MCGRAW-HILL TELEVISION SERIES

TELEVISION
ADVERTISING

CLARK M. AGNEW
and NEIL O'BRIEN

-

" MCGRAW-HILL BOOK COMPANY

WorldRadioHistory

~
o’

r

i




TELEVISION
PRODUCTION

By RUDY BRETZ

Television Consultant

Production Managzer. \WEPIN

v thoronghle practical cuide, this boo
deseribes the equipment aned naterial
nsed i produding television pruf_{r.un&
It tells about the “tools of the trade!
md the teelmiquoes for their most effee
covering such  things ¥

tive use .

l‘ cameras, microphones, switching copipsd
wrent, graphie materials, scenery, makead

} ap. and hghting, Together with the de
tuiled descriptions of these production

I elements is much ])l'()f(.“si(llhll advice o
their use  what they cane do. and whaf

l they cannot do.
"

T —_—

«cribed . .

conipnent availabile, whethor

dudio or i the field

{70 pages, 30 llstrations

Formerly Producen Dizector, CES "

o af the book is unigue It co
tuins helpful information tor the stugligd
techmician to help him solve scores o
lighting. camern. and  other problk "I
that arise in putting a show on the Aif
At the sume time, the informal  adyick®

the vast amount of techniques deés
the varions wavs of achicy
ing certain effects—will help the creativeg
worker i programming, production. aily
direction, to get the most out of t

in TL“'

YELEVISION
ADVERTISING

By CLARK M. AGNEW

President, Clark M. Aguew & Company, Inc.

and NEIL O'BRIEN
Ldstorial Departinent, J. W alter Thompson Co.

TECHNIQUES OF

Here is your master gnide to television
advertising—a  comprehensive  manual  of
weas and  techniques thut are known to
bring in top results for all aeators, pro-
ducers, and users of television commercials,

You are shown just what goes into pre-
paring a television campuign . how to
write the ditterent types of commercials

.. how storyboards are created, and how
they are used by the ageney, sponsor, and
producer. You'll find specitic pointers on all
phases of live and film production, with
helptul tips on equipment and techniques,
make up. hghting, camera shots, even cost-
cutting!

In cleas-cut terms, o complete rundown
on the structure and personnel ot television
departments in advertising agencies is in-
vl_ud('(l. The book gudes vou every step
of the way through a typical t(']i-\lsi()}n
campaign, from its first mention i the
ngeney through all stages of plaming. pro-
duction,  media  selection,  merchandisinge
md public relations. i

What's more, voull find valuable facte
on television advertising research, includ-
g a thorough discussion of “ratings” a1yl
motivation studies . tacts on the var
ious types of spunsurship, television in muar-
keting, how television is regolated. Loy
budgets are calenlated, impuri.mt advances
much as video tape, color, pav-ty, snl)]im;
mal advertismg . and  mnch,

E

much
e,

An especially valuable  teature of  the
book s its tevisi Ttist icti

i its te l'um(m advertising dictionary
covering all important terms used in the

field-istntly available  for quick
chpengy.

Casy

Mo Grane-THL Télivision Sevirs




television

CLARK M. AGNEW

President, Clark M. Agnew & Co., Inc,,
Television And Radio Consultant-Producers

INC.

McGRAW-HILL BOOK COMPANY,

WorldRadioHistory



McGRAW-HILL TELEVISION SERIES
Donald G. Fink, Consulting Editor

Agnew and O’Brien Television Advertising

Bretz Techniques of Television Production =

Chinn  Television Broadcasting

Deutsch  Theory and Design of Television Receivers

Dome Television Principles

Fink Television Engineering, 2d ed.

Fink Television Engineering Handbook

Fowler and Lippert Television Fundamentals
—Theory, Circuits, and Servicing

Grob Basic Television: Principles and Servicing, 2d ed.

Kiver Color Television Fundamentals

N.T.S.C. Color Television Standards

Wentworth  Color Television Engineering

WorldRadioHistory



advertising

NEIL O'BRIEN

J. Walter Thompson Company

And Instructor in Television Advertising,
Fordham University

New York Toronto London 1958

WorldRadioHistory



That sense functions most swiftly which is nearest to the organ of
perception; this is the eye, the chief and leader of the others. . . .

