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Preface

Some writers are motivated by the challenge of their craft, others
by the monetary rewards it promises. Broadcast copywriting offers
the exciting opportunity to have a foot in each world: to experi-
ence the divergency of constantly changing tests of your skill and
to enjoy significant financial rewards for successfully meeting
those tests. Whether you are already a broadcast professional
seeking to hone your writing ability or a novice wordsmith striv-
ing to apply your talents to radio and television, this book is
intended for you.

Broadcast Copywriting will introduce you to the special re-
quirements and pitfalls of creating the continuity and commercials
that are so central and pervasive a part of the broadcast industry.
Neither a book in program length script development nor a
treatise on broadcast journalism, this volume is, instead, geared
toward acquainting you with the basic building blocks of radio
and television writing: the station IDs, program promos, public
service announcements and commercials that facilitate and justify
broadcasting’s entertainment and information offerings.

Unlike the comparatively rarefied world of dramatic and
documentary writing, broadcast copywriting is a function that
every station, no matter how small, must perform for itself and its
clients; it is an activity in which every advertising agency utilizing
the electronic media must engage. Developed skill in continuity
and commercial creation is therefore a valuable and needed asset
for those wishing access to or advancement in the radio and

xiii



xiv PREFACE

television industries. Though they are very abbreviated, commer-
cial and continuity pieces also exemplify all the requisites of media
form and content that are demanded in broadcast journalism as
well as in series script formulation. Thus, guided exposure to
these short but standard parts of the copywriter’s repertoire will
help prepare you, simultaneously, for a possible career as a creator
of much more extended news and entertainment materials.
Still, if you're like many broadcast wordsmiths, you may find
the opportunity, the pay, and the challenging diversity of copy-
writing to be a hard field to abandon in favor of the more sober
environment of the newsroom or the unstable world of program
script creation. Do not be surprised if you decide to spend your
entire career as either a copywriter, or as a continuity supervisor,
promotions director, agency creative director, or account execu-
tive; these are satisfying and lucrative positions that can all flow
from a practiced facility in commercial and continuity generation.
To get you started or, in the case of those already in the
industry, to accelerate your growth as a copywriter, this book is
divided into four main sections. After an appraisal of the broad-
cast writer’s world, and the communication process to which that
world is subject, the first section on copywriter acclimatization
sets forth the tools and procedures that radio and television writ-
ing collectively share. This sets the stage for both the second
section which discusses the advantages, limitations and copy for-
mats of radio writing, and the parallel third section which covers
the same ground in regard to television. Finally, the fourth section
on the broadcast campaign views the copywriting process in com-
pound form through an examination of how an entire radio and/or
television advertising strategy is constructed and the individual
messages within it coordinated into a mutually reinforcing whole.
Through it all, a great many rules and precepts are presented.
Though each of these has been tested time and time again in the
intensely competitive broadcast arena, each (except for those or-
dained by government or industry regulators) also can be broken
given a specific and unique set of circumstances. Knowing the
rules, however, ensures that when you do decide to ignore one,
your decision is not inadvertent but is based on a careful, con-
scious, and calculated appraisal of why this proven principle can-
not govern the assignment or market condition at hand.
You are also cautioned not to view the separate chapters of
this book as independent and self-standing wholes. Do not, for
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example, think that you will acquire all information pertinent to
the writing of radio commercials simply by reading the chapter
which carries that name. The twelve chapters in this book are,
instead, mutually complementary. Each strives to add additional
perspectives to what has been covered in previous chapters.
Guidelines introduced in conjunction with television public ser-
vice announcement writing, for instance, may be equally applica-
ble to commercial creation and vice-versa. In the constantly mutat-
ing world of broadcast copy, nothing remains totally discrete from
anything else for very long. Thus, though subjects have been
grouped into digestible segments under the topics to which each
has greatest application, keep in mind that every chapter contains
elements that are relevant to the concerns of one or several others.

Thank you for reading this far and, it is hoped, for the chance
to now delve into all of Broadcast Copywriting’s specific aspects and
elements with you.

Peter B. Orlik
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chapter 1

The Broadcast
Writer’s World

To begin to understand the pressures and prerequisites of
basic broadcast writing, it is necessary to know something about
the employment contexts into which the writer fits. Since this book
deals with the pervasive, “nuts and bolts’ types of writing which
are churned out by everything from the smallest to the largest
media agencies, the following discussion will not center on the much
more rarefied (and much less accessible) world of the drama or
documentary scriptwriter. It should be noted, nonetheless, that the
individual who has training and experience in constructing vibrant
and cohesive ten, thirty, and sixty second messages will be much
more competent to handle the full-length script assignment that
may someday come along. Here, then, are the common environ-
ments in which our broadcast continuity and commercial writer
works.

FREELANCE

This term has an unmistakably mercenary origin. It was first
applied to knights too poor or unaccomplished to have their own

3



4 COPYWRITER ACCLIMATIZATION

land or liege lord. They hired themselves and their lances out to
anyone who would have them in order to establish a reputation
and accumulate a little wealth. The freelance copywriter is in much
the same position in today’s media world where the pen, if not
mightier, at least has more utility than the sword. Freelancing is a
way for many young copywriters to test, even in a part-time way,
their ability to create marketplace material that successfully serves
a commissioned need. Initially, this might be constructing anything
from public service spots for the local YMCA to actual commer-
cials that promote a home-town merchant. Ultimately, if such little
assignments are successfully dealt with, the freelancer may expand
operations to become a one-person advertising agency: “pitching”
area businessmen on the need for radio and television exposure,
writing the commercials, supervising their production, even han-
dling the actual time buys with area stations.

Ungquestionably, part-time freelancing is a prudent way for
the fledgling writer, like the obscure knight, to fashion a reputation
and make a little money before attempting to slay the fiercer
dragons of full-time campaigns. And for a few talented people who
do not see themselves as "’team players,” permanent freelancing can
be a creative and psychologically satisfying way to make a living.
Like any self-employed worker, however, the freelance copywriter
has no one but himself to lean on when times get tough. In a full-
time job situation, most of us are only too glad to have other
specialists around; slaying today’s dragons tends to be a group
effort.

IN-STATION

Despite the prevalence of canned video and audio material,
every radio and television station must generate some aired copy on
its own. These self-produced writing efforts are not limited to news
material but also include such things as station identifications
(known as ”ID’s”), program promotions, public service copy for
the ubiquitous “community calendar,” and, most lucratively for the
station, commercial messages (called "’spots”) to serve the needs of
local advertisers. Such writing is turned out by station employees
who may or may not be called—or even paid—as writers, but who
nonetheless draw the assignments.
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The paradox has been that those major-market stations with
the largest staffs have needed in-station writers least. Virtually all
their “spot load”” (schedule of commercials) accrues from substan-
tial national or regional advertisers whose agencies deliver the
commercials all prepackaged and ready for airing. Conversely, the
small-market stations with the most limited staffs are also those
that, by their very nature, are most dependent on local advertising
for which the station itself must both write and produce the
message. Large stations, in short, have the greatest capability to
hire writers but, unless their local program production effort is
substantial, they have the least need for them while the smaller
stations have the greatest need for writers but the smallest payroll
to support them.

In recent years, more and more small stations have come to
recognize that a continuity and commercial writer is vital in mak-
ing local clients happy, and therefore vital to the station’s economic
well-being. These stations have either scraped together enough
money to hire one full-time person who does nothing but write, or
have hired only those time salespeople and air personalities who
can be counted on to generate effective copy in conjunction with
their other duties. Thus, good broadcast writing skills are impor-
tant to your employability whether or not you are seeking to break
into broadcasting as a ’pen-pusher.”

ADVERTISING AGENCY

Much popular sociology, and a bad Doris Day movie or two,
have spent a lot of time exposing the foibles of the typical ad man
who spouts catchy clichés and snappy slogans that would sour in
the mouth of a backwoods con artist. Contrary to this stereotype,
agency copywriters tend to be the top professionals in their fields
from the standpoint of talent as well as take-home pay. In most
cases, they have had to prove themselves in one or more other jobs
in the media before an advertising agency would even consider
hiring them. The top fifty advertising agencies alone had almost
$4.5 billion in broadcast billings during 1976.! That represents a

1 ”Broadcasting’s Top 50 Agencies 1976,” Broadcasting Magazine, December
6, 1976, p. 44.
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tremendous amount of copy as well as dollars—a volume that
could not be generated by an industry filled with hucksters.

Though it used to be possible for novice copywriters to enter
agency work without prior media experience, the tightening
economy of the seventies made this impractical. Hans Carstensen,
N. W. Ayer’s Vice President/Media, points out that advertisers
concerned with “taking the water out” of their advertising budgets
are no longer willing to pay for trainee overhead at the agency.?
Clients and consequently the advertising agencies themselves have
come to expect that each writer at the agency is already a seasoned
professional.

Assuming you do make it into an advertising agency creative
department either directly or, more probably, via the freelance, in-
station or similar route, you will encounter one of two main types
of structures. You may be working in a creative department where
each copywriter serves the total media needs of the clients to which
he is assigned. In this case, you may be creating newspaper and
magazine layouts, even direct mail pieces and billboards, in addi-
tion to radio and television copy. This forces the copywriter to be
much more of a generalist and to have equal familiarity with the
divergent requirements of print and broadcast communication.

Alternatively, you may be in one of the far fewer number of
agencies that segregate their broadcast writers from those servicing
print-related media. This pattern goes back at least to the fifties
when the new medium of television caused many clients to demand
advertising that reflected the talents of video specialists or, if that
was impossible, writers who were striving mightily to become such
specialists. Later, when the integrated, cross-media campaign be-
came the focal point, most agencies abandoned this "“dual pool”
organization. Nonetheless, some full-service agencies continue to
claim that specialists are the only way to maximize the impact of
their radio and television messages and have been joined in this
attitude by the small specialty or “boutique” shops that give heavy
attention to the creative aspect of advertising, especially that ad-
vertising designed for the broadcast media.

No matter what particular structure a given advertising
agency adopts, no matter how few or how many functions it serves
besides actual message creation, '‘copy—creativity—is, always
was, and always will be the very essence of the advertising agency

2Hans Carstensen, address to Central Michigan University business and
media students, April 27, 1973.
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business,” says Ted Steele, former chairman of Benton & Bowles.
"’The writer remains the one indispensable talent. If you haven’t got
a writer, you haven’t got an advertising agency. For that’s what this
business is all about.”? Most agencies thoroughly accept this
premise. If you’re a proven copywriter, you’ll be paid well for this
primacy.

CORPORATE IN-HOUSE

Certain types of firms prefer to fashion their own advertising
rather than contract it out to a separate agency. They therefore set
up units within their own organization—often in conjunction with
their public relations division—to plan and execute the advertising
effort. Utility companies and financial institutions are especially
prone to this approach. Their managements feel that corporate
policy and attitude can be properly communicated only by writers
who thoroughly understand it. And what better way to stimulate
understanding than by making the writer a full-time part of the
firm and dependent on it for his weekly paycheck?

It is thi very rationale that points up the greatest weakness
of the in-house system: lack of objectivity. The writer or creative
director who is a part of the institution he is advertising is leery of
criticizing its promotional plans, reluctant to question a defective
campaign or outmoded corporate slogan. In-house writers come
to know their company’s sacred cows so well that a whole system
of untouchable subjects can, by accretion, come to clog the whole
creative process and stifle the universal need for constant creative
evolution and campaign updating. Further, the in-house pattern
can be very stifling to the writer forced to deal exclusively with the
same product or service year after year without the opportunity to
grow through new and divergent assignments and clients.

Giving it its due, the in-house system does provide the writer
with a generally greater chance for job stability and a heightened
opportunity to analyze fully the products and services his copy will
promote. Such in-depth knowledge can result in clearer and mord*
truthful messages through the writer’s increased familiarity with
his subject. Inadvertent deception arising from writer misunder-

3 Ted Steele, writing in “Monday Memo,” Broadcasting Magazine, February 4,
1974, p. 17.
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standing of client data is minimized and corporate decision makers
can be kept more closely in touch with consumer opinions about
both their advertising and the product or service marketed.

GOVERNMENT/INSTITUTIONAL
IN-HOUSE

Much of what was said about the corporate in-house situa-
tion can be carried over to the government/institutional setting.
That the writer is working for a nonprofit organization does not
make his problems significantly different from those faced by his in-
house counterpart at a profit-making corporation. The lack of
objectivity is still a very real danger and is perhaps heightened by
the very fact that a public or charitable institution is doing the
communicating. The controversial CBS documentary, The Selling
of the Pentagon, probed what can happen when a large and en-
tirely self-contained communications staff promotes its public in-
stitution without the healthy interplay and crosschecking that
comes from continuous association with the communicators from
cooperating but independent media agencies.

Still, the in-house situation is the only practical organiza-
tional pattern for many small charities, institutions, and founda-
tions who cannot afford outside talent but must rely on the work
of regular employees who often perform other functions as well.
The municipality, the college, the religious organization, and sev-
eral like establishments need people who thoroughly understand
their establishment’s role and can explain it in a consistent manner
whatever the specific issue involved. This is another generalist
environment to which the writer trained only in broadcasting may
have difficulty adapting. But if you have a strong commitment to
the city, church, or charity involved, such a setting can be person-
ally appealing and, given the breadth of jobs you may have to
perform, professionally stimulating as well. Just remember to keep
a place in your pencil box for well-sharpened objectivity.

OTHER EMPLOYMENT OPTIONS

While the above five categories encompass the majority of
full-time broadcast writing positions, a number of other options
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may present themselves. Since the major wire services separate
print and broadcast subscription lines as well as maintain their
own “audio networks,” broadcast writers with training in journal-
ism may find a home at the Associated Press, United Press Inter-
national, or other more regional and specialized agencies. Broadcast
journalism is also an important function at the network and local
station level. Here, too, the emphasis is on a good sense of the
spoken message, which will be emphasized in this text, together
with a solid familiarity with journalistic principles, which consti-
tutes additional material beyond this book’s province.

In alluding to networks, it also should be pointed out that
they need a comparatively small number of non-news writers to
create the program promotion and other brief material used be-
tween program segments. In a similar manner, “specialty” service
firms such as William B. Tanner, TM Productions, and Peters
Productions utilize high-talent writers in the creation of jingle,
promotion, and station identification packages that enhance pro-
gramming flow and appeal for stations around the country. Station
slogans, comedy bits, musical “sell lines”” and community service
blurbs may all be a part of the specialty service’s highly appealing
output.

Finally, commercial and educational film and video production
houses must be mentioned. While much of their activity revolves
around the creation of full-length scripts, they are also often in-
volved in short industrial films for corporate training or promotion,
tape/slide presentations, and the creation of audio cassettes that
accompany school textbooks and study materials. As all of these
functions depend on copy meant to be heard rather than read, the
broadcast writer is uniquely qualified to handle such assignments.

CONTINUITY—THE WRITER’S
MAIN ARENA

In all of the employment contexts mentioned above, the
“broadcast copywriter”’ is engaged in the business of continuity
creation. This term, which is so central to the writer’s role, has
both a broad and a narrow definition. To fully understand our
responsibility in copy creation, it is essential that we be aware of
the parameters of each use of the term.

In the broad sense, continuity encompasses all short, nonpro-
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grammatic broadcast-related material. Thus, within this use of the
term, everything that is_not an actyal part of a self-contained
information or entertainment program can be called continuity.
While such a definition excludes news copy, it still includes com-
mercials and public service announcements as well as program
promotion, station identification, time/weather, and similar “’be-
tween program’’ matter. As you can see, the continuity writer’s job
that would be specified within this context would include the
creation of actual commercials for paying clients, the construction
of public service announcements (PSAs) for noncommercial enti-
ties, even the tape/slide presentations and textbook cassettes pre-
viously mentioned.

These latter tasks would be largely excluded under conti-
nuity’s more narrow delineation. This much more specific approach
to the term defines continuity as the short, nonprogrammatic and
nonspot broadcast material that serves to promote, interlock, and
increase interest in and understanding of the programs and com-
mercials aired by the station. This definition is much more station-
based. In fact, it would be difficult for anyone but a writer working
in-station or at a specialty firm serving stations to be in a position
to accomplish such a restricted purpose. -

Many stations maintain a traffic and continuity department or
person with the responsibility for preparation of the station pro-
gram logs and the directed scheduling of all material segments to
be aired. Under such an arrangement, there is a natural relation-
ship between the scheduling function, which sets down all the
programs and announcements in sequence, and the writing func-
tion, which seeks to make the flow between all those disparate
parts as smooth as possible. The traffic and continuity person is
thus an organizer as well as a writer. In both these contexts, the
focus is on the segue. Originally borrowed from the field of music,
segue is now used in broadcasting as noun and verb—to describe
both the process of one sound merging without a break into
another as well as to denote the result of this process.

The radio and television industries place a high premium on
these segues in order to give the listener or viewer as little excuse
as possible to tune out mentally”’; as little time as possible to flip
the dial. The writer who constructs stimulating and informative
copy is just as important as the technical director or disc jockey in
segue achievement. Conversely, both “dead air” and "“dead copy”
can be equally lethal to the maintenance of program and audience
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flow. The aim, of course, is to give the audience the feeling that
pleasing and interesting stimuli are proceeding in an unbroken
stream that deserves the continuing investment of their time as
well as the more or less constant devotion of their attention.

The construction of meaningful, listener-holding transitions
is a vital part of the writer’s craft and a core duty whether he deals
with continuity in the broad or narrow sense. Further, transitions
are as essential to a full-length drama or documentary as they are
to the interlocking of a news show with the variety program that is
to follow. Practice and skill-honing in broadcast transitions brings
carryover benefits to any full-length or self-contained manuscript
that you might later be called upon to write. We therefore can look
upon continuity writing, even in its most limited sense, as a valu-
able training ground for more expansive writing efforts as well as a
means of employment in its own right.

