are mailed a short explanatory letter and tickets to attend a session at Prevue Studio,
where AC-T testing is done. The company states that its samples are balanced by
region, sex, and age. AC-T does recruit special audiences with controlled demo-

'Harold L. Ross, Jr., “Recall Versus Persuasion: An Answer,” Journal of Advertising Research 22, no. 1,
February-March 1982, p. 13,
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graphics for clients who wish to test their advertising with target audiences. Cigar
smokers and businessmen who rent trucks are two examples.

A typical session will bring 100 to 150 people into each of the AC-T fucilities. They
are seated in groups of about two dozen around TV monitors, and here they watch a
sequence of programs and commercials. AC-T differs from the ASI system in that
instructions to the participants come from an on-screen host who asks viewers to
complete a variety of evaluation forms. All question-and-answer alternatives are pre-
taped and appear on the TV screen. Respondents record their answers on a special
numerical questionnaire.

The normal sequence runs something like this: the host orients the viewers by
explaining why they are there and what they will see. They are asked to complete a
questionnaire vielding data on demographics and brand product usage. Viewers then
watch a program consisting of auditions of young performers. Halfway through, there
is a “station break,” and seven noncompetitive commercials are played back to back to
simulate a commercial clutter sequence. Four test commercials are separated by three
control commercials. Then, the viewers watch the remainder of the program and are
asked for their opinions on the talent they've just seen. Next, on an unaided basis,
participants complete an open-end recall questionnaire that measures their awareness
of the brand, product types, and main ideas of the commercials they viewed some
minutes earlier. By now, the subjects are about halfway through the AC-T test.

Since many commercials are not telecast in such a cluttered environment, the
second half of the program is changed so that the ads can be tested in a spot situation.
Respondents watch a second TV program. The same four test commercials are shown
again, but this time they are placed in isolated positions within the program. They are
reshown primarily to focus attention on the test commercials, so that the mea-
surements will be based on the maximum number of respondents aware of the
commercial. In other words, after first exposure to the commercial, the average level
of awareness runs about 50 percent for established brand commercials in a 30-second
format. The second time around, the awareness level usually jumps to better than 90
percent. AC-T much prefers to base its diagnostics on a 90 percent sample rather than
a 50 percent sample.

After this second TV program, a postmotivation measure is administered in the
form of an ingenious pseudo shopping trip to a supermarket via videotape. Partici-
pants are given a series of shopping lists and told to fill their “market baskets™ with $25
worth of products. The idea, of course, is to see how many subjects switch to brands
advertised in the test commercials. Their selections are compared with the brand
usage information they recorded on the questionnaire,

To conclude the test, viewers answer questions designed to obtain diagnostic
information about such things as jingles and presenters, comprehension of demon-
strations, perception of product, and company image. Clients can design almost
anything they want into this last section of the test.

Executives of McCollum/Spielman/& Company believe that the AC-T methodol-
ogy is superior to its competitors’ for a number of reasons. Participants view programs
and commercials in small groups on TV monitors, not on a theater screen as a
member of a large audience. Since the AC-T on-screen host is the same in every
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location and at every test, the potential problem of emcee bias is eliminated. The
diagnostic data are based on the analytic sample from all four testing facilities. The
company feels that one of its greatest strengths lies in the ability to use a preproduc-
tion commercial. These are inexpensive spots, which may cost only a few thousand
dollars. Since they are played back on a TV monitor and not a large theater screen, the
differences in quality are not as noticeable. Thus, the information gained in the AC-T
test can be diagnosed, and changes can be made in the commercial, before $60,000 or
$70,000 is spent in final production. The most suitable forms for this kind of inexpen-
sive preproduction commercial seem to be live action with simple sets, simulated
backgrounds, and those that use nonprofessional actors. Still photos or finished
artwork (more elaborate than the typical storyboard) can be presented on videotape
or 16mm film in rapid sequence, with zooms or with other simple effects. Some
clients use actual storyboards in rough form on film or tape, but AC-T emphasizes that
these are not reliable predictors of audience response to the finished commercial; live
action, still photos, and finished artwork seem to be better indicators.