The eye, which is called the window of the soul, is the chief means
whereby the understanding may most fully and abundantly appreciate
the infinite works of nature; and the ear is the second, inasmuch as it
acquires its importance from the fact that it hears the things which
the eye has seen. s -

Leonardo da Vinci

The Notebooks

Vol. I, Chap. V., and
Vol. II, Chap. XXVIII

Drawing for title page by George de Lara
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This is a book that needed to be written.

To those of us in the advertising
business who had to learn television,
this book explains the technical prob-
lems that often puzzled us, and to those
who were experienced in the technical
end of television, it brings a clear ex-
planation of many things that puzzled
them about the advertising business. So
it should be particularly valuable to top
management, their advertising agencies,
and broadcasting companies. Lack of
understanding makes for much needless
trouble in television, as elsewhere. This
book offers the knowledge that brings
understanding of the other fellow’s prob-
lems, and so can do much to alleviate
them. All those who deal with television

foreword
By JOHN ORR YOUNG

or advertising will find the book ex-
tremely helpful. Particularly useful is the
“Television Dictionary.”

This comprehensive document speaks
with authority because it is based on the
solid experience of its authors, each of
whom occupies a high place in this
powerful system of communication, en-
tertainment, and advertising known as
TV. Here is a new authority which has
sprung from the soil of trial-and-error
and unusual success in the field of tele-
vision, particularly the commercial.

“Television Advertising” is a well-
organized examination in depth of the
whole field of television advertising. As
such it can be read with profit and keen
interest not only by people who earn

vii
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their living in this field but by everyone
interested in television—and that means
a very high percentage of the people of
this country. The book should increase
any viewer’s enjoyment of what he sees
and hears on TV.

Television lives on advertising. To
one advertiser the very word is an image
of costly mistakes and crazy expense—
while to another it means almost miracu-
lous success, faster and bigger than
usually possible with the older adver-
tising media. Today commercials are
brighter than they used to be, and bright
or dull, these advertising messages sup-
ply the funds to pay for the programs
you most enjoy, the ones you search for
when you hopefully twist the dial of
your receiving set.

The viewer-listener finds comfort in
the ease with which any commercial can
be tuned out in less than a second. Ad-
vertisers, realizing that their TV mes-
sages are so easily expendable, are
striving to make their commercials con-
stantly more interesting and effective so
that you will not tune them out.

Commercials tell with interesting pic-
ture and penetrating phrase what the

FOREWORD

bra does for a girl in the way of self-
confidence and allure. The underarm
and breath and their tendency to offend
are familiar sights on TV; the messages
dealing with the speedy relief of pains
and aches assail our weary eyes and
ears; the persistency of cigarette and
beer commercials make smoking and
drinking a bit too attractive to the
kiddies. But the benefits from TV out-
weigh the negative qualities of this
phenomenal force at work in your home.

Television is such a wonderful bar-
gain in low-cost entertainment that
viewers are inclined to be fairly tolerant
of some of its weaknesses. And it is such
a bargain in education for rich, poor,
old, and young that my gratitude ex-
tends to the advertiser, the broadcasting
company, and the advertising agency
who together bring into your home this
robust adolescent member of the $10
billion advertising family. TV is in the
process of growing up and gaining
maturity. It is destined to play an even
more dynamic part in our lives and in
world affairs, an important reason for
my enthusiasm for this interesting and
comprehensive book.
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This book is intended to provide, in as
simple and nontechnical a manner as
possible, comprehensive coverage of
both theory and technique in television
advertising, including relevant back-
ground material (theory and practice)
on advertising in general.

All prominent recent advances are in-
cluded, such as video tape recording,
color television, pretesting, pay televi-
sion, and subliminal (or “invisible”) ad-
vertising.

The experienced professional will find
the book a comprehensive ‘“refresher
course” and a handy reference for day-
to-day use. Further, if his associates who
are less experienced read it, the book
should spare him the need to make long
and often complicated explanations of

introduction

his work. Much time and money have
been wasted simply because television
has grown so fast that many advertisers
and agency people have not had a
chance to educate themselves properly
in the subject.

The beginner will discover, in the
book, a great many practical aids. He
will learn how to create or adapt cam-
paigns for television; how to write com-
mercials; how to prepare and use story-
boards; how to supervise commercial
production and other associated skills.

The general reader, it is hoped, will
feel that a whole new world has been
opened to him. Much that has been
widely circulated about advertising is
false. Movies and popular novels have
presented a distorted picture, especially

ix
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of television advertising. But many of us
who are intimately involved with it con-
sider that the truth about television ad-
vertising is even more fascinating than
the fabricauons.