It is not necessary to justify continuity writing as merely a
necessary training ground for “bigger” things. Hundreds upon
hundreds of writers are making lucrative and satisfying livings
creating program promotions, station IDs, and, in the broader
sense, radio and television commercials and PSAs. Indeed, it might
be argued that the writer who can surmount the immense time
problems inherent in a 30-second spot and still create a memorable,
attention-holding, and complete vignette has had to possess and
exhibit a cogent writing style that few novelists or playwrights
could ever hope to attain.

PORTFOLIO CREATION

And just as the novelist or playwright collects scenario ideas
and character sketches for possible use in some future project, the
continuity writer should be gathering, preserving, and upgrading
the copy assignments on which he has worked in order to advance
to better accounts or stations in the months and years ahead.
Plainly stated, this means that development of a professional port-
folio is essential. Unlike playwrights and novelists, a copywriter’s
name does not adorn each spot or station ID he has penned. In
fact, the writer of commercial and continuity copy remains anony-
mous to all but his supervisor; this absence of attribution is the
price we pay for the relative security of a salaried job and a regular



12 COPYWRITER ACCLIMATIZATION

paycheck. To secure that first media job in whatever the employ-
ment context, and thence to move on and to move up, it is impera-
tive that the copywriter have a tangible record of what he has done
that can serve as a promise of what he will do.

Start that portfolio now with the exercises and assignments
you will wrestle with in your study of broadcast copywriting. A
piece of continuity or a half-minute spot need not have been
actually aired in order to demonstrate your skill as a writer any
more than a conventional author’s character sketch must be actu-
ally published before it has merit. The important thing is that the
spot or the sketch exposes a true writer’s insight and manner of
handling.

You will find that portfolio development is easier if you don’t
have to think up both the problem and the solution. Use and
improve classroom and laboratory exercises whenever possible
since they invariably set the boundaries within which you must
work. Dreaming up assignments for portfolio examples can be not
only tedious, but also misleading. It is far too easy to create a
problem for a solution you’ve already conceived or to avoid in-
structive pitfalls by bending the task around them. As opposed to
the playwright or novelist, the continuity writer can seldom choose
his subject and can virtually never select the length of time he
expends in addressing it. Get your assignments from someone or
somewhere else as your new portfolio begins to take shape. Learn
to work within the unbending time and subject constraints that are
an intrinsic part of the continuity writer’'s world and let your
portfolio reflect this reality.

Above all, don’t wait until you are in the job market to get
your portfolio started. Under the pressure of getting employment
and getting it quickly, the range of your work will be all too limited
and the scope of your talent all too blurred. Certainly the pressure
of fulfilling assignments is a constant part of the writer’s lot, but
pressure to come up with what those assignments should be is not.
Further, no writer, novice or veteran, can create, in a short period
of time, a copy catalog sufficient to demonstrate either versatility
or breadth of experience.

Writing style and character are in a constant process of
evolution, exist, as Aaron Copland said about music, “in a con-
tinual state of becoming.”* Not even a hint of this evolution can be

4 Aaron Copland, Music and Imagination (Cambridge, Mass.: Harvard Uni-
versity Press, 1952), p. 2.
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frozen into a portfolio created within a single month. So start your
portfolio now. Add to it gradually throughout your career. Keep
thinning it out so that only the hardiest hybrids from each copy
species remain. Then let that portfolio help carry you toward
whatever part of the writer’s world best suits your aims, goals, and
self-demonstrated abilities.






chapter 2

The Components
of Communication

Like anyone professionally engaged in reaching large and
diverse groups of people, the broadcast writer needs to be aware of
the dynamics of the communication process. The fact that his or
her messages intrinsically involve the electronic media of radio and
television does not lessen the need for the broadcast writer to
appreciate the most basic components of human communication.
For if he concentrates only on the electronic implements of the
delivery system, the broadcast writer may find that he constructs
messages attuned primarily to the media themselves rather than to
the audiences those media are attempting to service. Since, in the
final analysis, we are paid, not to reach the media, but to reach
people through the media, there should be no misconception as to
the primacy of individual perceivers, grouped into masses of vari-
ous sizes and types, in determining what we write and how we
write it. The unemployment lines continue to be fed by practition-
ers who write “for” radio or television rather than for people.

THE BASIC SYSTEM

All people-aimed communication, no matter how simple or
sophisticated its delivery system, includes and utilizes the follow-

15
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ing components. Any or all components can exist in multiple form
and still not change the fundamental functioning of the process.

Originator

Limiting ourselves to human communication (this is not, after
all, a text on computer programming or animal husbandry), we
assume the originator to be a human being with some desire, at
times stimulated by money, to communicate with another human
being or beings. It is the originator’s task to attempt to establish a
temporary linkage with at least one other person in order that they
both will focus on the same object, event, or idea. The duration of
this linkage and the clarity of this focus is influenced by every
component in the process but initially depends on the overt and
covert behavior of the originator. We have all experienced situa-
tions in which an originator’s overt action clashes so strikingly
with his covert or secondary behavior that real doubt is cast on the
originator’s motives. The man who shakes your hand warmly but
studiously avoids your gaze becomes as suspect as the woman
whose warm “hello” is accompanied by physically backing away. A
link, of course, has been established, but with a far different impact
than the originator intended, or thought he intended.

In certain instances, the originator might even fool himself as
to the fundamental motivation for his communication. (More than
one inadvertently bad peanut butter advertisement can be traced
back to some poor copywriter who could never stand the stuff.)
Since the originator does have some financial, social, or profes-
sional stake in the results of every communication that he initiates,

: i
ORIGINATOR

2 l 3 4

MESSAGE L 4 MEDIUM RECEIVER

K =

Basic Communication Process
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the most successful originators are those who have learned to
probe their own behavior before seeking to influence the behavior
of others.

This influencing may consist of nothing more than the ac-
quiring of attention, which, on radio and television, is itself no
small task. Nevertheless, if the linkage has been thus established,
the originator has fulfilled his function as far as the simple me-
chanics of the communication process are concerned. Whether the
outcome of the linkage is favorable or unfavorable to the origina-
tor is a more long-range and subjective judgment. It goes far
beyond the functional question concerning whether or not the
linkage was, in fact, achieved. As we shall see in later chapters, it is
not too difficult to secure fleeting attention. Holding and parlaying
such attention toward ends deemed acceptable or advantageous to
the originator, however, is a much more extensive and intensive
task.

Message

A message is a commodity one must possess in order to be
justifiably labelled an originator. It is a commodity one must also
transmit in order to function as an originator. This should not be
taken to mean that originators are always aware of the content
they are transmitting or, even, that they are transmitting at all.
Human beings, in sensory proximity to other human beings, can
receive messages that are products of that proximity rather than of
any conscious desire on the part of the unwitting originator to
communicate. What is interpreted as a “come hither” look on the
part of that handsome male across the aisle may result only from a
slippage of his contact lens. Similarly, though he is certainly not
conscious of the fact, the dozing student in the back of the class-
room may be the originator of a distinctly unpleasant message as
far as his instructor is concerned, and one which will not have its
impact diminished simply because it was inadvertent.

Except in total isolation from others, it is very difficult if not
impossible for a human being to avoid assuming the more or less
constant role of originator transmitting a steady stream of in-
tended and unintended messages to those with whom he is some-
how brought in contact. While most of us are painfully aware of
this condition when placed in unfamiliar or strained social situa-
tions, we must also remain cognizant of this factor during our



18 COPYWRITER ACCLIMATIZATION

conscious and premeditated attempts to communicate. Sending a
message when none was intended is one thing, but sending an
unintended message that obscures or negates what we are actively
seeking to transmit can be much more detrimental to one’s profes-
sional or social interests. If the situation was important enough to
instill in us an active desire to transmit, it should be important
enough to justify special efforts to avoid possible blurring or con-
tradiction by the simultaneous sending of seemingly conflicting
messages.

Medium

The vehicle through which originators transmit or project
their messages can be simple or complex and may involve compo-
nents completely external to the originator. Some authorities divide
media into two broad categories: communication vehicles and com-
munications vehicles. In the former group are the means of trans-
mission which do not require implements external to the originator
himself. Thus, oral behavior using the human vocal apparatus as
well as physical gestures and other visible body movements would
constitute communication medium usage. Writing on a blackboard,
typing a letter, or marking a forest trail with piled rocks would, on
the other hand, all be considered communications situations, since
they rely on components external to the human body as message
carriers. By their very nature, communications media also extend
one’s ability to communicate in time and/or space. A note left on a
bulletin board or on the dining room table will convey the origi-
nator’s message even though he may have written it several hours
ago and be hundreds of miles distant by the time the message is
discovered.

Mass communications vehicles constitute a special subgroup
of communications media since their extreme efficiency extends the
ability to communicate not only in time and space, but makes it
possible to reach large and diversified audiences quickly, if not
instantaneously. As the broadcast writer soon learns, however, the
optimum use of mass communications requires that each individual
within the mass audience comes to feel that he is being addressed
directly and singly. In fact, the mass media of broadcasting in
particular are at their most effective when they can skillfully simu-
late a communication rather than a communications setting. The
script that assists an announcer in seeming to talk “across the
table” to you (a communication setting) has a far better chance of
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succeeding than one that screams at ““all you folks out there in
radioland” and thereby focuses more on the medium then on the
message it carries.

Receiver

The receiver in human communication is the detector of the
message that the originator has transmitted via some medium. We
say detector, rather than target, simply because receivers spend
much of their time picking up messages that are not really aimed at
them. In the most alarming sense, this occurs in such cases as
bugging and other forms of electronic eavesdropping where a
conscious and technologically sophisticated effort is made to inter-
cept the messages of others. In many cases, however, detection of
messages by nonintended receivers is simply a case of being mis-
taken for the sought-after receiver or being in sensory proximity to
him. We have all heard conversations of people at adjoining res-
taurant tables or nearby bus seats. We have all glanced over
others’ bulletin board notes and postings. In doing so, we became
receivers even though the originator of the message sent via a
communication or communications vehicle was not seeking to
establish a link with us.

The straightforward originator normally does not concentrate
on whether people other than those at which he aims have, in fact,
become receivers of his message. What does concern him is
whether or not he has been able to make receivers out of those
whom he has actively tried to reach. Ultimately, the true success of
the communication process is not assured by the mere mechanical
meshing of originator, message, medium, and receiver. Instead, it
requires an originator with a conscious desire to communicate a
message of significance through an appropriate medium in such a
way that a receiver will attach like significance to that message and
respond in a manner acceptable or advantageous to the originator.

THE COMMUNICATION PROCESS IN
THE BROADCAST SETTING

As has been indicated, the originator, message, medium, and
receiver are components basic to any and every manifestation of
the communication process. As various situations, vehicles, and
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communication goals require greater specificity or productivity, we
must consider additional subelements. In the broadcast setting,
which is the prime concern of this book, we might dissect the
process in this way:

Originator

In this as well as the other three components of our com-
munication process, one can see that, with the complexities of a
broadcast system, we have acquired various subcomponents; have
broken down or shared the function between two or more interac-
tive agents. Unless one owns, operates, and creates all the adver-
tising for a firm, the origination function is shared by a source
working in cooperation with a message constructor. The source,
then, is most often referred to as the client. It may be a bank, cereal
manufacturer, or fast food palace. In noncommercial situations
(generally called public service announcements), the source may be
the United Way, CARE, even the local Society for the Preservation
of Hibernating Chipmunks. Since broadcast journalism is outside
the scope of this book, we shall not even mention the wide variety
of agencies and individuals outside broadcasting itself who may
function as broadcast news sources to accomplish more indirectly
their own communication goals. It is sometimes charged, for ex-
ample, that public relations people are really news constructors
striving to present themselves to other constructors as objective
news sources.

Whatever its nature, it is this source whose aims are being
promoted and who tries to set the agenda for what is to be
communicated. The other half of the originator function, the con-
structor, then strives to achieve these aims by putting together a
message that is appropriate to the broadcast media and maximally
adapted to the unique capabilities of either radio or television.
Presumably, you are reading this book as a means of preparing
yourself to be, or work with, such a constructor. You may labor at
a station, an advertising agency, or in any of the several other
contexts discussed in Chapter 1. Whatever the environment, it is
vital to realize at the outset that a mass media message constructor
seldom has the last (or even the first} word as to what will be
communicated. To a general or a specific degree, it is the source
who pays the bills—the constructor’s salary included—and there-
fore who calls the shots.



ZWOILZ-0NEN \l//

TwwaOZwnw
2

w—Jdpwo

WXaw—wZpE—-<d4

[

w—JdpPwr

aI>V—-0d400—-04Cd

CTwow->we
WAWworroz—-o

——e— e e e e e f—— s ——— ——]

/////”HMMWC%HHHW\\\\\

Q- C—-—0DFO0nx

r——————

[ 32 J0 S S S S SN P ———
N
- - - T T 1 I |
_ | |
g | | | ol |
o 5 | _ - = |
2 =) | | o >
S b—b —> T > Ty |
o) = | L z !
L2 = _ w
o) | _ x |
(&) _ _ _
IIIIIII L e

Basic Broadcast Communication Process



22 COPYWRITER ACCLIMATIZATION

Message

When we think of the broadcast message, we logically focus
on the audio and/or visual form in which that message reaches us
and the millions of colleague broadcast consumers who populate
the landscape. Yet, that message has first had to have been set in
the more traditional written form, to constitute a script. On rare
occasions, the message is extemporized, entirely ad-libbed, or
edited down from recorded actualities and real-life interviews. In
these instances, the script is required only for contractual and
station record-keeping purposes. In most cases, however, the script
constitutes the evolved creative end product which, once approved
by the appropriate sources, is translated into “live,” on-air read-
ings, or audio tape, video tape, or film dubs for easy playback by
the stations involved. As shall be subsequently seen, the success of
this script is dependent almost as much on its form as on its
content. The best-laid concepts can be maimed, if not destroyed, by
an improperly executed script.

Assuming that the script is cast into the industry-recognized
pattern, it must then be transformed into one of the audio or video
formats mentioned above. While this transformation must be as
true to the original script as possible, it has to be recognized that
the printed word is but an imperfect method for describing actual-
ity. A picture, a snatch of music, or a vocal inflection can be
generally indicated in the script but their finalized on-air rendering
will have a whole new, and much more specific, dimension. This
same principle applies to the broadcast message as a whole which
may include all of these elements. Thus, though the printed script
is both a creative chronicle and a contractual promise, its final form
in sight and/or sound is a discrete phenomenon unto itself. This is
a maddening fact of life for both sources and constructors but is
the price gladly paid for the potential dynamism of the radio or
television message.

Medium

The transmission of the broadcast message also proceeds
through two stages. While it may often be nothing more than a
clerical processing, there is a nonbroadcast distributor mechanism
which precedes the actual airing of the preconstructed message. If
the project begins and culminates entirely within a single station,
this distributor function may be nothing more than placing copies
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of the completed script in the appropriate continuity books for on-
air reading by station announcers. The process is slightly more
involved if the message is to be put on tape to be broadcast in a
preproduced or “canned” form. In that instance, the script or cue
sheet is used by the production staffer in the recording and editing
of the message into an audio/video cartridge (cart) or open-reel
format suitable for airing. In many stations, the writer will also
handle this function and thereby has actual control over the trans-
lation of his message into the aural/visual mode.

As larger numbers of stations and more substantial sources
are involved, the distributor function becomes more comprehen-
sive, Scripts engendered by the creative departments of advertising
agencies and produced by them or by independent production
houses result in the dubbing and dissemination of multiple copies
of the air-ready message to scores of stations. Copies may also
be sent to network continuity acceptance departments and the
offices of the National Association of Broadcasters Code Authority
in order to insure that the message does not violate the self-polic-
ing standards imposed by these organizations. Whatever the case,
it must be realized that there exists an intermediate step between
creation and actual airing of the broadcast preplanned message.
And depending on the scope of the project involved, this step can
inject a few more or a great many more people and institutions into
the broadcast communication process.

The message is then transmitted over the airwaves by each
station involved as per its own broadcast schedule or simulta-
neously aired by a large number of stations taking the "“feed” from
a network. This broadcaster function is the factor that gives the
message potential access to thousands, even millions, of people.
We will not get into the immense variety of electromagnetic equip-
ment that plays a part in this dissemination process. Nor will we
attempt to isolate all the technical malfunctions beyond the control
of the writer that may interfere with the optimal transmission of
his message. At this point, science takes over from art, and the
writer must rely on the specialized expertise of the engineers and
the highly improved reliability of our solid-state technology.

Receiver

This same reliance must be granted to the first stage in the
receiver function. Broadcast transmitters do not talk directly to
people—they talk to people’s radio and television receiving sets
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from which we humans are able to perceive the message. These
electronic receivers vary widely in cost, age, sensitivity, and ability
of their owners to adjust them properly. Stressing the particular
color of a product on television through the visual alone may be a
very risky venture on home sets that make Johnny Carson look
like the Jolly Green Giant. Having your key selling point buried in
an audio crowd scene may not be the wisest choice over pocket
radios operating on six-month-old, discount-store batteries. De-
spite our transistorized sophistication, there are an awful lot of
malfunctioning and misadjusted receiving sets in use by audiences.
The less the writer takes for granted as to their performance, the
more careful he will be to preserve clarity of content in his mes-
sage.

The final three stages of the receiver function are all internal
to each human being in our audience. The first of these, the physio-
logical filter, describes the varying sensory limitations inherent in
each of us. Those with hearing losses will obviously have greater
difficulty in picking up the radio transmission or television sound
track than those with unimpaired auditory mechanisms. Those
with sight problems will experience difficulty in perceiving certain
elements of the television picture but may acquire greater auditory
acuity as a compensation. As in the case of the electronic receiver,
the broadcast writer cannot assume too much as regards the func-
tioning level of the physiological components of our human recep-
tors. Even those who hear or see fairly well may have trouble
discerning a brand name read over a “heavy” music backdrop or a
television “where to call” line projected in small, indistinct numer-
als. Remember also that some individuals with well-functioning
eyes and ears take longer to process this sensory information
through the brain. Say it or show it too quickly and they, too, will
miss the message.