Based on its experience, McCollum/Spielman can draw a number of interesting
conclusions. The company notes that the average commercial leaves about half the
audience unaware of the brand advertised. The range is great. As an example, some
commercials test with a 90 percent score on brand recall, whereas others test as low as
15 percent. In the clutter test, the position of the commercial apparently is not very
important. The first and the last commercial in the sequence often test slightly better.
In awareness tests, AC-T reports, a 30-second commercial tests on the average about 75
percent as effective as a 60-second commercial, but the range for all commercials can
vary greatly. Many of the commercials tested by AC-T present a number of creative
advertising techniques. Tests designed to measure the value of different techniques
often reveal fascinating data. In some cases, a commercial may score very high in
awareness because of unusual visual devices but unfortunately fail in presenting a
basic selling story in a convincing manner. Conversely, some dull and visually unin-
teresting commercials do not distinguish themselves in generating awareness but
clearly contain a potent selling message. AC-T advertises itself as particularly designed
to help clients pinpoint problems that may spell disappointment or failure in the
marketplace unless identified and corrected.

Radio commercials are also tested in the four McCollum/Spielman locations. The
test pattern is somewhat similar to the television commercial testing procedure.
Participants are exposed to both radio and television programs and commercials
during a session that runs approximately two hours. Following the first TV program
(about one-third of the way through the session), respondents are exposed to a test
commercial and a control commercial inserted within a six-minute radio program.
About three-quarters of an hour later, on an unaided basis, respondents are asked
what brand names they remember being advertised in the radio spots and what they
remember about them. Toward the end of the session, the commercials are played a
second time, and then respondents are asked what they think the main idea of the
radio commercial is, how it compares with other radio commercials they have heard,
and how they feel about the commercial. Their responses are recorded by a rating
scale and an adjective checklist. The test purportedly measures the communicative
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atributes of the commercial in terms of brand name and sales point recall, and the
overall reaction and interest of consumers in purchasing the product advertised.

Tele-Research, Inc.

A significantly different testing procedure is used by Tele-Research, Inc., headquar-
tered in Los Angeles, in markets across the country. This research method, developed
in 1964, measures what actually occurs in the real-life marketplace. Over 2,800
supermarkets and drugstores, through exclusive arrangements with Tele-Research,
provide their facilities for conducting tests under actual shopping conditions.

Three interviewers are assigned to question a sample of 600 shoppers outside the
selected stores. Respondents are asked about 10 questions related to their use of the
product and brand, their frequency of purchase of certain products, and some basic
demographics. As a control sample, 300 are given a small booklet of cents-off coupons
that can be redeemed in the store on that day only. The remaining 300 shoppers
constitute the test sample. As the day progresses, they are recruited and then escorted
in small groups into a trailer parked at the store site for a testing procedure that lasts
about 12 minutes. The subjects view up to five commercials (one is always a control
commercial), answer questions about what they have seen, and receive the same
cents-off coupons given to the control group.

At the end of the day, Tele-Research tabulates the redeemed coupons from each
group. (In a booklet of 10 coupons, 3 to 6 may be for brands advertised in the test
commercials.) The accompanying diagram shows how the procedure works (see 9.5).
In order to eliminate bias, the test commercials are rotated so that they are not always
seen in the same order. Likewise, the position of the various coupons in the booklet is
rotated. In order to measure recall, 150 subjects in the test group are telephoned 24
hours later and asked questions about the previous day’s viewing of the test com-
mercials.

Tele-Research can identify each cooperating subject throughout the procedure
with the use of a number code. That code is associated with answers to the preliminary
questions, the postviewing questionnaire, the redemption of coupons, and the recall
telephone inquiry a day later. Thus, clients can request separate scores for particularly
important demographic groups.

Tele-Research reports that purchase of brands in the test commercials is usually
“hyped” 1 percent to 2 percent because of the cents-off motivation and because of
exposure to the test commercials. Therefore, redemption scores cannot be projected
to consumer behavior in the marketplace. Of particular importance to clients is the
“selling effectiveness™ score of the test commercial in comparison with norms estab-
lished by Tele-Research. (See 9.5.)