Educators will be interested to know
that, over the five years during which it
was being researched and written, the
book served as the basis for a course in
television advertising at Fordham Uni-

INTRODUCTION

versity. It might be added, in this con-
nection, that the most useful comple-
mentary instructional materials are
sample scripts, storyboards, and film
commercials illustrating various tech-
niques discussed in the book. Instructors
should be able to obtain these on loan,
without too much difficulty, from adver-
tising agencics and film production com-
panies.

- - - " CLARK M. AGNEW
NEIL O’BRIEN
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One day a number of years ago an ad-
vertising-agency executive telephoned a
motion-picture producer and said, “We
have a client who wants a television
commercial on film. Will you take care
of it for us?”

“Certainly,” the producer replied,
eagerly. “Just send over the script and
we'll get right to work.”

“Script!” echoed the advertising man
in dismay. “But you will have to pro-
vide the script. After all, we’re not mo-
tion-picture people.”

“Oh, I appreciate that, all right,” re-
turned the producer, “but then, on the
other hand, we’re not advertising peo-
ple, either!”

This dilemma has occurred often in

1: nature and purpose

television advertising. Before television,
few advertising agencies were acquainted
with techniques in film or “live” pro-
duction, and few motion-picture pro-
ducers felt it necessary to explore the
mysteries of advertising. There was, as
there continues to be, a certain amount
of advertising on film for motion-pic-
ture theaters; but this did little to pre-
pare either group for the avalanche of
film commercials demanded by televi-
sion. The motion-picture producers
were, in one sense, more fortunate than
the agency people, because they had
only one new skill to learn—advertising;
those in advertising faced the consider-
able task of learning two skills—motion
pictures and live television. Critics of

Note: Superscript numbers, by chapter, refer to Reference section of Appendix.
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television advertising might be kinder if
they realized that this has not been easy
and that remarkable advances have been
made in a comparatively brief time.

Growth

Television advertising in the
United States started on July 1, 1941,
with a live Bulova time signal at 8 A.M.
over WNBT, New York. The Federal
Communications Commission issued the
first grant to WNBT (later WRCA-
'TV), and shortly afterward authorized
several more, including WCBW (later
WCBS-TV), New York, WRGB, Sche-
nectady, WPTZ, Philadelphia, and
WBKB (later WBBM-TV), Chicago.

Previous to that, as early as the
1920s, several stations had been broad-
casting experimentally, without com-
mercials. By May of 1942, ten com-
mercial stations were on the air and six
of these continued to broadcast during
the war. The first network commercial,
again over WNBT, was a Gillette com-
mercial, June 19, 1946, on the occasion
of the second Louis-Conn fight in the
Yankee Stadium, and was carried by a
network of four stations.

On September 30, 1948, the FCC im-
posed a “freeze”—it stopped authoriz-
ing new stations because some of those
already on the air were interfering with
one another. It became clear that the
twelve channels assigned for commercial
broadcasting (Channels 2 to 13—1 was
reserved for special nonbroadcast use)
would not be sufficient for the number
of stations needed for adequate coast-to-
coast television coverage. All those with
permits, however, even though con-
struction had not started, were allowed
to go ahead if they cared to. As a result,
when the “freeze” was lifted, April 14,
1952, there were 109 television stations
broadcasting commercially in 65 major

TELEVISION ADVERTISING

markets to more than 17 million

families with television sets.

COMPARISONS WITH
OTHER MASS MEDIA

Television has much in common with
other communication media, notably
newspapers and magazines, radio, the
theater, and motion pictures, especially
educational motion pictures.

Print

Newspapers and magazines com-
municate by means of print: printed
pictures and words. The pictures of
course are static; they do not move.
Ordinarily a picture requires a certain
amount of explanation, a caption that
identifies people and objects and gives
other pertinent information. The bulk of
the information or entertainment is con-
veyed by words in the story; the pictures
serve mainly as illustrations of key
points in the narrative.

Television, on the other hand, is
basically a method of mass communica-
tion by means of pictures in motion,
with the audible part of the broadcast—
words, music, sound effects—fortifying
the visually presented material. Televi-
sion is, or can be, much closer to reality.
It can bring to the viewer an actual
event—a baseball game, a political con-
vention, a congressional hearing—with
a far greater sense of participation or
immediacy than could possibly be ob-
tained through reading about it in a
newspaper or magazine.