Given that these sensory barriers are successfully penetrated,
the message must then encounter the much more varied and some-
times downright bizarre hurdles presented by the experiential filter.
This is the sum total of all the events, episodes, and situations
through which we have acquired knowledge of our world and of
ourselves. Since no two people have experienced exactly the same
things, each of us sees the world through different “eyes,” or, as
Marshall McLuhan puts it, through different ““goggles.” Our pre-
conceptions, preferences, fears, and prejudices are all part of this
filter which guarantees that each of us constitutes and behaves as a
unique individual.
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Fortunately for the mass communicator, though all of us are
one-of-a-kind items, there are broad categories delineated by such
factors as age, sex, educational level, geography, income, and na-
tional origin into which we can be grouped. Labelled demographic
characteristics, these factors are used by market research experts
and other social scientists to make predictions as to the programs
we will watch, the products we will use, and the candidates that we
will vote for or, in some cases, against. As mass communications
vehicles, unable to monitor feedback from audiences until well
after the message has been sent, radio and television make use of this
demographic'data in formulating the structure and content of every-
thing from 10-second station identifications to multipart entertain-
ment presentations. In short, the broadcast industry is engaged in
a giant guessing game that tries to predict not only the demographic
composition of a potential audience, but also the words and images
that best appeal to that group. Standardized or common denomina-
tor message level is therefore inevitable as we try to reach that
audience without boring them, on the one hand, or confusing and
overloading them on the other.

There are two common expressions that graphically illustrate
these two undesirable extremes. The boring, over-simplified mes-
sage that seems to assail us with a ’Ding-dong School” vocabu-
lary is diagrammed on the next page. The message gets through
our sensory system without difficulty but is so blandly basic that
it seems to insult our intelligence. “They’re talking down to me” is
our reaction, and our attention either goes down, or entirely ceases.

At the other end of the continuum is the overly esoteric
message that is so cabalistic or recondite that almost no one under-
stands it. Such a message is also charted out on the next page.
Here again, the message successfully penetrated the sensory sys-
tem but was acutely deflected by the individual’s lack of familiarity
with the terms or concepts used. “They’re talking over my head” is
the conclusion and our further attention or response is minimal.
Now, look back to the terms “esoteric,” “cabalistic,”” and "‘recon-
dite.” Did those words and the sentence that contains them turn
you off? If so, you've experienced this “over my head”” conundrum
(or should we say, problem), first hand.

Hopefully, however, the radio or television set is working
properly, most of our audience have functioning eyes and ears, and
our writer has constructed a message that features understandable
and interesting concepts. Finally, the receiver’s response mecha-
nisms are able to be engaged. Perhaps our audience members will
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buy it, vote for it, donate to it, or mix it with the cat’s food once a
week. At least, the originator wishes that they remember it so that a
gradual familiarity with and favorable disposition toward the
product or idea will be built up in the weeks and months ahead.
The appropriateness or inappropriateness of audience re-
sponses in terms of the originator’s expectations for the message
are stringently evaluated by rating points, sales curves, votes cast,
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or other relevant measuring devices. If the responses are deficient
in character or quantity, the message must be changed. Worse, if
the responses are negative in nature, it may be that the constructor
must be changed. For unlike the dog in Pavlov’s psychology experi-
ment, it is not the subject audience that is “punished” for inap-
propriate responses. Instead, it is the experimenter/constructor
himself!

If this irksome condition fails to diminish your interest in
broadcast writing and writers, congratulations. You obviously
possess two ingredients essential for work in the creative side of
radio and television: an uncommon appetite for pain and a thirst
for constant challenge. The subsequent pages will seek to analyze
further your commitment to the field and probe the outer limits of
your talent. As either a broadcast writer or interdependent col-
league of such writers, good luck!






chapter 3

The Broadcast
Writer's Tools

Now that we have surveyed the various work situations in
which broadcast writers may be placed, we can analyze the imple-
ments common to all these writers no matter what the environment
in which they labor. These tools are all applied toward the ultimate
goal of achieving what Robert D. Miller of the advertising firm of
Warwick, Welsh and Miller calls “functional creativity . . . the
clearest, simplest, most convincing way of selling the product.”
Though Mr. Miller’s focus is naturally on advertising, his com-
ments pertain equally to all other parts of the broadcast writing
spectrum. Whether it’s selling a program promotion (dubbed a
’promo” in broadcast parlance) or showcasing a station ID, the
time constraints of radio and television demand that the message,
as Mr. Miller says of spots, "is pared down to its simplest,
straightest, purest form.”?

Punctuation is vital to the fostering of this clarity and sim-
plicity since it provides the mechanism for grouping words into
their most cogent and therefore memorable units. It is thus essen-
tial to look upon punctuation as a major, and perhaps the prime,
tool for the broadcast copywriter.

1 Robert D. Miller, writing in “Monday Memo,” Broadcasting Magazine, Sep-
tember 2, 1974, p. 10.

29
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PRINT PUNCTUATION VS. BROADCAST
PUNCTUATION

Though both print and broadcast writers use words set to
paper as the means of initially snaring their thoughts, this proto-
type plays a significantly different role in the two categories of
media. In the case of print, the writer’s arrangement is in funda-
mentally the same form in which the intended audience will ingest
it. Certainly, some editor or typesetter may perform minor altera-
tions but we still have a message captured on the page which the
audience will pick up and read from the page.

For the broadcast writer, on the other hand, the written copy
is only a linguistic halfway house in the communication process.
As we’ve seen in Chapter 2, the written broadcast message comes
to life for the audience only after it has been translated into aural
or visual form. The broadcast audience does not read the script but
hears and, in the case of television, sees the translation of that
script into real-time actuality. They can neither go back and reread
it nor scan ahead to preview it. Thus, broadcast punctuation must
strive to translate the writer’s message to and through the an-
nouncer or other performer in such a way that it finally reaches the
audience as natural sounding speech. In the final analysis, broad-
cast punctuation consists of systematic stage directions to an in-
termediary, while print punctuation is direct and largely unaltered
communication between writer and receiver.

Unfortunately for the broadcast writer, any punctuation sys-
tem, no matter how modified, remains somewhat print bound. No
written symbology can ever indicate entirely all the nuances of a
spoken message any more than a musical score is a true blueprint
for a heard composition. Both the score and the broadcast script
require the services of competent performer/interpreters. What the
composer or writer must do is make certain that his notation or
punctuation is as systematic and standardized as possible so that,
at least, it does not convey something different than what the
originator intended. Though no system of broadcast punctuation is
universally accepted, the following guidelines serve to keep the
various punctuation marks mutually discrete so that each fulfills
its specific function with as much clarity as possible.

With that aim in mind, let us now examine the various
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punctuation marks used in broadcast copy. As an overview, keep
in mind that, for radio and television copy, your ear rather than
printed-oriented grammatical rules should be the final adjudicator
of what constitutes proper broadcast punctuation.

Period

As in print media, the period indicates that a whole thought,
complete in itself, has been concluded. Moreover, the period in
broadcast copy tells the performer to insert a pause, the duration
of which depends on the overall pace of the copy, before beginning
the next thought. At his option, the broadcast writer may decide to
put a period after a sentence that is grammatically incomplete, if
the sense, flow, and memorability of the copy will thereby be
enhanced:

Hallmark. When you care enough to send the very best.

Thirty-six thousand sympathetic towtrucks. Your Amalgamated Mutual
road service plan.

Because the period denotes a pause, it is wise to avoid its use in
abbreviations, since a performer may not know whether a pause is
desired after “Dept.” or not. Abbreviations are undesirable anyway
since announcers, reading an extended piece of copy, have been
known to temporarily draw a blank as to the full pronunciation of
the term represented by such shortcuts as “Corp.,” “Msgr.,” ”1b.,”
or “GA.”. Imagine yourself stumbling across the following sen-
tence in the middle of a long on-air stint.

The Brockett Corp., charged Msgr. Foster, sold its cheese by the Ib.
only in GA.

Even a single abbreviation can trip up an announcer on a bad
day—and announcers, like copywriters, are never immune to bad
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days. Take every precaution to use periods only at the end of sense-
complete thought units. Whether or not the thought unit is also
grammatically complete is largely irrelevant.

The only exception to this singular use of the period should
be in those abbreviations that are virtually never written out and
that, in fact, are much more commonly used than the words they
might stand for. Basically, there are six of these:

Dr. Mr. Mrs. Ms. AM. P.M.

As four of these words are always followed by a proper noun (Ms,  »
Hanson), and the remaining two are preceded by numerals (11°) %
A.M.), the use of the period with them cannot, by itself, be easily
mistaken for the end of a thought unit. The acceptable indication

for doctor (Dr.) does, however, make it doubly important that we
never write

Lakeside Dr. or Clive Dr.

when we mean

Lakeside Drive and Clive Drive.

Question Mark

A question mark comes after a direct question in broadcast
copy just as it does in print copy. In addition, the broadcast writer
must realize that, in our culture, most spoken questions end with
an upward inflection. We thus must be especially careful to keep
questions in our copy short so that the performer can easily per-
ceive that the thought unit is indeed a question and prepare that
upward inflection in a smooth and gradual manner. Otherwise, the
poor announcer may realize it’s a question only after most of the
sentence has passed. The sudden inflection that results may be
humorous to listen to but hardly contributes to meaningful com-
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munication of the message. Keep those questions short so that the
question mark can be easily seen and gradually accommodated.

Exclamation Mark

Both print and broadcast punctuation use the exclamation
mark (!) after complete thought units that demand special empha-
sis. Comic strip characters seem to talk in nothing but exclamation
marks and this fact should not be lost on broadcast writers. Since
we strive for copy that sounds natural and believable, the constant
use of exclamation marks is at best an irritant to the listener and at
worse an indication that Daffy Duck was the writer. In most cases,
emphasis should be built naturally into the copy through your
choice of words and the arrangement of the words you’'ve chosen.
A piece of continuity permeated with exclamation marks can do
nothing but cast real doubt on your ability as a writer. Wield this
punctuation symbol with extreme reluctance. If you’ve already
developed an exclamation problem, make a pact with yourself to
donate a dollar to your favorite charity each time you end up using
an exclamation mark in your copy creation. In the long run, that
will either make you a much better writer or lower your income
tax. (Note the absence of an exclamation mark after that last
sentence.)

Comma

Just as in print, the broadcast comma generally indicates a
separation of words, phrases, or clauses from others that are part
of the same thought unit and of a similar or like type:

Bertha’s Breakfast Grotto for the tummy yummyist waffles, pancakes,
omelets, and sweet rolls.

Rain, snow, ice, and fog. All that and more on tonight's terrible Channeil
10 weather.

In a like manner, commas are used to set off the name of a person
addressed from the rest of the sentence:
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Look, George, it's a white tornado.

More important to broadcast performers, the comma also provides
a short breathing space which can be used as necessary to keep the
tone round and the head clear. We therefore insert commas wher-
ever needed to facilitate announcer breathing and to gather words
more clearly into effective rhythmic groupings. In using commas to
promote copy flow, the broadcast writer may find it necessary to
employ them in some places not called for by conventional gram-
matical rules and may also, by the same token, omit commas in
other instances where a grammar book would demand their place-
ment. Here again, the resultant sound of the message rather than
the strictures of print-oriented grammar must be the decisive
factor.

Semicolon

The semicolon is also a very helpful tool in promoting copy
rhythm. It is used between main clauses within a single thought
unit and takes the place of such drab, time-wasting connectives as
and, for, but, and or. Notice how the pace and forward motion of
the following sentence,

Something had happened but she didn't know what.

is enhanced by replacing the connective with a semicolon:

Something had happened; she didn't know what.

To the announcer, the semicolon indicates a short vocal pause
between two closely related thoughts. This contrasts with the pro-
portionately longer pause that the period deserves, coming as it
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does at the end of a self-sufficient thought unit. The semicolon
gives a pleasing sense of balance to the two subparts of its thought
unit while still keeping them in close temporal proximity to each
other. Finally, semicolon patterns like the following provide addi-
tional breathing opportunities to be used at the performer’s option.

(that)
Radio 93’s Midday News; brings you the action
in time for lunch.
(and)
The Norseman blanket saves you money today;
keeps you cozy tonight.

Quotation Marks

For the commercial and continuity writer, quotation marks
are more to be avoided than embraced. Their main legitimate use is
to set off direct quotations that must be read exactly as written.
While the testimonial spot or PSA will sometimes make use of
such word-for-word statements, it is in news copy that these
punctuation symbols are primarily employed. In most cases then, if
your writing job keeps you out of the newsroom, keep away from
quotation marks. They clutter copy appearance and can therefore
serve to inhibit a smooth delivery of the message by announcers
who are reading the copy “cold.” (Notice how those just used
quotation marks caused a brief stoppage in even your silent read-
ing flow.)

Apostrophe

Since this symbol makes use of only one ’ instead of two ”, it
has only half the potential for script clutter that the quotation
marks possess and helps to reserve their use for solely direct quote
indication. If not underlined, a program or record title can be set
apart with paired apostrophes. This symbol is especially practical
when our copy must identify a specific part of a larger work as well
as the larger work itself. The apostrophe can clearly indicate the
subunit, while underlining identifies the work as a whole:
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We now hear ‘Let Me Say Just One Word’ from Puccini’s
The Girl of the Golden West.

That was ‘Big D,” a salute to the home of the Cowboys from
the hit musical, The Most Happy Fella.

From Bill Cosby’s hilarious album To Russell, My Brother,
Whom I Slept With, here’s a tribute to “The Apple.’

Colon

This symbol, too, performs one of the tasks in broadcast copy
that quotation marks would otherwise be called upon to serve. It is
used to set up each line of dialogue in a spot, PSA, or other
continuity writing that calls for speeches by separate characters.
When combined with proper spacing, the colon insures that the
copy will be definitive and easy to read without the necessity for a
jungle of quotation marks. Imagine the copy clutter in the follow-
ing 60-second spot if quotation marks had to be used in place of
each colon:

BRUCE: So that's when she starched my shorts. You'd think | drove
the car into the ditch.

ED: How’d she get out?

BRUCE: Oh, she finally found a phone booth about a half-mile up
the road.

ED: Called you from there?

BRUCE: No. Called her mother. That was my bowling night.
ED: Good grief. So then what happened?

BRUCE: They got this gas station guy to pull her out. Cost her
mother fifteen bucks.

ED: Why didn't your wife pay for it?
BRUCE: | borrowed her last five for beer money.

ED: You're lucky she only starched your shorts.



BRUCE:

ED:

BRUCE:

ED:

BRUCE:

ED:

BRUCE:

ED:

BRUCE:

ED:

BRUCE:

ED:

BRUCE:

ED:

THE BROADCAST WRITER’S TOOLS 37

Maybe you're right. So then she gets this idea we should
join that Acme Motor Club thing so we could get free road
service.

Your wife said this?

Yeah. But | think it came from her mother.

Why don’t you?

Join Acme Motor Club? I've already got car insurance.

So what? Acme Motor Club only sells insurance as a
service. The important thing is the membership.

You belong?

You bet. Costs me twenty bucks but it's worth it. | get road
aid and notary service and all the help | want in trip
planning. Acme even taught my wife to drive.

Mine could use that. Costs you twenty bucks for Acme
membership?

Right. Sit down and I'll tell you about it.
Can't.

Why not?

My shorts.

Oh.

In addition to dialogue clarification, the colon also paves the way
for any direct quotations called for in the message. It puts the
performer on notice that a distinct and generally extensive passage

is to follow.

TV 22 is helping you. Bob Lane of the Stoltz City United Fund says: “We
have exceeded our pledge goal for this year’s campaign. And much
of the credit goes to the folks at TV 22 in helping to publicize how the
United Fund helps us all.” TV 22. Serving Stoltz City; serving you.

In a similar vein, the colon can prepare the announcer for a long
list of items which are to follow as component parts of the same
thought unit.
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Today, the Sharkville Diner and Car Wash is featuring: veal surprise,
chicken over-easy, potted pork pie, and ham hock delight.

Dash

The dash serves functions that are similar to, but more exag-
gerated than, those accommodated by certain of the other punctua-
tion symbols. Like the semicolon, it can be used to improve copy
rhythm and flow by replacing drab words. It is preferred over the
semicolon if more than one word is being omitted:

(when you)
Keep a garden in your kitchen—keep a cupboard full of cans.

(it has)
Radio 97—the greatest tunes this side of Boston.

In both these examples, the dash creates a longer pause than that
indicated by the semicolon while still helping to convey that the
phrases on either side of it are both component parts of the same
thought unit.

Like paired commas, paired dashes can be called upon to
segregate a single word or phrase from the rest of the sentence. But
whereas commas serve to underplay that isolated segment, a duo
of dashes strives to heighten and emphasize it. In our previous
example:

Look, George, it's a white tornado.

we want the listener to focus, not on George, but on the analogy
for our product. Paired commas are thus appropriate. The follow-
ing specimen, on the other hand, has the product name (always our
most important information) within the separated segment. Since
we wish to accent that product name, paired dashes are mandated:

The smoothest way—the Finster way—to blend the best in tea.
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As an experiment, let’s reverse our punctuation use in these two
instances. Read the two lines aloud in the manner the broadcast
punctuation decrees.

Look—George—it’s a white tornado.

The smoothest way, the Finster way, to blend the best in tea.

Note the difference in effect and impact? So would your listener.
Appropriate words must go hand in hand with appropriate
punctuation.

In a more specialized way, a dash can be used to denote a
sudden breaking off of a thought either because of hesitancy on the
part of the speaker,

All of a sudden | wanted to—

or because that speaker was interrupted by another.

JOE: Florida grapefruit is—
ANN: Great fruit.