In addition to the tabulation of actual consumer purchases based on coupon
redemptions, clients are provided with scores on answers to various questions asked
of respondents who viewed the test commercials, with the company’s own diagnostic
data, and with results of the 24-hour delaved recall questionnaires. Tele-Research
maintains that its method vields an excellent correlation between its findings and
subsequent sales performance in the marketplace.
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9.5/How Tele-Research Pretests Advertising
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Conclusions

The research companies described in this chapter are seven of the major commercial
evaluation services. There are others. A few have flashed on the horizon, causing great
excitement in the advertising world, but they have since plummeted into oblivion.
Laboratory experiments that measure subjects’ physiological responses while they are
viewing test commercials were summarized in Chapter 4. The gadgetry measures
autonomic or involuntary responses through the use of psychogalvanometers, pupil-
lometers, eye cameras, and the like. These laboratory experiments are not in common
use in evaluating commercials.

Because of the costs involved, the testing of commercials is usually confined to
major advertisers and agencies, and they may not be inclined or equipped to handle
such research themselves. (Even at major companies, these ancillary services may be
the first to get the axe when budgets are cut and times are tough.)

The strengths and shortcomings of testing commercials have been debated for
many years. Is the testing of programs and commercials in a theater setting a valid
form of evaluation? The environment is not typical for TV viewing. The setting is a
darkened theater, and the object of “forced attention” is a huge screen. To beat the
problem of the “theater bias,” viewing can be done with smaller groups around
individual TV monitors, but the setting is still not natural. Most test commercials have
never been on the air and are new to the audience, so the effect of repetition over a
period of time cannot be measured. A number of research experts are also skeptical of
recruitment procedures for the samples. Audiences recruited in shopping centers are
not a microcosm of the total population. Too many people never go to shopping
centers, or they go so infrequently that they are never included in a sample. Direct
mail solicitation of subjects also suggests a bias, because many of the people contacted
are unwilling or unable to participate.

Cable TV systems that insert test commercials in regular programing and then
monitor purchase diaries do have obvious advantages. However, such systems are
pretty expensive, and many advertisers find that they cannot afford them.

Telephone interviewing to test recall of commercials vields interesting data. Such
a methodology has the advantage of obtaining responses from people who are not
under a microscope at the time they view the commercial. A telephone sample,
however, automatically eliminates homes without phones or with unlisted phones,
and those of new residents who are not yet listed in a telephone book.

Some advertising agencies with an adequate research department prefer to con-
duct their own tests. They may bring in small groups of people to view test commer-
cials. A research director can then conduct an in-depth discussion with these con-
sumers to study perceptions, attitudes, and inclinations to buy a particular product or
brand. If an advertiser first runs commercials in a test market, it's not too difficult for
the agency to train telephone interviewers to conduct a 24-hour recall survey. This
process may be less expensive than retaining an outside research organization.

All the independent research companies offer expertise and try to give clients the
most useful information possible. The data, reported down to the last decimal point,
and the accompanying diagnoses are all based on sampling. But because samples
cannot measure the “universe,” they're not foolproof. Further, data are often reported
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on the basis of what people said they thought or did. The researchers do not claim that
their data are infallible, of course, and they would admit that they do not know the
client’s market as well as the advertising agency.

Commercial evaluations are useful in providing guidelines —clues about a com-
mercial’s strengths and weaknesses. Research will not tell if a consumer will buy a
product. It will, however, indicate viewer or listener interest, perception, attitude
change, recall, and the like. It's difficult to measure sales against a specific commercial
or group of commercials. The sale of a product is not consummated in a 30- or
60-second commercial; it is consummated at the point of purchase. Commercials,
therefore, must be evaluated on bow successfully they communicate what was in-
tended to be communicated. The advertising may be designed to introduce or
acquaint, build images, shift attitudes, compare a product favorably with the competi-
tion, build dealer support, impress stockholders, or fulfill other marketing functions.
The commercial is the outgrowth of the basic advertising objectives, and it must be
evaluated in terms of its communications function. An advertising campaign does not
begin and end with the commercial. The commercial is the most important ingredient,
but it must function with the media buys, the program environment, the impact of
repetition, the timing of the campaign, and all the other factors constantly in flux in the
marketplace.
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Audience Research

We Must Be Number Two —Everyone Else
Says They're Number One

The value of audience research to networks, stations, cable operators, advertisers,
agencies, and station reps is incalculable. They all put audience estimates, or ratings, to
a number of uses. But in general, ratings are used in two important ways — by
broadcasters in making programing decisions and by those who buy and sell advertis-
ing time.