This clearly has an important bearing
on advertising. Most advertisers feel
that, if only they could arrange for every
prospective customer to try their prod-
ucts, actually to use them, to test them,
they would sell a great many more of the
products than they do. Television has

WorldRadioHistory



nature and purpose

not been able to bring actual products
into the home, but it certainly comes
closer to it than print can. The viewer
can be given a strong sense of reality, of
being a silent witness, as the product is
shown and demonstrated.

Opposed to this advantage is the fact
that a prospective custonmer may some-
times be more impressed by a product
that he has heard about but not seen in
use than by a product he has seen
demonstrated somehow unfavorably.
Also, many products are so familiar that
he may feel that seeing them is less im-
portant than getting certain information
that he perhaps would prefer to read
and study at his leisure.

This brings us to another quite sig-
nificant difference between print and
television. A newspaper or magazine is
a thing that a reader can hold in his
hands, carry, and read almost when and
where he pleases. He can keep it avail-
able in his home as long as he wishes; he
can clip from it a story or advertisement
that interests him. He can hand it on to
friends; he can borrow it from friends;
he can see it in the public library. He
may come across a magazine or news-
paper casually in a train or on a plane
or in any of a thousand ways, and see
and be impressed by an advertisement.

This sort of distribution and commu-
nication does not occur with television.
Television is evanescent; any presenta-
tion has a briefer life, from the view-
point of the individual reader or viewer,
than a similar presentation in print. A
viewer who does not see a television
show or advertisement when it is on the
air may never again have an opportunity
to see it, even though he might like to do
so very much. There are often repeat
showings of outstanding programs—and
certainly commercials frequently are re-
peated—but even so, these repetitions

3

are not under the control of the indi-
vidual viewer. He cannot arrange the
showings to suit his convenience. He
must be ready when the production is
on the air because it will not and cannot
wait for him.

Furthermore, if he wants a memo-
randum of something in a program or
commercial, he must make the memo-
randum himself; he cannot clip it out of
the telecast version as he can clip some-
thing out of the newspaper. Similarly, if
something escapes him on the television
show, he cannot roll back the program
and go over it again; unless it is repeated
it is lost to him forever. These consid-
erations are important to keep in mind
in the preparation of any material—
program or advertising—for television.

Radio
Television is similar to radio in
several important respects. A great

many owners of radio stations also own
affiliated television stations; the major
networks are the same for both; the
methods of buying and selling time are
the same; the usage on the part of the
public, in receiving programs free on
sets in the home, is the same; most ad-
vertisers and their agencies are the same;
many program producers work in both
fields. Technically, television has simply
added a second transmission system,
carrying a visual signal, to the already
existing radio system.

This close connection between the
two media has been extremely valuable
in the development of television. Radio,
comparatively, was quite slow in de-
veloping. Starting in the early twenties,
radio required more than a decade to
establish itself as an advertising
medium; even in the late thirties, radio-
time salesmen frequently were chal-
lenged to prove that radio had worth-
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while selling power. Radio, in the
beginning, had been considered simply
an improvement on telegraphy as a
means of communication; the thought of
using it for advertising was quite radical.
So it took time to explore and develop
that possibility. But those years of
struggle and experiment paid off not
only in the eventual enthusiastic accept-
ance of radio for advertising but,
later, in the almost immediate accept-
ance of television as a medium for ad-
vertising. The value of the basic theory
was well established by the time com-
mercial television came on the scene in
1941.

However, as against that advantage,
television has suffered one rather seri-
ous disadvantage through its kinship
with radio. The disadvantage is that
nearly everyone accustomed to working
in radio has tended to emphasize the
words rather than the picture in televi-
sion. The result has been that a great
many television commercials actually
have been only radio commercials per-
formed in front of the camera. The

Radio: Sense of hearing only.

TELEVISION ADVERTISING

visual possibilities have been neglected.
But the visual is by far the more im-
portant of the two elements—sight and
sound—in television. So the medium,
obviously, is not being used to best ad-
vantage where the principal emphasis is
on the words rather than on the pic-
tures.

Today a constantly increasing amount
of attention is being devoted to the pic-
ture in television, and there are vast pos-
sibilities still to be explored. Much can
be learned about picture values and
techniques through study of the theater
and of film motion pictures. Still, it must
be kept in mind that television cannot
be equated with the theater or with the
movies any more than with radio; it is
sui generis, a new medium of its own
kind.

To the astonishment of many, radio
has not been destroyed by television.
Far from it. More radio sets are being
sold than ever before, and new horizons
are opening for the continued use of
commercial radio. Radio has become
almost ubiquitous in the United States.