Underlining

An underlined word, which is placed in italics if set in type, is
yet another way of requesting special emphasis from the per-
former. As in the case of our “great fruit” line above, underlining
is especially helpful at directing attention to words upon which we
normally don’t focus or which occur at a place in the sentence that
prohibits the use of alternate punctuation:

| don't know why my wash is grayer than yours.
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Any of the other means of directing attention via emphasis would
only inject an unwanted pause or pauses into this thought unit
and, consequently, inhibit copy flow. Note how the following either
misdirect or hobble the thought.

| don’t know why. My wash is grayer than yours.
| don’t know, why my wash is grayer than yours.
I don't know why, my wash is grayer than yours.
I don't know; why my wash is grayer than yours.
{ don't know why; my wash is grayer than yours.

I don't know—why—my wash is grayer than yours.

As was discussed in conjunction with the apostrophe, underlining
is also employed to denote the titles of complete literary works,
programs, albums, or complete musical compositions. Because we
normally wish to direct attention to these titles anyway, under-
lining in such instances serves two mutually compatible functions.

Ellipsis

The ellipsis is a series of three dots which, when employed
more than once, can make your copy appear to have contracted the
plague. Use of the ellipsis . . . should therefore . . . be avoided
. . . like the plague. Its sole recognized function in broadcast
writing is to indicate clearly that words have been omitted from a
direct quote and that the announcer should make that fact clear in
the way the copy is read. Yet, for some reason, lazy copywriters
blissfully substitute the ellipsis for commas, dashes, semicolons,
and even periods. They therefore deprive their copy of the subtle
but effective shadings that the discrete and specialized use of each
of these punctuation marks can help bring to their writing.

Parentheses

Though often used in print media for asides and “stage
whispers,” the parentheses have a much more circumscribed and
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mechanistic task in broadcast copy. Simply stated, they are used to
set off stage directions and technical instructions from the words
the announcer is supposed to read aloud. In the following example
which was actually read on air, the copywriter neglected to use his
parentheses:

Iit's 8 P.M. Bulova watch time. On Christmas, say Merry Christmas. On
New Year's, say Happy New Year.

The correct translation of the copywriter’s intent should, of course,
have been punctuated this way:

It's 8 P.M. Bulova watch time. (On Christmas, say Merry Christmas. On
New Year's, say Happy New Year.)

Don’t omit parentheses around any private communications be-
tween you and the talent who will read your copy. Similarly, don’t
persist in the print-oriented approach to parentheses and put any-
thing between them which you do wish the listener to hear. In the
following piece of broadcast copy, parentheses have been used in a
manner common to print media.

Ever been in a lumber camp? (If you had, you'd remember the meals
the guys stowed away.) They needed good, hot food (and plenty of it)
for all that muscle work. And no meal was as important as breakfast.
They wanted a hot breakfast that stayed with them (a hot meal like
Mama Gruber's Corn Mush cereal). No, her Mush isn't modern. (In
fact, Mama Gruber’s Corn Mush is kind of old-fashioned). But so is hard
work.

The announcer accustomed to the broadcast employment of
parentheses would quite properly read the commercial this way:

Ever been in a lumber camp? They needed good, hot food for all that
muscle work. And no meal was as important as breakfast. They wanted a
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hot breakfast that stayed with them. No, her Mush isn't modern. But
then, so is hard work.

Does the spot still make sense? Not only are we left with at least
ten seconds of dead air in a 30-second spot, we have also lost the
name of our product and sponsor. Restrict parentheses to their
intended broadcast use. If your copy contains words and phrases
which, in print, would constitute parenthetical expressions, use
dashes or commas in your broadcast copy to set these expressions
off.

A final caution pertaining to all broadcast punctuation must
here be reemphasized. Even when used correctly and in accord with
widely accepted broadcast practices, punctuation of copy meant to
be read aloud remains a comparatively tenuous and approximate
tool. In his eighteenth century A Course of Lectures on Elocution,
English authority Thomas Sheridan focused on the “unprintable
components of good speech”; components that words and spaces
arranged uniformly on a page were incapable of indicating. The
ancients, he pointed out, had no system of punctuation whatever,
but used written material merely to enable a speaker to learn the
words by rote so that he could recite them, in his own unique
manner, from memory.? Since broadcast announcers don’t often
memorize their scripts and because the broadcast industry as a
whole has some more or less uniform expectations for the way
copy is to be read, today’s copywriters need punctuation, no matter
how tentative. A commonly accepted system of punctuation is
essential if broadcast writers are even to hope for an adequate
means of communicating with the announcers and other perform-
ers who will bring their copy to life.

TOOLS TO READ

Punctuation is but one of the broadcast copywriter’s imple-
ments. Reference books comprise another. Though the following
list does not attempt to be comprehensive, it does include those
types of volumes that are an essential part of the copywriter’s

2 Thomas Sheridan, A Course of Lectures on Elocution (London: ]J. Dodsley,
1787).
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library. Basically, these works group themselves into three cate-
gories: dictionaries, word-finders, and style aids.

Dictionaries

Any writer must be an ardent dictionary user if for no other
reason than its utility as a spelling aid. Because words are our
prime stock in trade, misspelling is inexcusable and casts the same
doubt on a writer’s competence as a carpenter’s inability to use a
level would reflect on his. A dictionary is also helpful to writers in
designating the syllables within a word for proper hyphenating of
it at the end of a line. For broadcast writers, however, this is a
function that should rarely be utilized. Announcers do not like to
have to jump lines in the middle of a word and there is no reason
why the copywriter should require them to do so. If the word does
not fit completely on one line, it should be moved in its entirety to
the next line on the page.

For most people, a dictionary is consulted primarily to learn
the meaning of words. As a mass communicator, the copywriter
should seldom need to make use of this dictionary capability: at
least in selecting words for a broadcast script. If you, a supposed
"wordsmith,” don’t already know the meaning of that term, how
do you expect members of the mass audience to be able to under-
stand it as the word goes flitting past their ears? Of course, if your
spot is aimed at a highly specialized or technically oriented audi-
ence (auto engineers or dairy farmers, for example), words un-
familiar to you as well as to the general public may need to be
employed and their precise meanings sought out in the dictionary.

In most cases, then, a standard abridged dictionary will serve
the copywriter better than some massive unabridged volume that is
difficult to handle and store and that will include thousands of
words, or archaic definitions for words, of which most of your
audience will be totally ignorant. Since broadcast commercial and
continuity copy is intended to be understandable to the audience as
it is rather than striving to increase their vocabularies, exotic words
and meanings are communication hindrances. If the word and the
meaning you seek to use are in a good abridged volume, you can
proceed with at least a little more confidence in considering its
employment in your copy.

Besides the standard dictionaries, a number of specialty ones
are on the market to serve the requirements of certain professions.
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Unless you find yourself consistently writing copy aimed at doc-
tors, engineers, or similarly distinct groups, such volumes will not
be required. The one type of specialized dictionary that is a helpful
addition to any copywriter’s library is the rhyming dictionary.
Even in straight copy, and especially in campaign slogans or “tag”
lines at the end of spots, a simple rhyme can greatly enhance
memorability. The rhyming dictionary can be of significant assis-
tance in this regard as long as we never distort message meaning
and clarity in pursuing some forced doggerel.

Word-finders

The most commonly known book in this category is Roget’s
Thesaurus which is a complete compilation of synonyms (words
meaning the same) and antonyms (words meaning the opposite)
active in American and British usage. Any writer develops a pref-
erence for, or a pattern in, the employment of certain words. The
Thesaurus helps to break these patterns by giving the writer alter-
nate choices of words and thereby avoid interest-robbing re-
dundancy in the copy. Further, this type of volume allows you to
find and select a word possessing a more precise meaning or one
with a syllabic construction or phonetic makeup that better pro-
motes sentence rhythm and rhyme. To the broadcast writer, this
latter function can be of prime importance given the preeminence
of sound in effective oral communication. Consequently, you may
well discover a word-finder like the Thesaurus to be your most
often consulted reference work.

Roget’s is the classic, but by no means the only, volume in the
field. Since to use it, you must first look up a word category and
are then referred to various subcategories, several writers find the
volume to be somewhat time-wasting. The prefer a book such as
]. I. Rodale’s The Synonym Finder which lists the specific word and
its specific alternatives in the same place. Though such works do
not generally possess the scope of Roget’s or provide closely asso-
ciated categories of words, their ease and speed of use are important
advantages in such a volatile and time-bound field as broadcast
writing.

Style Aids

Generally referred to as grammar books, these references are
of significant help to the copywriter in reacquainting him with the
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standard and accepted patterns of word arrangement. Although,
as we’ve previously indicated, broadcast style and punctuation
frequently break print-oriented practices in striving for conversa-
tional speech, the mechanics of good composition are more applica-
ble than inapplicable to broadcast writing as a whole. As will be
seen in other parts of this book, you need to know what the proven
principles are before you can recognize why they won’t work in the
situation at hand. A good stylebook or English usage handbook
provides you with that essential broad view of our language.
Periodic sessions with such a book help insure that you never
become so specialized as a broadcast writer that, should the time
come, you are incapable of branching out into print media, memo
composition, or the myriad of other verbal tasks that call for a
”wordsmith’s” talents.

TOOLS TO POUND ON, WRITE WITH,
WRITE ON

Once we have the germ of a message, know how to spell and
divide the words that suggest it, and how to uncover other word
choices, we need some vehicle in which to contain all this verbiage
while we trim and refine it. Though everyone is aware of the
implements serving this function, here are some special considera-
tions that pertain to the copywriter’s use of them.

Typewriter

In Shopping in Oxford, English poet laureate John Masefield
described the typewriter as:

the black-bright, smooth running,
clicking clean

brushed, oiled and dainty
typewriting machine2

3 From “Shopping in Oxford” in Gautama the Enlightened and Other Verse
by John Masefield (Copyright 1941 by John Masefield, renewed 1969 by
Judith Masefield). By permission of Macmillan Publishing Company, Inc.,
and the Society of Authors as the literary representative of the Estate of
John Masefield.
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This is as apt and memorable a description as any broadcast writer
could ask for in regard to the “care and feeding” of this prime
appliance on our creative production line. The ability to use and
maintain a typewriter is essential in a copywriter’s fashioning of
readable ideas, quickly captured. No one’s penmanship is, at the
same time, both as rapid and discernible as can be the typewriter’s
recording via the fingers of even a relatively slow keyboard
pounder. The machine needs neither to be electric nor even have
Masefield’s “black and dainty” attributes. If the rest of the poet’s
specifications are followed, however, it will serve you and your
career well. A new ribbon and clean keys not only make for legible
copy, but also signify to others your craftsman-like approach to
your profession. And even for the writer himself, there is some-
thing psychologically stimulating in watching those laboriously
fashioned ideas given birth in crisp, clean impressions.

Pens and Pencils

Since, for the reasons just given, virtually all copy composi-
tion should be done at the typewriter, pens and pencils are selected
for their utility in a variety of subsidiary roles. Because our first
draft material seldom emerges to be carved in stone and because
the steno pool may be unable to discern if a smudgy erasure is a
smeared word or a bungled deletion, our pencils should all be
married to proper erasers. Many writers also find that a cheap
pocket pencil sharpener, available in any five-and-ten-cent store, is
handy to keep on one’s person to prevent disruptive trips to a wall-
mounted model just as the creative juices are starting to flow. As
we often use pencils to correct or modify copy while it is still in the
typewriter, the higher-numbered, harder leads which may tear
through the copy and mar the roller should be avoided.

Similarly to be avoided are the “eight pens for a dollar”
specials that litter our discount stores. Jotting down fleeting ideas
is difficult enough without being distracted by a constantly clog-
ging pen or one whose burred tip scratches across the paper like
the discredited “man behind the sandpaper mask’s” razor. Shop
around for pens that have a pleasing shape and weight in your
hand. Note taking and copy editing are both much easier if you can
grip the pen firmly without the scrawl that results from having to
squeeze it. The pen point should be narrow enough to make a neat,
clean, editing incision on a piece of typed copy, though not so
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pointed that it cuts through paper being corrected in the type-
writer.

Paper

Once you go to work for a station, agency, or other institu-
tion, your stationery needs will be provided for and should not be
of overt concern. You will be issued, or can ask for, pads of lined
paper for note taking and brainstorming, plain typing paper for
the creation of your first draft work, and printed letterhead or
other formatted manuscript for the preparation of subsequent
drafts that have to be seen and evaluated by a supervisor or client.
Your only responsibility will be to make certain that you keep your
desk stocked with a sufficient quantity of each type and that you
follow whatever format is mandated by preprinted letterhead and
copy worksheets (format will be discussed further in subsequent
chapters).

If you are freelancing or otherwise self-supervised, you must
provide this paper supply for yourself. You will find that having
three distinct varieties of stock (lined pads, plain typing paper, and
letterhead) will help you to divide your tasks mentally and put you
in the proper frame of mind for idea exploration, first-draft experi-
mentation, and final-draft polishing, respectively. In ordering your
own stationery on which you will type the actual scripts that go to
clients and stations, these two considerations should be kept in
mind:

1. Even if you are only a part-time freelancer, professional
looking, preprinted letterheads will help establish an initial
presumption that you know your business. A sleek letter-
head won’t save a bad piece of writing, but it does help to
open doors for a good one. Give your copy every chance for
a favorable evaluation by clients and a positive treatment
by performers. Showcase a solid copy painting within a
suitable frame.

2. Paper on which finished scripts are typed should be of at
least medium weight and definitely not onion-skin or cor-
rasible bond. Performers need to be able to hold the script
without it crackling or rustling. Such extraneous sounds
will be picked up by the station or sound studio microphone
and, at best, become distractions to the listener. At worst,
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they resemble the old radio sound effect used to signify
fire, and your message might sound as if it’s coming

from hell.

TIME—THE TOOL THAT’S THE
MASTER OF ALL

Speaking of hell, the inexorable demands of the clock on
everything the commercial and continuity writer produces can
create our own occupational torment. A 30-second spot was not, is
not, and will never be a 35-second spot. No matter what the
message and regardless of the talent of the writer, all elements of
broadcast communication must ultimately conform to the rigorous
demands of the station program day, the network feed schedule,
the amount of money our client has to spend, and the amount of
time the station has available on which to spend this money.
Unlike a newspaper or magazine, a broadcast station cannot add
“pages” onto its broadcast day when advertising volume is high, or
contract itself when that volume is down. On the contrary, the
radio or television station is on the air for a set number of hours
each day and all available program matter, commercial fare, and
continuity segments must fill and compete for this time.

The following time standards constitute a general yardstick
of radio spot length as reflected by word count. Copy requiring a
relaxed and languid style should contain fewer words than these
norms while material meant to be more rapid and upbeat may
contain slightly more. Because the majority of television spots do
not have “wall to wall” audio copy, these guidelines can be helpful
in video only to provide a rough indication of how much time
individual copy segments within the spot will expend.

"Thirties”

Since the mid-sixties, and as a result of both the increasing
cost of air time and of research showing that many messages can
be as effective in half-minute as in full-minute form, the 30-second
spot has vastly eclipsed the “sixty” as the most commonly used
unit of commercial time. This phenomenon has had a spin-off
effect on both PSAs and in-station continuity whose lengths must
now conform to the type of schedule openings mandated by this
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comparatively new commercial buying pattern. The following
chart, prepared by Westinghouse Broadcasting, pertains only to
network television commercials but is nonetheless generally indica-
tive of the dominance of the 30-second spot throughout the broad-
casting industry.

Year Length of Announcements
% of All Announcements
30 sec 60 sec
1967 6% 94%
1968 7 93
1969 15 85
1970 20 80
1971 49 51
1972 68 32
1973 71 29
1974 76 24

Because the 60-second column also includes “piggybacks” (two
separate messages purchased by the same company and run within
the same minute), the half-minute length is functionally more
prominent than even the above chart would imply.

An average 30-second piece of copy—whether spot, PSA, or
continuity, can accommodate 70 words. Stations will normally
allow up to 75 words. Anything more and, in the case of commer-
cials, your client may be charged for a larger unit of time. PSAs
and continuity bits which are supposedly “thirties” but contain
more than 75 words will probably not be aired at all.

““Sixties’’

A 60-second script usually will contain about 130 words.
Note that this is proportionately less than the word count for two
“thirties.” Such a determination is based on the presumption that
we cannot expect our audience to take in quite as much copy in a
continuous minute of listening as they can in two separate mes-
sages of thirty seconds each. In short, once initial attention is

4”Group W Asks FCC to Cut TV Networks Down to Size,” Broadcasting
Magazine, September 6, 1976, p. 25.
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gained, we can expect people’s vigilance to dwindle the longer the
message progresses. Stations will generally accept one-minute
spots with up to 150 words.

"Tens”

These units are becoming comparatively rare due to station
concern about commercial “clutter” and the clerical and collection
overhead for such brief messages. Ten seconds remains a good
length for station IDs and program promos as well as for PSAs
which can convert a station’s otherwise wasted air openings into
important “brownie points” with the Federal Communications
Commission. A “ten” usually expends twenty-five words and,
should a station be willing to sell commercial time in this unit,
twenty-five is also the maximum word count permitted.

Other Lengths

In today’s broadcast world, the following message units are
rarely sold. Still, in-station promos and similar continuity can make
constructive use of segments of this length which may become
available within the total fabric of a station’s air schedule.