The activity surrounding audience research is usually outside the spotlight of
public attention — until, that is, a favorite show is canceled. The press may report that
its demise was caused by low ratings, and howls of protest have sometimes saved
shows from the programer's axe. Usually, however, executions carried out because of
low ratings are well deserved and are a mercy to the audience.

Complaints that the broadcast advertising industry relies too much on the little
numbers printed in the ratings books have been heard ever since the system of ratings
began. Although the criticism may be valid, the broadcasters and advertisers who
invest millions of dollars in formal audience research do not agree. They consider
their expenditures good investments, for the data they are buying are certainly more
reliable than even their best guesses. The ratings are consulted in many programing
and advertising decisions, but the research companies that syndicate the audience
research can hardly assume responsibility for how the ratings are used.

The ratings have been around for a long time. Beginning in 1929, the first formal
network audience measurements, supported by major advertisers, were initiated by
the research company of Archibald M. Crossley.' It used a telephone survey recall

'Robert . Landry, This Fascinating Radio Business (Indianapolis: Bobbs-Merrill, 1946), p. 143.
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technique to measure the program popularity of network radio programs. The official
name of the service was the Co-operative Analysis of Broadcasting, but the industry
simply dubbed these ratings “the Crossley.”

In the mid-1930s and through the 1940s, the C. E. Hooper Company dominated
radio audience measurements. A telephone interview technique was used in which
respondents were asked if their radio was in use and, if so, what program was tuned
in. The respondent was also asked if other family members were listening to radio and
what the age and sex of all listeners was. If an interviewer phoned a sample home and
no one answered, that household was counted as not listening to radio. Later, as
out-of-home listening increased, as the number of sets per home increased, and as
radio became a more personal medium often used on an individual basis, this kind of
telephone interviewing was eclipsed by other methodologies. (Accurately measuring
out-of-home listening has always been extremely difficult.)

In 1941, personal interviewing was introduced to radio audience measurement
when Dr. Svdney Roslow, a New York psychologist, started The Pulse. House-to-house
interviews in selected blocks were conducted by Pulse employees. All family members
age 12 and over were asked about their radio listening in the previous 24 hours. The
Pulse operated successfully for many vears, reporting radio ratings in more than 160
markets, but the high cost of this methodology caused the failure of the company in 1978.

Over the vears, the techniques and scope of audience measurements have grown
into a complex and sophisticated business. Some neophytes in the broadcasting
business invariably say, “Oh, I understand the ratings. It's easy —nothing to it!” As a
matter of fact, however, it isn't easy, and there is a lot to it.

“Oh, oh; it looks as if the ratings are starting to come in.”
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To understand the research, what is really needed is a little study and a determina-
tion to use terms accurately. The words of audience research language are not usually
interchangeable; they must be defined explicitly. Standard definitions have been
established through the cooperation of a number of groups — including the National
Association of Broadcasters, the Committee on Local Television Audience Measure-
ment, the Electronic Media Rating Council, the Advertising Research Foundation —
plus representatives from stations, networks, representative firms, and trade associa-
tions. Published by the NAB in 1970 as Standard Definitions of Broadcast Research
Terms, they spell out the specifics so necessary to understand audience research. (A
special glossary of broadcast research terms from this document has been compiled at
the end of this chapter. It is designed to be used as a reference for further study.)

Several companies syndicate audience research data to subscribers. Their best
customers are the broadcasters, who carry most of the cost. Advertising agencies
which pay proportionately much less than the stations for the same research data,
often seem to be in the driver’s seat. They decide whether to base their buys on one
service or another; stations and their representatives are obliged to present “avails”
and accompanying ratings in the form requested by the time buyer.

There is no perfect system for measuring broadcast audiences that is also eco-
nomically feasible. There are advantages and disadvantages to every system in use. It is
important to understand the basic methodologies used by these companies in order to
evaluate the research data they generate.