Unit Average Word Count
20 seconds 45
45 seconds 100
90 seconds 185
120 seconds (two minutes) 255
TOOLING UP

Now that we’ve discussed the tools available to the broadcast
writer, we can begin to apply them to the situations and problems
to be encountered in the chapters and tasks ahead. In wielding all
of these tools, however, we must not make the mistake of thinking
that our listener is breathlessly waiting for us to apply them like
some chair-encased patient alert to the dentist’s next probe. For
unlike that dental patient, our listener is neither captive nor in
abject need of the message we sell. As copywriters, we have to use
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our tools to be as creative, as appealing, and as stylish as possible
in coaxing our audience first to attend to, and then to agree with
the message our tools have helped us construct. Bernard Owett,
creative director for J. Walter Thompson/New York, puts the
matter well in the following comment which, though focusing on
TV, can be applied at least as well to the radio listener:

One of the great mistakes made by people in this business is to
think of the viewer—our potential customer—as one who sits in
front of a television set, eyes alert, mind honed to a keen edge, all
interior and exterior antennae eagerly adjusted to receive the mes-
sage. I think it’s far better, far sager and far more realistic to think
of the viewer as maybe lightly dozing—maybe semicomatose.

If he’s thinking at all, it's probably about his child’s orthodontist
bill, his wife’s scrappiness, his latest problems on the job . . . So
what do we have to do to make this worthy, troubled citizen listen
to our pitch? First, we have to get his attention. Then we have to be
ingratiating, disarming and, above all, persuasive. And this we have
to do through execution, through style.

5 Bernard Owett, writing in “Monday Memo,” Broadcasting Magazine,
October 13, 1975, p. 11.






chapter 4

Rational and Emotional
Appeals and Structures

Deriving successful broadcast messages is more than choos-
ing words and phrases that sound appealing. The process also
transcends the elements of proper punctuation and tidy typing.
Though all of these aspects play a part in effective continuity
writing, they cannot, by themselves, comprise a cohesive and pur-
poseful communication. Such a communication can only accrue
from the combining of all of these ingredients within an overall
structure that reflects a thorough understanding of human motiva-
tion. Especially in broadcasting, where the absence of immediate
feedback forces us to make continuous hypotheses about how the
members of our audience will react, we must constantly refine our
cognizance of human response patterns. In short, what do we want
people to do as a result of our message and what mechanisms can
we utilize that are most likely to elicit the desired behavior?

No, you don’t have to be a psychologist to write broadcast
copy. But you must, according to Foote, Cone & Belding’s chief
creative officer, John O’Toole, cultivate “an interest in how con-
sumers think, how they feel, how they see themselves in the
context of this shifting society, what is really important in their
lives as opposed to what we might want to be important. . . .
Difficult as it may be, it is our job to understand the person we’re

53
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directing the commercial to. Nobody’s paying him to try to figure
us out.””?

Stan Merritt, the head of his own New York-based advertis-
ing agency, advises us to “start by finding out the consumer’s
needs and wants. Find out how your product (or program or PSA
pitch) can satisfy his needs and wants. Then tell him. He may need
your product, but he can’t want it until he knows about it. He
won'’t know about it unless you make him watch or listen to your
commercial. That’s where creativity comes in. He won’t buy your
product unless you give him a reason to buy.””? There are several
reasons why someone would want to buy a product, listen to a
program your station is promoting, or patronize the civic function
described in your PSA. Likewise, there are several ways of defining
and categorizing these human wants. For our purposes, and as a
memory aid, think “SPACED.” Not "’spaced out” or spaced in”;
just “SPACED.”

RATIONAL APPEALS

”SPACED” is a mnemonic (memory-building) device to help
you remember the six rational appeals that motivate people to buy,
use, or listen to the subject of your message. Each letter of
”"SPACED” is also the first letter in the word that denotes one of
these six appeals. Specifically, “SPACED"” stands for:

Safety
Performance
Appearance
Comfort
Economy

Durability

Let’s examine each of these rational needs in more detail. Keep in
mind that every persuasive message—and that’s virtually every

1 John E. O'Toole, writing in “Monday Memo,” Broadcasting Magazine, May
10, 1976, p. 12.

2 Stan Merritt, writing in "Monday Memo,” Broadcasting Magazine, September
25,1972, p. 19.
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piece of broadcast continuity—must cater to at least one of these
appeals in order to trigger an appropriate response by each of the
members of our target audience. As will be seen, a given message
can be constructed several different ways to focus on and stress a
separate need than that being emphasized by competitors. If, for
example, they’re all pushing the appearance of their products, your
accentuating of economy or durability will help your client to stand
apart from the pack; stand out more in the minds and memories of
your audience.

Safety

Though this has always been a buyer’s or user’s considera-
tion, the rise of the consumer movement in the sixties has given it
much greater prominence in people’s hierarchy of values. Listeners
and viewers want to know if the product or service being marketed
will make them sick, ruin their plumbing, or injure the psyches of
their children. With the prodding of the Federal Trade Commis-
sion, the Food and Drug Administration, and a large number of
other consumer and industry action groups, the question of safety,
of absence from probable harm, is being addressed in more and
more pieces of continuity. The banning entirely of cigarette ad-
vertising from the airwaves is an extreme example of this phe-
nomenon but so are car ads that stress the steel-beam construction
around the passenger compartment, the laxative commercials that
focus on the gentleness of their ingredients for people of all ages,
even the program promotions emphasizing a show’s suitability for
viewing by the entire family.

Particularly in today’s business climate, the question of safety
is an extremely potent factor in listener and viewer decision mak—
ing. If it’s a concern clearly associated with your product category,
you can’t afford to ignore it in the construction of your message.
But even if safety is not the prime element people might think of in
relation to your product, you may be able to fashion a unique and
therefore attention-holding presentation through its exploitation.
Notice how safety is used in the following hypothetical spot to
provide a new twist for the old candy market:

So, you're satisfied with that candy bar you pop into your mouth at
lunchtime, eh? The one with all the chocolate and goo. It tastes all
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right, but can your complexion take it? Any chocolate may bring out
those ugly facial blemishes. And blemishes do nothing for your social
life. Sure, you need that shot of sugar at lunch. It gives you that energy
boost to keep going in the draggy afternoon.

But skip the chocolate. Rainbow Rock Candy Crystals can give you that
sugary boost without the chocolaty problems. Open a box of Rainbow.
Take out a clear, shining nugget and let it melt away in your mouth.
Enjoy Rainbow’s crystal smoothness sliding down your throat. Feel that
needed strength surging through your bod. Now you're ready for the
afternoon’s challenges. Next time, when you start to think about candy,
think about your complexion. Then get some Rainbow Rock Candy
Crystals.

Performance

While this rational appeal often overlaps with several of the
others, its essence is workability. Will the product work for me?
Will my donation help solve that community problem? Will stay-
ing up late to watch that movie really “round out my weekend
on a happy note”? With performance, we are not primarily con-
cerned with what it looks like, how much it costs, even with how
safe it might be. Instead, we simply want to be shown that the
product, or service, or charity drive will meet the need at hand.
“But does it work?” is a question being articulated and then
answered in more and more of today’s broadcast advertising copy.
Let’s take that same Rainbow Rock Candy account and see how a
performance orientation might be structured:

Have you heard about the candy with the hard rock tempo? Right on.
Like hard rock, the dynamite sound of the seventies. That's Rainbow
Rock Candy Crystals; the pure, vibrating, naturally sweet taste of the
times. Rainbow's with it. And with you. No matter what the scene; what
the tempo of your life.

Crunch a handful of Rainbow during those tense study sessions. Let its
cool crystals ease the strain and feed the brain. Or, if it's just you and
your guitar, nibble one nugget at a time. Start Rainbow Rock Candy
Crystals quietly melting; releasing that pure, ice-syrup scene. Rainbow
Rock Candy Crystals; the natural, any-gig candy with the bite of hard
rock. Rainbow Rock Candy. In tune with the tempo of your times.



RATIONAL AND EMOTIONAL APPEALS AND STRUCTURES 57

Appearance

Often the least rational of our rational appeals, appearance
promotes a subject because it’s nice to look at. Housepaint, flower
seeds, and racing stripes can seldom be sold without a discussion
of their visual effect. But soda pop, peanut butter, and even dog
food can also benefit from an appearance-oriented approach, espe-
cially in contrast to competitors who are stressing more conven-
tional appeals. Further, radio as well as television can utilize the
physical likeness of an object in its promotion. In fact, the ap-
pearance appeal may be even more potent on radio since we can
actlxely involve the listener in the constructlon 1 of his own “mind
picture.” If prop properly stimulated, such a radio portrait will also be
more memorable since the listener has had to fashion it out of his
own past experiences rather than being presented with someone
else’s completed picture on a TV screen. i

Here, one last time, is a Rainbow Rock Candy spot. It's still
being sold via radio, but now the rational accent is on appearance

rather than safety or performance:

You can always tell what kind of personality a candy has by its color.
Color can tell you a lot about how a candy thinks. Chocolates are
mirky; shifty. You never know exactly what they’re in to, but it's usually
something pretty shady. | never could trust chocolates. Other candies
hide their essence under many different colors. With so many colors in
the same bag, the candy has to be pretty scatterbrained. That's bad;
very bad.

Rainbow Rock Candy Crystals are different. They let truth shine through.
| can always tell what Rainbow Rock Candy is thinking. It's thinking
clean, pure thoughts. It concentrates only on tasting as sparkling as it
looks. | like an honest candy; a candy | can trust. And | trust Rainbow
Rock Candy. Why don’t you buy a candy you can trust? Rainbow Rock
Candy. It lets its true personality shine through.

Comfort

We all like to be comfortable and will frequently be willing to
sacrifice one of the other rational appeals in order to accrue this
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quality which is so integral to “the good life.” Water beds and
bean bag chairs are ugly—but they feel so good. Sub-compact cars
are cheaper to purchase and operate—but they jar your bones and
cramp your style. Frozen dinners aren’t as tasty as home-cooked—
but just look at the time and dirty dishes they save. Because, in the
words of a famous beer campaign, we “only go around once in
life,” the comfort appeal and convenience, its close corollary, are
oft-used devices in a consumer-oriented society such as ours. The
better the economy, the more susceptible most of us are to the
siren song of self-indulgence.

In the following spot for a mythical drive-in, comfort and
convenience are intertwined to promote the establishment for
something other than the quality of its menu:

Production Note: Boy is a dedicated but inoffensive ‘greaser’
type. Girl is the kind that considers Sixteen Magazine heavy read-
ing matter.

(SOUND OF CAR ACCELERATING)

BOY: That's the last time | go to a costume party. This really cramps
my style; walking around in a pink tutu. Sheeshh!

GIRL: Oh, Ricky, you're so—cute in pink. And | just love pink: pink
cotton-candy, pink lollipops, pink ice cream, pink—

BOY: Hey, cool it. Talkin’ about all that food makes me hungry. And
there’s no place we can stop dressed like this.

GIRL: Ricky, | know where we can go and we won't even have to
get out of the car.

BOY: Yeah, where’s that?

GIRL: Spike's Drive-In. You get a burger and fries, or whatever you
want; (in a baby, flirty voice) and | can get a pink strawberry
shake.

BOY: Spike’s, huh? Hey, are you sure nobody'll see me in this

tutu? I've got my image to protect, ya know.

GIRL: Don’t worry. We'll just stay in the car. At Spike's North Main
Drive-In, you can come as you are and still get a choice.
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Economy

Few of us, and few members of our various target audiences,
can totally ignore the cost of the goods and services employed to
make our lives safer or more comfortable. Even the very decision to
devote our time to watching that program or listening to this
station must often be weighed against the other more productive
responsibilities to which we might better attend. Life is a constant
cost/benefit comparison, and the disbursement of our time and of

the money which is a product of that time is a more or less
constant concern. Nothing comes free and the farther from free it
is, the higher will be consumer resistance to obtaining it. It is
probably easier for most of us to decide on a brand of cereal than
on what new car to buy; simpler to determine that we’ll watch a
thirty-minute show than a six-hour movie which expends three
nights’ viewing. Depending on the product category, asking how
much is at least as important to consumers as asking how safe or
how long it will last.

Spike’s Drive-In, like virtually any product or service, can
lend itself to promotion based on economy:

GEORGE: Ethel, if I'd known you were going to be done shopping so
soon, | wouldn't have put all that money in the parking

meter.

ETHEL: Then we'll use the time to eat downtown.

GEORGE: 1 mean, a dime’s a dime but—downtown? Those places
are just too expensive.

ETHEL: Then let’s go to Spike’s.

GEORGE: Here we are, smack dab in the center of town, and not a

reasonable restaurant in sight. And I'm hungry, Ethel. Do
you realize that? I'm hungry.

ETHEL: | know, George. We'll eat at Spike's.

GEORGE: All | want is good food to eat and I'll be—
What's that, Ethel?

ETHEL: We'll eat at Spike’s.
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GEORGE: Sure we will. Leave one parking meter and go feed
another one.

ETHEL: George, Spike's Drive-In has free parking right where
you're served. In your car.

GEORGE: Spike's? The place with the whole lunch for a buck?

ETHEL: Right, George. Spike's is the place for hungry big
spenders.

GEORGE: Yeah.
ETHEL: And hungry little spenders too.

Durability

If a product lasts a long time, or if a service has long-term

benefits, we are in a much better position to justify a comparatively
high cost or overlook drawbacks in appearance. Automotive ac-
counts such as Jeep and Volkswagen, the lonely Maytag repair-
man, and the entire stainless steel industry have had significant
success by accenting durability over any of the other rational
appeals. In what many people complain is a plastic society, the
possibility that something will actually survive into downright
longevity is an enticing prospect indeed. If a meaningful durability
claim can be made and substantiated, it weaves aspects of per-
formance, economy, and comfort into a very compelling and logical
strand. To function in the future, a durable product must certainly
work now (performance). Because its life expectancy is long, it
saves on replacement costs (economy) while eliminating the bother
and inconvenience of having to do without while the thing is being
fixed (comfort).

Just as with all of our other rational appeals, durability can be
most persuasive when used within a product category where it is
not generally made a salient factor. Most TV set manufacturers
talk about how their receiver lasts longer than the competition’s.
Thus, their commercials all tend to sound much the same, and no
one, under such circumstances, is able to feature the durability
appeal to its full advantage. How often, on the other hand, does a
service business like a restaurant dare to stand out from the crowd
by stressing durability? That rational appeal is potentially avail-
able to any client, even a client like Spike’s:
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INTERVIEWER: Madame?

LADY: Yes?

INTERVIEWER: Here's two hamburgers from you-know-who's. I'll
trade both for that Spike-burger you're eating.

LADY: No thanks.

INTERVIEWER: How about a box of chicken from a famous old man?
Swap that for your Spike-burger?

LADY: (Emphatically) No.

INTERVIEWER: What if | said we've got your pet cat? And if you
ever want to see him again you'll give me that Spike-
burger?

LADY: I'd say I'm keeping this Spike-burger.

INTERVIEWER: What's so special about the Spike-burger?

LADY: It's so big and meaty. Stops the hungries for hours.
Try one.

INTERVIEWER: But nobody will trade with me.

LADY: Then just go to Spike's on North Main and buy one.

INTERVIEWER: Only one? It takes more than one of these other
foods to fill me up.

LADY: One Spike-burger satisfies just about anybody. But

once you get it, hang on tight. People will trade
almost anything for an appetite-quenching Spike-
burger.

EMOTIONAL APPEALS

The rational appeals are the basic justifications for why any-

one chooses to buy, use, listen to, or watch something. But in order
for any of these appeals to have their impact on the audience
member’s decision-making process, the attention of those jaded
broadcast viewers must be engaged. The emotional appeals are our
most potent weapons in grabbing this attention. Like Mary Pop-
pins’ “spoonful of sugar helping the medicine go down,” the emo-
tional appeals offer an immediate reward for stopping to listen and
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watch. They provide the incentive for the members of the audience
to stick around long enough to absorb that rational appeal which
should then motivate them to follow the action or belief the copy is
designed to instill. As we used “SPACED” to remember the ra-
tional appeals, we can employ the device called “"HICCUPSS” as an
aid to keeping the emotional appeals in mind. “HICCUPSS” is
decoded this way:

Human interest
Information
Comedy
Conflict
Uniqueness
Prominence
Sensation

Sex

While there are many ways to categorize and subdivide the various
factors that solicit an emotional response, the “"HICCUPSS” ap-
proach is an uncomplicated yet reasonably comprehensive one as
regards the appeals put into play in broadcast continuity and
commercial writing. In its simplicity, ”"HICCUPSS” may not please
many psychologists or motivational research experts but it does
have real utility for the preoccupied copywriter (and it is the nature
of the business for all of us to be preoccupied). “"HICCUPSS” serves
to remind us constantly that human beings are emotional as well as
rational creatures. And as patrons of a primarily entertainment
medium, broadcast audiences especially must be catered to emo-
tionally before we can hope to register an honest and persuasively
rational case. Let’s examine each of the “"HICCUPSS” in order.

Human Interest

This appeal might less charitably be called “nosiness.” We
tend to have a well-developed and, occasionally, even malicious
fixation with what others are doing and the way they are doing it.
The testimonial spot seeks to exploit this characteristic by showing
what the stars are drinking, wearing, or shaving with. But, as will
be seen in later chapters, we have equal interest in the doings and
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preferences of “'real people,” people we ourselves can identify with
and relate to.

In a more uplifting way, a concern with the lives and prob-
lems of others is a very warm and charitable phenomenon that mo-
tivates people to give of their time and treasure in the service of
others. Many PSAs seek to tap this aspect of the audience’s
humanity. Whichever cause it aids, the human interest appeal
works only if the characters it features and the way they are pre-
sentﬁn comp_T the audience’s cur1051ty

‘Here is a spot that, from the very beginning, heightens our
heed by promoting the feeling of eavesdropping on someone else’s
revelations. Its human interest appeal works in conjunction with
the rational appeals of performance and, in a subordinate way, of

economy':

Dear Fred. Remember me? Yes, Fred, I'm that little bank deposit you
made at Fensterwald Fidelity Bank a while ago. Well, | just wanted to
let you know I've been doing all right. I've grown, Fred. Really grown.
Even while you were out on the golf course last weekend, | was sitting
here quietly piling up that interest. Why, with that five percent interest
compounded daily, I've grown like a weed. You ought to stop around and
see me sometime, Fred. I'm right downtown at Fensterwald Fidelity
Bank. They've got some mighty nice people here at Fensterwald. They'll
treat you right because they want to keep you as a friend, Fred. They
take good care of me—your little deposit—too. Yes sir, | think I'll just
sit back in my cozy steel vault here at Fensterwald Fidelity Bank and
grow, and grow, and grow (repeat to fade out).