A. C. Nielsen Company

In 1936, a group of engineers at the Massachusetts Institute of Technology invented a
mechanical recorder that could be attached to a radio to measure the tuning of the set.
The A. C. Nielsen Company, a marketing research company headquartered in Chicago,
was sufficiently interested in the gadget and bought the patent. By 1940, it was in the

|

10.1/The First Audimeter
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radio audience measurement business and offering the first national radio audience
measurements based on a mechanical device, the Audimeter. (See 10.1.)

Measuring audiences by Audimeters was quite an innovation, and the Nielsen
radio audience measurements were sold as syndicated research across the country to
broadcasters, agencies, and advertisers. In the late 1940s, when the television boom
was on, Nielsen moved into TV audience measurement and adapted the Audimeter to
television. By 1964, the company had completely withdrawn from radio.

Nielsen today is one of the largest marketing research companies in the world,
operating in two dozen countries. Its activities in television audience measurement
result in many kinds of reports. The major reports are the Nielsen Television Index,
which measures national audiences’ viewing of ABC, CBS, NBC, the Public Broadcast-
ing Service, and most of the cable network services, and the Nielsen Station Index,
which measures viewing in 220 individual TV markets across the country.

Nielsen Television Index

Issued on a year-round basis, the Nielsen Television Index (NTI) reports a national
sample’s viewing patterns. The sample consists of approximately 1,700 households,
distributed across the United States, whose network viewing habits are projected to a
national population of over 84 million households. How can this be? The Nielsen
company explains it this way:

Try this interesting experiment. (Iiypotbetically —unless you bappen to bave 100,000 beads
bandy.) Imagine 100,000 beads in a wasbtub; 30,000 red and 70,000 white. Mix thoroughly,
then scoop out a sample of 1,000. Even before counting, you'll know that not all beads in your
sample are red. Nor would you expect your sample to divide exactly at 300 red and 700 white.

As a matter of fact, the mathematical odds are about 20 to 1 that the count of red beads
will be between 270 and 330 —or 27 to 33 percent of the sample.

So, in short, you bave now produced a “rating” of 30, plus or minus 3, with a 20 to 1
assurarice of statistical reliability.

These basic sampling laws wouldn't change even if you drew your sample of 1,000 from 84
million beads instead of 100,000 — assuming that the 84 million beads bad the same ratio of
red and white.

This is a simple demonstration of why a sample of 1,000 is just as adequate for a nation of
84-million bousebolds as for a city of 100,000.

Estimating the error factor is strictly a matter of statistical probability. The amount
of error could be reduced, of course, if the sample size were increased —but here the
cost factor becomes critical. Professionals in the business understand that the audi-
ence research companies provide estimates, not exact numbers. What are important
are the trends — the performance of the network programs on a week-to-week basis. If
a prime-time program drops two rating points in a week, statistical error is such that
this drop means nothing. If, however, the program drops two rating points every week
for six weeks, it's a safe guess that the series is headed for the film vaults.

2Erervthing Yo ve Always Wanted 1o Know About TV Ratings (Northbrook, 1l1: A.C. Nielsen Company,
nd.), p.13.
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How are the all-important 1,700 households —in cities and towns and on
farms — selected by Nielsen for inclusion in the NTI sample? Census records of all U.S.
households are the basis for establishing survey areas, and the sample is then selected
from these areas. Nielsen uses an area probability sample, and field surveyors are sent
to computer-selected households where they explain the purpose of the research and
ask for permission to install an Audimeter. The cooperation rate is better than 70
percent. Compensation rates are modest and do vary. Because of family moves and
deaths and for other reasons, the sample has an annual turnover of approximately 45
percent. This change prevents the sample from aging faster than the total population.
In any event, no family is kept in the sample longer than five years.

Each Storage Instantaneous Audimeter (SIA), an electronic device that is about the
size and shape of a cigar box (see 10.2), is wired directly to Nielsen’s office in
Dunedin, Florida, via telephone lines. A small computer in each SIA records the time
the set is turned on, the channel tuning, and the time the set is turned off. Twice every
24 hours, Nielsen “calls” and interrogates each set equipped with an SIA. Data from
the entire sample of approximately 1,700 homes can be collected in slightly less than

10.2 /Storage Instantaneous Audimeter and
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two hours. This new system greatly speeds up the NTI reports, and clients can receive
preliminary information the following morning, including average audience ratings,
share of audience, and station count and circulation for each program’s total duration
by each half-hour. Households using television are also reported for each half-hour as
a percentage figure. (See 10.3.)

Electronic devices, of course, do not record viewing —only set tuning. Who's
watching? That's the critical question. To obtain the answer, the NTI uses a matched
sample drawn from 3,600 households. For every home equipped with a Storage
Instantaneous Audimeter, there are two homes in a matched sample that provide
audience composition data for viewership of network programs. During specified
weeks, Nielsen asks participating households to keep a diary of family viewing by each
quarter-hour, and in addition, a Recordimeter is attached to each household set (10.2).
The Recordimeter measures cumulative set use. Also cigar-box size, it operates
something like the speedometer in a car. Digital numbers are displayed, and one digit
turns over for every six minutes the set is in use. Households in the Recordimeter
sample have the device in use all year, but they are asked to keep diaries for only 38
weeks. The number showing on the Recordimeter is to be entered at the top of each
day’s diary. When the TV set is in use, a signal is emitted every 30 minutes as a
reminder to keep up diary entries. The cumulative viewing time decoded from the
Recordimeter is checked against the diary as verification of total viewing. From this
matched sample, Nielsen issues the NTI's National Audience Demographics Reports,
which indicate audience composition in terms of age, sex, and a few other basic
categories.

Based on all the data collected from the national sample, Nielsen issues a wide
variety of reports to aid its clients covering viewing of particular types of programing,
such as sports, syndicated programs, network specials, weekday daytime, and the like.
Other special reports cover child and teenage viewing, program cumulative audience
estimates, cable viewing, and tracking studies of programs by both households and
persons.

Nielsen Station Index

Four times a vear, the 220 markets in the Nielsen Station Index (NSI) are measured in
national “sweeps.” Bigger markets are measured more often —up to seven times
a vear. In seven centers around the country, groups of telephone operators em-
ploved by Nielsen face an enormous task. In a year's time, 200,000 diaries must be
placed to measure TV viewing in the individual markets. (Only about 100,000 diaries
are eventually returned.) Operators must telephone a list of selected households and
ask if members would be willing to keep a diary of television viewing for a week.

Nielsen has established Designated Market Areas (DMAs)— specific geographic
areas that do not overlap. A county is assigned to a particular DMA when 50 percent or
more of the viewing in that county is to 2 home-county TV station or stations. (The
DMA is the counterpart of the Arbitron Ratings Company’s Area of Dominant
Influence, and the Nielsen Station Index is directly competitive with Arbitron televi-
sion reports.)

A random selection of households, containing both listed and unlisted tele-
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phones, is drawn by computer for each DMA, and operators begin their recruiting
assignments. In order to reduce sampling errors, diaries are mailed to all of the “no
answers” and “refusals” anyway, and a fair number are returned completed. Operators
are instructed to try a no answer three times over a two-day period in an effort to make
contact.

The diary sent to each household contains explicit instructions on how to report
on each day’s viewing activity. A questionnaire asks for some basic demographic
information on the age and sex of household members and education and employ-
ment of the “lady of the house.” The diaries provided for each set in the home are set
up to begin on a Thursday and run for seven davs. Years ago, both Nielsen and
Arbitron sent out diaries that began with Monday entries. It was discovered that a
diary-keeping fatigue factor set in by Saturday or Sunday, and thus, on the weekends,
the diaries only reflected a portion of total viewing. Since weekend time is so
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important to both programers and advertisers, the starting date for the diaries was
changed. Reported weekend viewing levels promptly went up. Like Arbitron, Nielsen
usually encloses two quarters with each diary as an extra incentive. These little cash
rewards can run higher in difficult-to-recruit areas, such as in some minority neigh-
horhoods or in poor urban areas. The placement of diaries, however, is predicated on
a plea that cooperation provides an opportunity to express likes and dislikes and to
help the TV industry better understand viewers’ preferences.