Information

Though we often do not recognize it as such, the need for
information, the need to know, is itself an emotlonaTT_ctlon
Human beings can feel more in control of themselves and their
environment if they are aware of what is going on around_ them If
you've read Man Without a Country, been in solitary ; confinement,
even survived a week in the wilderness minus radio and news-
papers, you are aware of the real emotional ramifications that flow
from a lack of information about the places, people, and institu-
tions with which you are familiar. Our increasing reliance on
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near-instantaneous broadcast news has deepened our information
dependency. The promise that we will receive useful data on a sub-
ject or event is often enough to initiate attention which can be sus-
tained as long as valuable and relevant data seems to keep coming.

The following spot, like the Fensterwald one just presented,
focuses on the rational appeal of performance along with a secon-
dary salute to economy. But in this toothpick advertisement, in-
formation rather than human interest, serves as our emotional
“grabber”:

What are the basic differences between toothpicks? All toothpicks are
about the same length, and all toothpicks are designed for the same
purpose. But some toothpicks are flat, and flat toothpicks just aren't very
strong. They tend to splinter in your mouth. Other toothpicks are plastic
and come in bright colors. They also cost more. Can any toothpick be
both strong and inexpensive? We at Firmstrand think so. Firmstrand
Round Toothpicks are made from strong northern pine. And because
they're wood, Firmstrand picks are less expensive than our plastic com-
petitors. With Firmstrand, you get a box of 250 round toothpicks for
only 29¢. Doesn't it make sense to choose the toothpick that does the
best job at the lowest price? The next time you buy toothpicks, consider
strength and value. Then pick up the sensible picks—Firmstrand Round
Toothpicks.

Comedy

Human beings need to laugh; need to have the capacity to
stand back and make light of the problems and conditions around
them. The individual who trudges through life taking himself and
everything else completely seriously is asking for a mental break-
down or a peptic ulcer. Comedy is a vital release mechanism for all
of us—copywriters especially. That is why we seek it in our enter-
tainment fare and try to use it to our advantage every chance we
get. Comedy is disarming. It can effectively break down a reluc-
tance to listen and at the same time build good will. Though every
product, service, or program cannot be approached in a humorous
vein, comedy tends to be the most coveted emotional appeal in a
family-oriented, home entertainment medium such as broadcasting.
If it’s appropriate (something we’ll discuss in depth later), comedy
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can scale attention barriers that are all but insurmountable via any
other emotional approach.

Here is the Firmstrand Toothpick again, in a salute to per-
formance and safety. In this case, it is not information but rather
comedy which provides the emotional vehicle:

Do you dread the end of dinner because it means another battle
between you, your teeth, and some flat old toothpick? Is your tongue so
full of toothpick splinters you could cut it up and sell it for firewood?
Could your gums be designated as national forests? Have the spaces
between your teeth become holding tanks for the broken bits of last
week’'s picks? Have you been wondering if the splintery, flat, and
pointless toothpick has finally captured the gumline battlefield?

Don't surrender yet. Firmstrand Round Toothpicks remain unconquered.
The people at Firmstrand say nuts to those cheap imposter picks.
Solid, strong, pointed, Firmstrand Round Toothpicks make the mouth
circuit smoothly, safely, and painlessly. Don't get stuck with a mouth
only a mother porcupine could love. Treat yourself, your teeth, and
your gums to Firmstrand Round Toothpicks. Get the point?

Conflict

Dramatists and literary experts tell us that no good story can
be without this element. The conflict or contest between two op-
posing forces or points of view provides the motive force for a
story and constitutes a constant }—)ul‘lbn our attention. As “mini-
stories,” many pieces of commercial and continuity writing must
make use of similar conflict mechanisms but within a very reduced
time frame. On several occasions (“Will Shell with Platformate
Out-Perform Other Gasolines?”’; “Can the Timex Take This Licking
and Keep on Ticking?”’) the conflict itself becomes the message’s
prime emotional appeal, with the attainment of the advocated ra-
tional appeal constituting the specific conflict resolution. Yes, our
Timex is that durable and can take that licking. Yes, our client’s
vinyl covering does have the appearance, the look and feel, of real
leather. Yes, our margarine is more economical than the high-priced
spread but still tastes just as good. These and dozens of other little
contests are constantly played out before listeners and viewers.

If the conflict is too contrived, if its result and main copy
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point are telegraphed from the very beginning, the impact and,
consequently, the emotional appeal will be seriously impaired. In
order to constitute the primary emotional appeal, the conflict must
build and heighten as the message progresses.

Such is the case with the following spot that adds a comedic
twist to what would otherwise be a very trite and predictable con-
test. The hypothetical client is still Firmstrand, and the rational
appeals are, again, performance and safety:

AGNES: (Quietly triumphant) Marge, for years I've tried and I've
finally done it.

MARGE: Done what?
AGNES: I've finally found a product that's better than yours.
MARGE: (Snidely) Oh, yeah? Like what?

AGNES: These toothpicks. Firmstrand Round Toothpicks to be
exact.

MARGE: (Still haughty) Those are just plain, old, wooden
toothpicks. What's so special about them?

AGNES: Firmstrand's are round. They're stronger than your flimsy
flat toothpicks.

MARGE: (Defensive) Oh, yeah? Well, mine come in different colors.

AGNES: What's more beautiful than Firmstrand's natural polished

wood? Besides, your toothpicks left stains in all the
sandwiches you made for last week's party. Not that
anyone wanted to eat them anyway.

MARGE: (Angrily) Oh, yeah? My wash is still whiter than yours.

AGNES: Maybe so. But my Firmstrand Round Toothpicks are safer
than yours too. My husband got slivers from your flimsy
party toothpicks. Firmstrand Toothpicks would never do
that.

MARGE: (More subdued) My hands are softer than yours.

AGNES: (Closing in for the kill) Admit it, Marge. Firmstrand Round
Toothpicks are better than yours.

MARGE: (Sulkily) My husband can out-bowl your husband.
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Uniqueness

Alternately referred to as “newness” or “novelty,” this emo-
tional appeal is exploited unmercifully in the marketplace as just-
developed products and services try to make their mark and old
established items attempt to demonstrate how up-to-date they’ve
become. Being “where it’s at” is an important concern to many
consumers—especially younger ones with higher expendable in-
comes. Since these are the people most advertisers most like to
reach, not only commercials but also whole programs and the
continuity that promotes them will often invoke this novelty
aspect.

Because the Federal Trade Commission allows the term “new”’
to be applied to a product characteristic, in general, for only the
first six months of national advertising, the novelty approach as
applied to the product itself has a severely circumscribed lifespan.
Fortunately for clients and copywriters, the uniqueness appeal can
also be exploxted in the way in which we write and design the
message. Even vintage products, services, and programs can appear
fresh and modern within the proper contemporary framework.

What follows is a unique way to present motor club dues; a
way which, by implication, makes the club itself seem more novel.
Clearly, the rational appeals of economy and performance are also
major considerations that this spot brings forth:

ANNCR: You are about to hear the sound of an Acme Motor Club
membership fee.

Production Note: (Silence—then crashing of quarters onto table
top)

You have just heard sixty-four quarters; the cost of a
membership in the Acme Auto Club. You can also pay in
dollars. It will cost sixteen of those. (Whispering) And be
quieter. (End whisper) Either way you'll get Acme service.
Free service when and where you need it. Like Acme's road
aid. We have 36,000 sympathetic tow trucks ready to pull
you out of trouble. Or jack you up—

Production Note: (Sound of tire blowout; air rapidly escaping)
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when you've been let down. (Yawning) Many of them are
insomniacs. They're up all night to serve you. (End yawn)
Your sixty-four quarters also provide Acme travel literature
—98 million pieces of it. You also get notary service and
bail bond protection; membership magazines and the
security of nationwide assistance from Acme Motor Club's
400 branch offices. All this for—

Production Note: (Crashing of quarters onto table top)
sixty-four quarters or—
Production Note:  (Two paper crackles)

two eight-doliar bills.

Prominence

This particular category may be more readily recognized as
snob appeal; keeping up with the Joneses; becoming a “beautiful
person.” Goods which are among the most expensive in their
product category often use this approach in an attempt to turn an
unfavorable economic rationale into a positive statement. Long
ago, when Cadillac Motors stopped focusing on the technical
aspects of their automobile and began simply to feature it within
regal and ultra-stylish tableaus, the effectiveness of the prominence
appeal became fully entrenched in twentieth-century advertising.
When combined with ego-building copy that compliments the
audience member’s taste, professional life-style, or value to his
community, the prominence appeal can be a potent generator of
charity appeals in PSAs as well as an effective means to cultivate
consideration of commercial products. Even in program promos
and station IDs, the prominence appeal can be employed to get
audience members to watch the program or listen to the station
“that astute people like you are talking about.” In short, the
prominence appeal is why you display your client’s toilet tissue on
a golden baroque holder instead of hanging it from a bent coat-
hanger.

In this next spot, prominence is intertwined with its frequent
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rational partner, comfort. Notice how the ego-builders help bolster
the appeal, even from the very beginning of the spot:

You've got a lot to do in your working day. A lot of people depend on
you. For the right decisions. At the right time. So who can blame you
if your personal decisions sometimes take a back seat? Like the
decision about where to deposit your hard-earned money? At the Bank
of Richton, we know you’re busy. And our drive-in windows get you in
and out quickly. But we also know you've got enough professional
worries without keeping day by day track of your private cash flow.
That's why the Bank of Richton's Exec-Assist provides for automatic
transfers between your savings and checking account. We cover for
you so you can concentrate on those big decisions at the job. The
Bank of Richton; easing little problems for big decision makers.

Sensation

The sensation appeal requires no literacy, no social insight or
ambition on the part of the audlence Instead, it utilizes the basic
senses of sight, sound, taste, smell, and touch to achieve its emo-
tional impact. Even a very small child can respond to the taste-
whetting stimulus of that rich chocolate cake or the depicted soft-
ness of that Downy-washed blanket. Adults may bring more depth
to their appreciation of the beads of condensation running down
that bottle of beer, but the same fundamental emotional appeal is
in operation.

Sensation requires less social or scholastic experience of its
audience than do any of its colleague appeals. That is why it is
employed so often in marketing the low-cost, mass-consumed
products and services that are sold to such broad sections of the
listening and viewing public. And when properly selected and
employed, the sensation appeal enables the audience to participate
most rapidly in the message-building process by plugging in their
own sensory experiences almost as soon as the copywriter-stimu-
lated image reaches them.

In this 30-second spot, comfort and performance are appro-
priate outgrowths of the setting established through sensation’s
appeal:
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Next time you're in a hot, stuffy place, think of a cool, Spring breeze.
Imagine April's soft whiff of wind caressing your face whenever you
want it. Now, you can put Spring's wind in your pocket or purse with
the Breeze Machine. The Breeze Machine; a battery-operated fan tiny
enough to fit in your hand but big enough to cool down any sticky
situation. Carry Spring's wind with the Breeze Machine.

Because it brings us the actual visual, television’s use of the
sensation appeal usually asks even less verbal acuity of the audi-
ence than does radio. Nevertheless, television, like radio, can also
employ sensation in a more sophisticated way through the addition
of copy twists that endow the sensory stimulus with a whole new
purpose and unexpected impact as the facing page layout shows.

Sex

Few red-blooded copywriters require a detailed explanation of
this emotional appeal. Actually, it is something of a hybrid as it
contains elements of human interest, sensation, and sometimes
conflict -t or prominence all rolled into one. Because the use of sex is
50 wxdespread in several product categories, however, we tend to
treat it as a distinct classification, One definite caution must be
raised in regard to this appeal, a caution that has nothing to do
with taste or moral standards. Because the sex appeal has such
utility, it has been exploited in irrelevant contexts; in contexts
where it was totally unrelated to the copy approach and rational
appeals of the message as a whole. In such a case, sex becomes an
upjustified attention-getter which makes promises that the subse-
guent copy never fulfills. This has caused listeners and viewers to
develop a real suspicion, if not deep distrust, of any message that
employs the sex appeal, whether or not that appeal is made mean-
ingful to the product and selling message in question.

Sex can be an effective emotional appeal. And it can be
appropriately adapted to a wide variety of adult-oriented products
and services with which it is not now paired. The copywriter must,
however, make certain that the use of sex is both relevant and
helpful to the assignment at hand and is an effective vehicle for the
rational appeal or appeals which are stressed.
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ﬁTLE: (HEADACHE)

{SOUND EFFECTS OF
CHILDREN PLAYING)

sometimes associated with

kchildren e

ANNCR: Introducing fast, fast,
relief,

WOMAN: **Children!”

for hours and hours.

Relief that can last -
ons,

for the tensions and discomfort

Good old CRAYOLAY cray-

_J

Courtesy of C. W. Reinhart, LKP International Ltd./Advertising
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The following treatment shows how the concepts of perfor-
mance and economy can be consistently showcased through an
adroit, meaningful, and lighthearted application of the sex appeal
to a normally neuter product.

Length: 30 Seconds Blc BUTANE LIGHTER
zl‘_’d‘j_”;“i“““s “FLICK YOUR BIC”"
LIGHT & WRITE SPECIAL

o
HUSBAND: (WHISPERING TO CAMERA) MAN: When | wani to call my chic ... all | do PARROT: She's Hicking her Bic . . . She's fiick
This year | ficked my Bic 32 nmes, o Hick my Sic. ing her Bic

WIFE: {TOCAMERA) THIRTY ONE!

HUSBAND: (NERVOUSLY) One. .. one.

BUTLER: Flick of the Bi¢, Siw? Oh LAOQY: Shhh! Stop flicking your Bic. V0: Now, when you buy a Bic to flick

Firck of the Bic, Sir

you et a free Bic pen with the laghter. For a dollar forty nine you get a Bic that lights

and » Bic thet writes.
{SUPER: FREE PEN WITH LIGHTER}

WELLS,RICH, GREENE,INC.

Courtesy of Kenneth Olshan, Wells, Rich, Greene, Inc,
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AUDIENCES AND ATTITUDES

Now that our “SPACED HICCUPSS” are fully in mind, we
need to turn our focus to the types of audiences at which these
coupled rational and emotional appeals are directed. We are not
dealing here with the various age, sex, geographic, and socioeco-
nomic characteristics into which audiences can be demographically
segmented. Such marketplace delineations will be discussed in later
chapters. Instead, we are at this point concerned with the psycho-
logical sets, the general opinion orlentatlons to which any
demographic group might be prone.

As our “SPACED HICCUPSS” discussion recognizes, any
broadcast audience presents a unique psychological challenge to
the communicator. The listeners or viewers must be approached
with a balanced blend of both emotional and rational appeals
because, thougb theLconstltute a mass audience, it is an audience
listening and watching in | very sm small units.

Psychologically, they share certain characteristics common to
both large and small groupings. Since it is a mass, the broadcast
audience needs an emotional stimulus to cut through the imperson-
ality of the one-to-many communication setting. Like Marc
Antony’s “Friends, Romans, and Countrymen” speech in Shake-
speare’s Julius Caesar, broadcast copy must quickly strike emo-
tional chords that can be easily personalized by each member of the
audience, even though they are not being addressed as separate
individuals.

But because the broadcast audience is also largely separated
one from another, pure emotion alone won’t compel and convince
them. As solitary units of one and two, they are not prey to the
sort of mob psychology that can sharpen the response and dull the
inhibition of individuals who find themselves part of the crowd at a
rock concert, revival, or football game. When we are addressed
alone, or as part of a very small group, we expect our intellect to be
solicited; we are less susceptible to purely emotional pitches.

Aiming at a quantitative mass which is physically isolated
into very small, even single-person units, the broadcast writer must
not only resort to both rational and emotional appeals, but must
also be aware of the fundamental attitudinal set of that mass.
Without immediate feedback and within only thirty or sixty
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seconds, the broadcast writer cannot construct a message that first
probes his audience’s attitude and then begins the process of adapt-
ing to it. Rather, using as much market and polling data and raw
intuition as he has available, the copywriter must astutely select
from among the “SPACED HICCUPSS” and construct a system-
atic communication that will be in consonance with the predomi-
nant audience feeling about the product, service, station, or pro-
gram to which his copy pertains.

There are four main attitudinal orientations that an audience
may take. Each of these must be dealt with somewhat differently in
order to achieve maximum copy effectiveness. These four varieties
can be identified respectively as the “you bet,” “heck no,” "“yes
but,” and ”’so what” audiences.

“You Bet”” Audience

Unfortunately, this audience is relatively rare in the broadcast
writer’s world. It is the one that is already favorably impressed
with whatever your copy is trying to promote and simply needs to
be coaxed into tangible action or, at least, into maintaining a
continued positive posture. This audience needs to be shown as
graphically as possible why they should finally energize their be-
lief. It’s fine that they agree taking movies of the kids is a swell
idea, but unless they are activated into buying the camera, you
haven’t sold many Kodaks. It's great that they think our candidate
is tops, but unless we motivate them to the ballot box, he’s not
going to win no matter how far ahead the polls put him. It’s
gratifying to know how highly they think of our news program,
but it doesn’t mean much unless they develop the habit of tuning
in. With the “you bet” audience, we can skip lightly through what
our subject is and concentrate on showing how easy it is to get it
now and to get it our way:

Mr. Businessman, wouldn't you like to buy gas for your car just once
this month? You can, by opening a business account at Matt Murphy's
Texaco. With a business account you receive a single monthly bill;
clearly itemized. That means that Matt Murphy does your automotive
bookkeeping. You concentrate on making your business more profitable.
To find out more, call Matt at 682-2282. Matt Murphy’'s Texaco; on
Springer Street. Matt Murphy means business.
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""Heck No”’ Audience

These folks have a real ““bone to pick” either with your
client’s category in general or, worse, with your client in particular.
There is no way you are going to sell them on anything until you
first alleviate their antipathy. One way to accomplish this is to
approach them with total frankness. BrmLhe element they don’t
like right up front and then show why it isn’t so bad after all or
why there are other factors that outweigh this disadvantage.
Volkswagen pretty well neutralized the negative prominence ap-
peal its “Beetle” had with upper-income types through a campaign
called “Live Below Your Means.” A & P put “Price and Pride”
together to repair the damage done in a previous approach that had
stressed economy at the expense of the company’s long-time
reputation for quality and integrity (performance). The copy ad-
mitted A & P had strayed and most people forgave them. Listerine
turned the “Taste People Hate Twice a Day” from an anti-comfort
debit into a positive performance credit.

If frankness is too hard for the client to swallow, your copy
can take a more indirect approach that starts by establishing some
common ground; some principles with which both the copy and the
audience can agree. That gives you some place figuratively to hang
your hat before tackling the point of controversy. Nobody, for
example, likes to endure the cost and inconvenience of automotive
servicing, but if we can get people to agree on the value of clean
air, they’ll be more likely to accept the need for a tune-up or
emission control check. Your liquid deodorant may take longer to
dry than a spray, but if we can first appeal to audience interest in
saving money, the inconvenience may be shown to be worth it. As
in the following, the positive aspect must be both well presented
and unequivocally held now by the audience. If they don’t sub-
scribe to even your alleged common ground principle, you’ll be
selling two concepts and they’ll buy neither.

We all like peace and quiet. It's nice to hear yourself think. So the noise
in downtown Carrington must be driving you up the walls. Jackhammers;
riveting; truck engines. When will it stop? It'll stop by the end of next
year. It'll stop when our new mall is ready for your enjoyment. It'll stop
when we all have a downtown mall that we can comfortably shop in;
winter or summer. Your Carrington Chamber of Commerce asks that
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you let us continue to make some noise about the new downtown mall.
Things will be peaceful again when it's done. Much more peaceful,
much more relaxing than they were before we started. The New
Carrington Mall. Better shopping, better business, a better city. The
Carrington Mall. It'll be the quietest ever then; because we're raising the
roof now.

"Yes But” Audience

An audience with this psychological set is certainly not
hostile to your product or cause but neither are they pre- convmced
If anything, the “yes but” audience would like to buy what you
have to sell but there is a nagging doubt or two that needs resolu-
tion. For them, you have to present evidence and validation that
your claim is true; that more _Qeople do watch your news team than
the crew down the street; that (even) “for a dollar forty-nine, it’s a
pretty good lighter.” All the common ground in the world won't
satisfy the “yes but” audience if you don’t come to grips with their
objection. And ignoring weaknesses in your evidence or documen-
tation may well convert them into diehard “heck noers.” " The "yes
but” audience, unlike the other three types, is passing through a
temporary stage rather than dlsplaymg a stable condition. If you
ignore them, they may become a “so what” group. If you try to
mislead them, they’ll be interested enough to exhibit a very active
“heck no” attitude. But if you can convince them with appropriate
and sensible validation, they’ll be “you bets” for a long time to
come:

Fensterwald Fidelity Bank knows there are two other banks in Peoria
and so do you. Fensterwald also knows it hasn't been around as long as
its older competitor; and isn't as big as that younger chain bank.
Fensterwald Fidelity admits to being Peoria’'s middle-aged bank and
that gives you a real advantage. Consider this. Fensterwald is neither too
old to change with the times nor too young to know Peoria well. It's old
enough to know all the banking ropes without being set in its ways.
And Fensterwald Fidelity is young enough to adapt to new banking
methods without letting you become just an account number. Forty-two
percent of Peoria savers can’t be wrong. Young and old, they appreciate
the vigor and wisdom that banking middle age can bring. Join them at
the Fensterwald Fidelity Bank.
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”’So What”” Audience

This is by far the most numerous attitudinal set that the
broadcast copywriter will encounter. Most mass consumable prod-
ucts and services do not create a strong enough impression on
people to engender love, hate, or even the interest it would take to
be actively suspicious or skeptical. Such a large number of com-
mercials, PSAs, and other continuity copy fills the airwaves that
audiences can muster little more than a profound indifference to
most of them. The copywriter’s life is a constant battle against this
malaise, a continuous struggle to break through that “so what”
attitude long enough to make an impression and stick in the
memory. Since the ”’so what” audience commands so much of the
copywriter’s time, we need to devote special attention to the tiered
persuasive structure of messages aimed at receivers with this ori-
entation.

PROGRESSIVE MOTIVATION

Though the study of multi-step persuasion is an age-old
phenomenon which predates both broadcasting and the twentieth
century, it acquired one of its most lucid forms in a book called
Principles and Types of Speech by Alan H. Monroe. Monroe coined
the term “Motivated Sequence” to refer to a persuasive process
which, for his purposes, was divided into five steps identified as:
attention, need, satisfaction, visualization, and action.® To Monroe,
one needed first to attract the listener (attention), then identify the
problem (need), give the solution (satisfaction), project that solu-
tion into the future (visualization), and, finally, get the solution
manifestly adopted (action).

While Monroe did apply his Motivated Sequence to several
types of human communication situations, it is clear that the
broadcast message normally does not provide the time to follow a
formula whose precursor is the comparatively leisurely platform
speech. Further, since people are not socialized to give the same
initial attention to a radio or television set that they give to other

3 Alan H. Monroe. Principles and Types of Speech. Third Edition. (Chicago:
Scott, Foresman and Company, 1949), p. 310.
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people, broadcast communicators must devote a greater proportion
of their already scarce time than Monroe’s Motivated Sequence
allows to the matter of heightening that attention—to making
certain that the audience is “with us” before plunging ahead into
the actual selling line.

The more broadcast-oriented Progressive Motivation, on the
other hand, allows more focus on the attention-building process
the better to “reach ‘that “who-cares” radio-television audience
which is not enthused enough (“you bet”), angry enough (“heck
no”’), or glfeptlcal enough (“yes but”) about the s ubject to give it

heed just because an electronic box is attempting to descrxbe it to
them.

Broadcast Progressive Motivation

"The Double-l'f:),rDouble-D, A
Entice

. Engage

. Disclose

. Demonstrate

[T S

. Activate

In other words, we must first attract audience notice (1), which is
usually the job of one of the "HICCUPSS.” Then we must retain
that notice (2) by providing stimuli that involve audience members’
past experiences in a way that gets them to help us construct our
selling scene. Next, we apply this involvement toward the uncover-
ing of a consequent need (a rational appeal) that the listener or
viewer has for our product or service (3). We then illustrate how
our product or service can fulfill this need (4), and, finally, en-
courage the audience to make some overt response (5)—even if it’s
only to remember the name of our product or the call letters of our
station.

The 30-second PSA that follows is a prime illustration of
Progressive Motivation. In fact, the very purpose of many public
service announcements is not just to circumvent the audience’s
“who cares” attitude but rather to directly combat and dispel it.
The numbers in the copy have been added to indicate where each
of the five “Double-E, Double-D, A" steps begins:
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limagine this land as it once was—Iimagine an Indian brave; riding
through the wilderness.

2Now imagine the same scene superimposed over your community
today—

3Don't leave out the litter, the pollution, the noise.
Thinking about litter and pollution won't make them go away. 4But
getting involved can.

For the name of the KEEP AMERICA BEAUTIFUL community volunteer
nearest you 5write: KEEP AMERICA BEAUTIFUL, 99 Park Avenue, New
York, New York 10016.

People start pollution. People can stop it. A public service message of
this station and the Advertising Council.

Courtesy of the Advertising Council, Inc.

Progressive Motivation can fight an audience’s “who cares” atti-
tude in commercial copy too. Here is a spot utilized earlier in this
chapter to illustrate the rational appeal of appearance. It too has
numbers added in order to expose its internal persuasive structure:

1You can always tell what kind of personality a candy has by its color.
2Color can tell you a lot about how a candy thinks. 3Chocolates are
mirky; shifty. You never know exactly what they're in to, but it's usually
something pretty shady. | never could trust chocolates. Other candies
hide their essence under many different colors. With so many colors
in the same bag, the candy has to be pretty scatterbrained. That's bad;
very bad.

4Rainbow Rock Candy Crystals are different. They let truth shine
through. | can always tell what Rainbow Rock Candy is thinking. It's
thinking clean, pure thoughts. It concentrates only on tasting as
sparkling as it looks. 3l like a candy | can trust. And | trust Rainbow
Rock Candy. Why don’t you buy a candy you can trust? Rainbow Rock
Candy. It lets its true personality shine through.

Now turn back to the spots listed below which have also been
used previously in this chapter. Put your own numbers on each of
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these pieces of copy to indicate where the five Progressive Motiva-
tion steps begin. You should discover that, though the proportional
length of each step may vary from message to message, their order
remains fundamentally the same as it strives to penetrate the “who
cares” barricade. Go back and reveal for yourself the Progressive
Motivation structure as utilized in:

the Rock Candy Crystals example of a “safety” appeal

the Spike’s Drive-In example of a “comfort” appeal

“Whatit...”

SFX: STORM What il you were swept up in Whal it you were and blind,
ANNCR: Whatif . .. ? disaster and wanted to I.a’r:ul':yg swim .

What i your tather were dying. and What If your kid were drowning m’."‘,‘“‘,'::z‘ "x,‘:'ﬁ'," C
needed blood What if nobody ca

But somebody does. And the things Bul we think life is worth it .
M Cross cares about cost a lot don’t you?
of money.

e Conducted by THE ADVERTISING COUNCIL m
for The American National Red Cross B

Voluntesr Advertising Agency: J. Walter Company
ad Cross. The Good Neighbaor, vmmmwferrmlmum

Courtesy of The Advertising Council, Inc.
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the Firmstrand Round Toothpicks example of an “information” ap-
peal

the Richton Bank example of a “prominence” appeal

Just to illustrate that the Progressive Motivation technique
can be applied to television as well as radio copy, above is a Red
Cross PSA that leads the “who cares” viewer smoothly through the
process. Add your own step numbers to that message too.

The rational “SPACED" appeals, the emotional “HICCUPSS”
appeals, audience attitudinal analysis, and Progressive Motivation;
all are elements designed to make broadcast copy secure its in-
tended impact and secure that impact within the very brief time
frame allowed by the dynamics of radio and television. When
combined with appropriate and well-fashioned words and phrases,
these devices can make even the shortest pieces of communication
have both relevance and salience for those semi-isolated and
““semicomatose” folks that the copywriter is expected to reach.

Ascertain the type of audience you are striving to reach, both
in terms of its socioeconomic makeup and its predominant atti-
tudinal set. Develop copy goals and strategy based on this set and
then execute this strategy through calculated employment of
compatible rational and emotional appeals. Effective broadcast
copy is neither alluring imagery nor stark product data but an
audience-tailored blend of both. The “Double-E, Double-D, A”
progression may be especially effective with the “so what” audi-
ence, but the SPACED HICCUPSS are equally important with that
group as well as its “you bet,” “heck no”, and “yes but” counter-
parts.






chapter 5

The CDVP Process

Before proceeding to discuss the specifics of radio and televi-
sion writing respectively, it is necessary to lay out some additional
ground rules that apply equally to copy creation for both media. In
an overall fashion, we need to ascertain what we are stiving for,
how to describe and evaluate the results of this striving, and the
nature of the functional and regulatory boundaries within which
the whole game must be played. All of this can be referred to, via
shorthand sloganeering, as the copywriter's “"CDVP PROCESS”;

Creation
Definition
Validation
Prohibition

CREATION

Creativity is probably the most often used and often abused
word in our business. It is used to describe what we intend to do,
how we intend to do it, and what we’ll have when we’re through.
Creativity is employed to excuse our faults and failings ("I just
can’t create whenever I want to.”) and is cited as justification for

83



84 COPYWRITER ACCLIMATIZATION

the ignoring of market realities ("How do they know what’s crea-
tive? They only make the product.”’}). Most importantly, creativity
is what we’re paid to exercise and why we’re paid more than
somebody else to exercise it. So what is creativity?

There are lots of answers to this question and many of them
consume whole volumes on aesthetics. Since we don’t have the
space for that, the following definition is proposed to encompass
the creative tasks faced by the broadcast copywriter:

Creativity-Forging a logical link twixt two previously unattached
subjects.

This is a real-world orientation that serves well the copywriter who
deals in real-world products and services. For, unlike some of art’s
more mystic extremities, the copywriter’s creative product must be
openly logical, must make sense and the same sense, to a very large
number of people on the other side of those radio and television
sets. This is the kind of creativity that everyone has the chance to
bring to his/her life’s work and, therefore, that everybody can
appreciate.

Robert Fulton (hardly an avant-garde hippie) brought this
kind of creativity to bear when he put together a tea kettle’s steam
and a boat’s ability to traverse water. The consequent steamboat
was dubbed Fulton’s Folly—until it worked, until the logical nature
of the link was established. The World’s Fair concessionaire who
ran out of ice cream containers exercised this same sense of crea-
tivity when he bought funnel-shaped cookies from the booth next
door and gave birth to—the ice cream cone. And the copywriter who
had a ball-point pen write right through a thick butter smear got a
no less creative result in the process of proving that pen wouldn’t
skip.

Here are some further examples, some other manifestations
of our definition in action in broadcasting. The "“two previously
unattached subjects’ are spotlighted as is the link, the central copy
point, which logically ties them together:

(proves)
The Boston Pops Orchestra rehearsal and the Boeing 747 jet =
the roominess and comfort of the 747’s interior.
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(proves)
The gorilla and the piece of American Tourister luggage = the
luggage's durability.
(proves)
The monk scribe and the Xerox machine = quality, fine-detailed
copies are “miraculously” easy for the new Xerox machine.
(proves)
The flamenco dancer with the Bic pen on his boot = a cheap
pen can still have a tough point.
(proves)
The six-foot submarine sandwich in the AMC Pacer =  a small car

need not be uncomfortably narrow.

To reiterate, the copywriter’s logical link will also be the central
copy point, will also be the piece of information that we want the
listener or viewer to discern and retain.

Though the above examples all flow from broadcast “com-
mercialdom,” this need for our defined creativity and its central
copy point link is just as pronounced, with results just as effective,
in PSA construction, Page 86 showcases a message for the National
Heart, Lung and Blood Institute. What are the two previously un-
attached subjects? What is the logical-link central copy point?

Another television PSA that also demonstrates our creativity
in action begins on page 88. Isolate its key components, too.

Radio as well as television requires the sort of creativity
we’ve defined in order to make and hold an impression on the
audience at which it is aimed. That radio’s linkage must be engen-
dered entirely through the audio increases not only the challenge
but also the need for a clean, clear relationship that stands out and
draws its conclusion in a memorable way. In this radio PSA the two
previously unattached subjects are contagious diseases and child
abuse. What is the logical linkage this message establishes?

(SFX: SLAMMING DOORS, RAPID FIRE, REVERBERATING)

ANNCR: Behind millions of doors in America, people are trapped
alone—(SLAMMING DOOR) suffering from a contagious
disease; which has reached epidemic proportions. (SLAM)
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1 ($FX: TICKING..GETS
LOUDER AND LOUDER )
ANNCR: (VO} It you've got

High Blood Pressure

-

4. Every yesr hundreds of
thousands of people who know
they have High Blood Pressure

fs@

. Becavte they didn’t think
their High Blood Pressure was
sevious encugh to treat.

10. Unti wddcnly the bomb
explodes. (SFX)

13. Take care a' yow High
Blood Pressurs, ou can
live s nomul humly Ilh

o

\

2 you're mlkln' around with
:'nm bomb ticking away inside
you.

=l

- -
5 die neediessty from heart

disease, strokes and kidney
failure.

P

J

I\

8 You could be dying trom it.
And not know it

11 But it's not too lete to
defuse the bomb.

14 Don't let High Blood
Pressure kill you. Treat it ..
and live.

j

jm
-

3. Ready to Iull of cripple you
at any mom:

2]

J

b

6. And many more become
crippled for life.

9. Because there are usually
no symptoms.

R

~

I? Have your High Blood
ssure treated. Get back on

r medication If you've
pped.

15 A Publl: ?:gium o
message of tat
The Adnnlsln. Councll.

A Public Service Campaign of the Advertising Coundil

NATIONAL HEART, LUNG AND BLOOD INSTITUTE/ U.S. Dept. of Health,Education & Welfare

Volunteer Advertising Agency: DKG. IncCe
Voluntess Campaign Coordinator: Sanford Buchsbaum, Revlon,Inc.

Courtesy of The Advertising Council, Inc.
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The disease can be passed from parents to children and
from those children to the children of the next generation.
(SLAM) Every year, that disease hurts an estimated one
million children. Countless others are emotionally crippled
for life. An estimated eighty percent of America’'s prison
inmates have suffered from the disease. That disease
(SLAM) is child abuse. (SLAM) Child abuse hurts
everybody. But, it doesn't have to happen. With enough
people who care, we could help form crisis centers and
self-help programs. Together, we could help prevent child
abuse.

For more information on child abuse and what you can
do, write: Prevent Child Abuse, Box 2866, Chicago, lllinois
60690. What will you do today that's more important?

A public service message of this station, The
Advertising Council, and the National Committee for the
Prevention of Child Abuse.

Courtesy of The Advertising Council, Inc.