louseholds in the 18— 25 age group account for the poorest return rate of diaries;
the ones in the 35— 49 age group have the best cooperation rate. The higher both the
education and the income level, the more conscientious family members are in
completing diary entries. Not all the diaries will be returned, obviously, and so Nielsen
must oversample in order to obtain an adequate sample — particularly in poor urban
areas where the return rate is very low. The returned diaries are checked, and unless
all the days are filled in ("no viewing™ is an acceptable entry), the diary is rejected. All
the handwritten entries must be keypunched for computer digestion. In approxi-
mately two weeks, the first of the NSI reports will be ready to mail to subscribers, and
they are all distributed within four weeks. Television stations pay approximately 80
percent of the cost of the NSI reports. The rates charged are based on market size, the
number of reports issued each year, and the station’s rate card. The costs to advertising
agencies, which are proportionately much less for the same reports, are based on a
sliding scale retated to the agency's spot expenditures.

The NSI report, called Viewers in Profile, contains the following basic information:
cach station's average quarter-hour audience throughout the week broken down in
terms of Metro Area, DMA, ratings, shares, total households, total persons, and demo-
graphic (age and sex) breakouts (see 10.4). Additional information includes an Alpha-
betical Program Index, which allows a user to find a specific program quickly; a Share
Trend Guide, which details seasonal variations for a program continuing in the same
time period; and audience estimates, which indicate the number of viewers per DMA
Household Rating Point. Program Audience Averages are also reported, which indicate
viewing levels for regularly scheduled programs. For example, a program “stripped”
(in the same time period) Monday through Friday may, for one reason or another,
have higher ratings on a Tuesday than on any other day of the week, All these data
expedite the work of time buyers, who constantly consult the rating books. At the front
of each NSI repor, there is detailed information on the size and makeup of the
sample, plus basic information on numbers of households with color TV, with more
than one set, and with cable TV. Statistical tolerances and relative error are explained
in detail for those who read and understand the fine print.

NSI Metered Markets A quarter of the nation’s TV households are in New York,
Los Angeles, Chicago, San Francisco, Philadetphia, and Detroit — markets of inumense
importance to the networks, local stations, and advertisers. In these six areas, Nielsen
has replaced a pure diary methodology with Storage Instantaneous Audimeters to
obtain local market reports. Diaries from a matched sample are used to obtain
audience demographics —a system similar to that used in the NTIL

When the service, which is very costly to subscribers, was initially set up, it was
fargely underwritten by the independent TV stations in these markets. They were
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convinced that their audience levels were shortchanged in estimates based exclusively
on diaries. Research, compiled from both diaries and meters, bears out that belief.
Daytime and early and late fringe viewing are invariably underreported when diaries
are compared with actual set tuning on meters. Meters also show that there is much
more tuning to independent stations at all hours of the day than is ordinarily reported
in diaries. Apparently, the fatigue factor, which causes people either to forget to All in
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diaries or to try to remember their viewing two days later, particularly works against
the independent stations. When advertisers buy only by the numbers —and many of
them do—these stations are often left out. The independent stations feel beuer
equipped to fight the network affiliates for a share of the advertisers’ dollars with a
report based on meter readings. They have paid dearly for it, however, because they
were the only ones willing to pay for the cost of this new methodology in the
beginning. In the 1970s, one independent station in Los Angeles was paying more than
$40,000 a month until many of the other stations in that market subscribed to the
service and helped share the cost. Other areas will undoubtedly become Nielsen SIA
markets when the stations are willing to underwrite the cost. In the meantime, they
will continue to rely on the NSI and Arbitron reports compiled from diaries.

Arbitron Television

In 1938, a young psychology major at George Washington University embarked on a
project to measure radio listening in the nation’s capital. James W. Seiler’s success in
this venture eventually encouraged him to establish the American Research Bureau in
1949. Today, that firm is known as the Arbitron Ratings Company and is a subsidiary of
the Control Data Corporation, a large computer company. Arbitron measures both
radio and television audiences in markets across the country.

In television, Arbitron surveys more than 210 markets each year, with national
sweeps in February, May, July, and November. Larger markets are measured more
frequently — up to seven times a year. Ar<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>