To find examples of radio commercials that likewise exhibit
our creativity characteristics, turn back to Chapter 4 and examine
the following spots. Once again, sharpen your ability to appreciate
true copy creativity by finding both the two subjects and the
linkages which interlock them:

the Rainbow Rock Candy example of a “performance” appeal
the Rainbow Rock Candy example of an “appearance’’ appeal

the Crayola example of a "“sensation” appeal

Is creativity achieved in every commercial and continuity
being broadcast? Just spend some time in front of a radio or
television set with a pencil and paper. Try to detect two previously
unattached subjects and the new, logical linkage between them in
each spot, PSA, and extended piece of continuity to which you are
exposed. You will undoubtedly find a great many messages dis-
cussing subjects that have been not only long related but that draw
identical relationships to those being dwelled upon by same-cate-
gory competitors. Alternately, you may also find copy that strives to
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original “"Share the Ride with a
Friend”* man.

ANNCR: Uh, huh.
NOAH: Two falcons...boy, were
they hard to get aboard.

Uh, you sir, are Noah of Noah's Ark
Fame.

ANNCR: Well, one of the great
things about Carpooling is all the
money you can save.

NOAH: Absolutely!

NOAH: That's right. | had two two snakes and two rhinos get
lizards, two monkeys, two snails, together and share the ride.

ANNCR: Then actually when you ANNCR: That's a current

did do the whole number with terminotogy.
the... NOAH: Yea, O.K. fine.

NOAH: whole number...is that a
thing you say nowadays...?
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ANNCR: So today the best thing
you could advise people to do
would...

NOAH: Share the Ride.

;‘A' »_

ANNCR: Kalaka. Isthat the same...
NOAH: Kalaka, yes. In Babylonian,
that meant carpool.

ANNCR: Oh, yes.

NOAH: Yea.

A public service campaign of the Advertising Council.

N -

ANNCR: Uh, by the way, did you
call it carpooling way back then?

It worked out for us and so when
you share a ride with somebody,
make an animal noise—it's kinda
fun.

\ oy

”

ALONE.

EVERY DAY, IT'SABETTERWAY. BEATS DRIVIN'

YOU'RE GONNA'HAVE MORE FUN
TOGETHER.

SINGERS: DOUBLE UP EVERY
MORNIN' DOUBLE UP GOIN'
HOME AT NIGHT. DOUBLE UP

Volunteer Advertising Agency:
VanSant Dugdale & Company, Inc.

Volunteer Campaign Coordinator: John P. Kelley, The Goodyear Tire & Rubber Company
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construct a new relationship but ends up with a linkage that is
either illogical or unrelated to the message’s central copy point.

Real, functional creativity is difficult to achieve within broad-
casting’s unyielding time limits. If it weren’t, the manufacturers
and humanitarians could turn out their own spots and PSAs. No one
would need the special talent and expertise of the copywriter. And
that could make us very hungry indeed. Creativity, as we have
defined the term, is something always to be reached for if not
always to be attained. Robert Browning’s observation that, "“a
man’s reach should exceed his grasp, or what’s a heaven for?”’ is an
apt encouragement for the copywriter in this regard.

Keep reaching, in every assignment, for that logical link
twixt two previously unattached subjects. Keep in mind that the
link must also be your central copy point and that one of those two
subjects is often, though not always, the product or service itself.

DEFINITION

In the mass communications setting, creativity means very
little if even a small minority of your target audience fails to
decipher the meaning of the terms you've used to achieve it. An
appropriate and logical linkage can seem both inappropriate and
illogical if couched in language that is vague or obscure. It is
therefore most important that the copywriter clearly define the
terms inherent in the subject category with which he is dealing.
The writer must also beware of introducing terms of his own that
are more in need of definition than those he first started out
with.

There are five categories of terms which, when utilized in
your copy, may need to be defined. These categories may be iden-
tified as: abstractions, analogies, generalities, technicalities, and
multiplicates.

Abstractions

Words that lack tangibility are difficult for many people to
deal with because there is nothing that activates their “mind’s eye.”
The undefined abstraction is therefore especially dangerous on
radio where a successful communication requires active participa-
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tion and concrete “picture-building’”” on the part of the listener.
General Electric must always provide a specific and tangible example
of that progress which is their “most important product.” Banks
may talk about customer service, but to little effect without
graphic descriptions of the forms that service takes. The love
stressed in some PSAs exists in a vacuum unless illustrated with
concrete referents of love in action. And since, by their very nature,
public service announcements must contend most often with ab-
stractions, the copywriter should approach PSAs with a special dedi-
cation to be vivid, distinct, and explicit.

Analogies

Many products have been christened with highly symbolic
names by their parent companies. Sometimes these symbolic or
figurative terms may be wonderfully appropriate. For other clients,
however, like the hypothetical “Old Faithful Diaper” account, the
analogy can be ludicrously counterproductive. Either way, since he
normally can’t change the brand name, the copywriter must make
certain that the relevance of the analogy is understood by the
audience, and understood in a way that puts the product in the
most favorable light possible. “The little Zephyr” may be a potent
characterization of the way a fan works, but unless the audience is
made aware that a zephyr is a cooling, west wind, such potency
never materializes. Barracuda may have been a meaningful name
for a fish but, when applied to a compact car, it was hard to
pronounce and dredged up a “gobbling” image that hinted of
voraciousness at the gas pump.

Generalities

Some terms have such broad meaning that, unless we can
stake out the particular phase of the meaning we’re using, our
audience members will be thinking in several, mainly irrelevant
directions. To some pharmaceutical companies, it is essential that
broadcast consumers be aware of the characteristics of a capsule
which differentiate it from other entities within the broader classi-
fication of pills. Likewise, some beauty bar manufacturers are
especially concerned that you not lump their bar of “whatever”
under the general category called soap. Generalities are seldom as
graphic as good broadcast copy requires and may well blur the key
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distinction your product needs in order to stand out from the
competition. Worse, if generalities in your copy are allowed to
multiply, they may give the impression of deliberate vagueness
with a consequent rise in receiver mistrust.

Technicalities

Unless the message is aimed at a narrow and specially edu-
cated audience, jargon-like references can also be counted on to
repel the audience either by making them feel inferior because they
don’t “speak that language” or by making them peeved that you
haven’t cared enough about them to select the “plain talk” they can
understand. If people’s only referent for the term homogenized is
milk, telling them your peanut butter is homogenized will not, by
itself, have a positive or meaningful impact. A skin cream designed
to penetrate the epidermis had better be described in a message
that shows and tells just what that epidermis is.

Sometimes, a technical word or phrase is deliberately enlisted
early in the copy as a means of heightening the seeming impor-
tance of the subject being discussed. This is most often done in
spots promoting products for your body, your dental work, or your
car. Eczema, iron deficiency anemia, plaque, halitosis, hydroplaning,
and rotary power plant are all employed to document the serious-
ness of the communication to follow and thereby to increase con-
sumer attention. But unless you then clearly articulate what type of
malady eczema is, plaque’s character and location, and the fact that
“the Mazda goes hhmmm,” the technicality alone won’t hold
beneficial attention long enough to accomplish your purpose.

Multiplicates

This term is itself a technicality which refers to terms having
more than one use or application. If the members of the audience
think the Malaga Pipe Company turns out products for plumbers
when it in fact makes the kind you smoke, your message won’t
move many meerschaums. In the case of a multiplicate like pipe,
some people might even be imaging flutes and fifes unless you
define that term quickly. With the capability to illustrate from the
very first frame, television can stake out the relevant ground much
more quickly than radio, but it must be staked out nonetheless.
The longer you allow your audience to play mentally with their



THE CDVP PROCESS 923

own favorite referent for pipe, plane, or counterpart words having
multiple meanings (like conductor, organ, and range) the greater
the probability they will be irretrievably off on their own mental
tangents. If your message inadvertently stimulates the listener or
viewer to muse about a keyboard instrument (one type of organ),
he or she will seldom be in the mood suddenly to worry over
a bodily organ’s excess acidity.

Now that we are aware of the kinds of terms that require
definition, we can focus on the available mechanisms for accom-
plishing this definition. Generally speaking, a word or phrase can
lend itself to clarification via any of five methods: negation, loca-
tion, correlation, derivation, and exemplification.

Negation

This is a very old rhetorical device that sets a thing apart by
showing what it is not or by demonstrating the conditions to which
it does not apply. Definition by negation can be a very effective
device for the copywriter since it often lends itself to a highly
developed copy rhythm in which both the sound and the sense
push the message forward:

Not a roli-on, not a creme, new Mennon with Pers-stop . . .

Provided we don’t attempt to “milk” it too long, negation is also an
effective suspense-builder that encourages the listener or viewer to
stay tuned to discover just what the thing is:

If you think it's butter, but it's not, it's—Chiffon.

But definition by negation can also be more subtle. It can be
used to encourage the audience to reevaluate a product or policy in
order to see it in its proper light; in order to see that it applies to
more than what the audience has heretofore been led to believe.
This is the brand of negation used below to explain that the fifty-
five mile an hour speed limit is not just a good idea but, in addition
is the law:
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POLICEMAN: For more than
two years now, people have
been trying to get you to slow
down to 55 miles an hour.

| think those are pretty good
reasons.

Down to the speed limit.

Some of you obviously do, too.
Because some of you have
slowed down.

They've told you that slowing
down will save millions of gallons
of gasoline.

But an awful lot of people, for
one reason or another haven't.

They've told you that slowing
down saves thousands of lives
and they've got the figures to
prove it.

They seem to think the fifty-five
mile an hour speed limit is
something they can take or
leave.
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But it isn't. It's the law,

Not just because it's a good

idea.
(SPEEDING CAR PASSES)

_—
With tickets and fines and ail
the rest, just like any other law.

[ i \
=0 — i i
T — '!' .

But because it's the law.
(CHASES SPEEDER)

From where | sit, there's no way

around it.

A Public Service Campaign of the Advertising Council

Volunteer Advertising Agency: Vansant Dugdale & Company., inc.
Volunteeer Campaign Coordinator: John P. Kelly, The Goodyear Tire & Rubber Company

Courtesy of The Advertising Council, Inc.

The fifty-five mile an hour speed
limit can do a lot of positive
things. And it's my job to make
sure it gets a chance to work.

(Your message here)

:5 open end for local signature
with live voice over.
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Location

This definitional device is the most straightforward and the
least time-wasting of the five methods available. Through its appli-
cation, the meaning of the term is made clear by the context in
which the term is placed, by the words and phrases that precede
and/or follow it:

We pasteurize to purify.

Pinto—Ford's answer to the small car question.

Sometimes, as in the PSA opposite which identifies the term
“nurse practitioner,” the definitional context may encompass most
of the message and will be deliberately underplayed to keep the
definition out of the way of the overall mood the communication is
attempting to establish. This, of course, is a frequent reason for
choosing definition by location in the first place; it is a mechanism
that keeps a low profile while still getting the clarification job
done.

Definition by location can be an important tool in continuity
writing too, since it preserves a sense of unbroken flow and idea
unity while still identifying the term in question. In the following
continuity lyric the listener is fully apprised of just what WMAQ
programming is without the necessity of giving the process of
definition a distracting and pace-slowing profile:

Well | been pushin’ this big ol' heavy rig, and | still got miles to go;

But I'm never lonesome through the night, 1 got Country Music Radio.
Push that button and set that dial on 6-7-0,

And keep on truckin' with WMAQ.

It helps me keep my wheels a-rollin’,
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€. PEACH: | wanted more That's why | became a nurse
out of life than a nine to ractitioner, and why I'm so
tive desk job. nterested in health care.

i

1.

| really love people and | “What's goin® on; how's WOMAN: “Oh, it’s l little
really love heiping them. your eye?™ bit better.” PEACH
“Could | take a look atit?”

t bring heaith care to people the nearest hospital and Th
in areas where doctor may be 40 miles difterent careers in the
away. health field.

Mine took years to learn, 1t's hard work, but the re- A smile, a hug - littia (hlngs
Others just take a few wards make up for it. that say I'm loved an
months. needed.

National National National L
Health Council Health Council Health Counci
Box 40 - Bon 30 Ben 40 -
Radio City Seation Radio Giey Swation Randio Cirv Stason

New York. Y. New York NY B New Nork MY

10om t Jomm oow

m m

ANNCR: Heaith Careers. Write to this address for a free tooklet that tells you all about them. National Health
Council, Box 40, Radio City Statlon, New York 10019, Put your love to work in the health field. A public service of
this station and The Advartising Council.

Votunteer Advertising Agency: Ogilvy & Mather, Inc. 0
Vol [ ign C i : Henry Arnsdorf, The Pr ial # Ci y of America

Courtesy of The Advertising Council, Inc.
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It helps me stay right on the line;
Tells me where it's rainin' and where it's clear,
An’ keeps me right on time.

Well it's a friendly voice through the lonely night while I'm clickin’ off
those miles,

| keep on truckin’, with WMAQ, | keep on truckin’, with WMAQ (repeats
and fades)

Courtesy of TM Productions, Inc.

Correlation

Comparing the term in question to other terms that can be
shown to have a somewhat similar meaning is the process of
definition by correlation. We are attempting to correlate, systemat-
ically and colorfully to connect the less known or less vibrant term
with one possessing much more image potential for our audience:

Like a thousand busy fingers, Lustre Creme goes to work to smooth
wrinkles . . .

Your Fensterwald Credit Card—it's like having a bank in your pocket.

Often, the copy doesn’t articulate both parts of the correlation but
rather provides the audience with only the selected analogy. The
television treatment that follows shows a single tree to be a living
artifact of our country’s history. The vague term “history”’ is not
even mentioned but instead becomes totally correlated with, and
tangibly represented by, the progressive growth of the tree itself
and the sound of the epoch the tree has survived. “History” is
effectively defined and exploited on behalf of the central copy point
without the word itself ever having to be employed.
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Speaking of history, the presentation of a term’s derivation,
of its semantic heritage, is another definitional method. The orig-
inal meaning of the whole term can be illuminated, or we can break

-
ANNCR: {v.0.} In the time it
takes 10 grow a tree, you can
grow a country.

JACK ARMSTRONG, THE ALL-
AMERICAN BOY- “WAVE THE
FLAG FOR HUDSON HIGH";

“ASK NOT WHAT YOUR COUNTRY
CAN DO FORYOQU..."J.F.K.;
COUNTDOWN AND ROCKET
LAUNCH.

m A Public Service Campaign of the Advertising Council
(J

SFX: SOUND MONTAGE: YANKEE
DOOOLE ; LINCOLN'S GETTYSBURG
ADDRESS; OH SUSANNA;

“BENNY WAS BORN IGNORANT
AND HAS BEEN LOSING GROUND
EVER SINCE"...LAUGHTER-- FRED
ALLEN;

ANNCR: (v.0.) But it only takes
a minule 10 wipe out a century.

OVER THERE ; “WE HAVE
NOTHING TO FEAR BUT FEAR
ITSELF"..F.D.R: YOU QUGHTA
BE IN PICTURES

THE FLAT FOOT FLOOGIE ;

JOMN DALY'S RADIO REPORT OF
ATTACK ON PEARL HARBOR:
SENTIMENTAL JOURNEY;

A llash. And nothing. And even
he birds won't come any more.

Smokey Bear Seres 52
CNFF-8260
{tormerly reloased as

On behaif of the U.S. Forest Service, State Foresters, U. S. Depi. of Agricullure FS68-FP55-60)
Volunlm Mnﬂnlng Agency: Fonll. Cone & Belding, Inc. {Los Angeles)

Courtesy of The Advertising Council, Inc.

Jamaes P. Felton, AVCO Financial Services
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down the term into its constituent parts and show the specific
significance of each:

In Europe, where our beer originated, Fassbeer meant draft beer.

When our country was still young, people from both sides of the Alps
came to settle in California. With them came their long tradition for vin-
tage excellence; the /talian-Swiss Colony tradition.

Though a dictionary quotation can sometimes be used to present
the derivation, many audience members will be anything but
captivated by such a boring and stilted approach. It is true that, in
the case of a professional-technical market already interested in the
field from which the term comes, the dictionary blurb may be the
quickest way available to show the word’s heritage. For less well-
delineated target groups, however, a less clustered and cluttered
definition must be utilized in order to retain attention:

Production Note: Gladys is irreconcilably cheery throughout
while Howard is surly and groggy until consuming the product.

GLADYS: Good morning, dear.

HOWARD: What's good about it?

GLADYS: Any morning you can wake up to Ginger Pops is a good
morning.

HOWARD: Ginger who?

GLADYS: Ginger Pops, dear. Fielder’s Ginger Pops. Old-fashioned
gingerbread in a new, round shape.

HOWARD: So what, Gladys? Who needs some off-the-wall Ginger
what—

GLADYS: Pops, dear, Fielder's Ginger Pops. Grandma depended
on Fielder's ginger in her baking. And now they've come
out with these new little nuggets to pop you out of bed
and wake you up right.
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HOWARD: Okay, okay. I'll try the stuff. But I'm in a hurry. Make it
snappy.

GLADYSs: Not snaps, dear, Pops. Fielder's Ginger Pops. They're
ready to eat right out of the box.

HOWARD: Oh, swell.
GLADYS: Or with milk and sugar like this. Here, Howard.

HOWARD: (CHEWING) Hey; this stuff is great! | haven't tasted
gingerbread like this since Mom used to make it for me
and Pops.

GLADYS: Right, dear.
HOWARD: Huh?
GLADYS: Pops. Fielder's Ginger Pops.

Exemplification

Finally, we can define a term by citing examples of situations
to which it applies or, alternatively, by enumerating the essential
components of what the term represents. With the first method, we
help to define Excedrin by saying:

Excedrin is great for relief of mild headache pain. If pain persists, see
your doctor.

Thus, we have been both truthful with our audience and respectful
of the FTC and FDA in citing, in exemplifying, conditions for which
the product is and is not intended.

With the second method, we can illuminate the performance
of the Little Zephyr Fan through an exposition, an exemplification,
of its namesake’s effect and behavior as a gentle, cooling breeze.
We can identify the key characteristics of the original “zephyr”
and thereby also identify the manner in which the product that
preempted the term is promised to perform.

This United Nations Association PSA skillfully blends both
varieties of exemplification by making the operations of the U.N.
(thesituations to which the term applies) and its essential compo-
nents seem as one:
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S