A

Television: Sense of hearing plus sense of sight.

WorldRadioHistory



nature and purpose

This is due partly to a tremendous in-
crease in out-of-home listening, at work
and at play, much of it on portable sets
and car radios, and partly to the circum-
stance that most families now have
more than one radio set in the home; in
many families at least one set is operat-
ing practically all the time. The family is
awakened by radio; the housewife does
her housework to radio; the children
study their homework to radio accom-
paniment; father reads his newspaper
with radio background; and, at long
last, after the sole remaining listener has
drifted off to sleep to its music, the bed-
side radio automatically shuts itself off.

Television does not, and probably
cannot, duplicate this all-pervasive serv-
ice. Radio can provide a background of
sound that does not interfere with other
activities, but television demands atten-
tion to itself. To enjoy television fully,
one must look at the set. A viewer who
steps out of the room only momentarily
usually feels uncomfortable at missing
whatever is being shown on the screen.
Perhaps he hears audience laughter or a
sound effect that indicates interesting
action; probably the most tantalizing of
all, he suddenly, unexpectedly, hears
nothing whatever. It is a sternly dis-
ciplined viewer who can resist hurrying
into the room when that provocative
silence occurs.

Because television demands such com-
plete attention, the viewer who would
like to do something else at the same
time—replenish a drink, perhaps, frost
a cake, or change the baby—usually
tries to do it during what he considers a
point of low interest in the program.
Regrettably, from the point of view of
the advertiser, this often is while the
commercial is being broadcast. This in-
tensifies the tendency, already men-
tioned, to emphasize the words rather

5

than the pictures in television commer-
cials, the assumption being that a viewer
who has left the room but not the
vicinity still can be reached by a verbal
sales message. This is no doubt true, but
it seems to reflect a somewhat defeatist
attitude that is not in keeping with the
usual confident spirit in advertising. One
would expect, rather, that the situation
would be regarded as a challenge; if a
viewer can be kept in his seat by pic-
tures in the program, those in advertis-
ing should see to it that he is riveted to
his seat by pictures in the commercials!

Both radio and television often “in-
tegrate” commercials—that is, weave
them into the fabric of the show so there
is no clear dividing line between com-
mercial and noncommercial content. In
print, on the other hand, the practice is
quite different. Integration is not per-
mitted. Ordinarily, of course, an ad-
vertisement in a newspaper or magazine
is clearly identifiable as such, but
where any doubt might exist it is
dispelled instantly by the word “adver-
tisement” printed at the top or bottom
of the page. Editorial and advertising
content are kept primly separate. It was
not always thus, but is today in all
reputable publications.

All of our big-circulation newspapers
and magazines, like radio and television,
are supported by advertising, but the
editorial features in publications, unlike
radio and television programs, are not
individually sponsored. Advertisers feel
that sponsorship of programs is advan-
tageous; they will risk criticism or blame
for program content on the expectation
that they will please most viewers and
will be given credit for it. However, the
value of sponsorship to an advertiser,
relative to the value of the commercials
themselves, is difficult to estimate.

Both radio and television also differ
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from print in that they often are group
activities; the whole family can listen to
radio or watch television at the same
time. This, of course, is not feasible with
a publication. According to psychol-
ogists there is a heightening of interest
through such group participation. On
the other hand, there is likely to be less
concentration on the material being
presented where a group is involved
rather than an individual.

The most noticeable difference —be-
tween television and radio is that tele-
vision makes use of the sense of sight as
well as that of hearing, whereas radio of
course communicates entirely through
sounds. The print media are confined to
communication through sight. Television
not only combines the two but adds mo-
tion to the kind of visual communication
available to newspapers and magazines.

Over the years there has been much
research on the relative value of com-
municating through sight and through
sound. The answer, perhaps not surpris-
ingly, appears to be that sight is superior
to sound and that a combination of sight
and sound is superior to either one
alone.

Lucas and Britt, in Advertising Psy-
chology and Research, remark: “Vision
is usually considered to be the very last of
the traditional senses which the average
person would give up, if he had to make
a choice. Our sense of sight provides
contact with a large universe, guides our
steps, and provides a variety of pleasant
stimulations. The eyes operate almost
continuously during our waking hours
and contribute enormously to our con-
scious thought processes.

“Sight plays such a prominent part in
the mental life that the field of vision is
sometimes considered almost synony-
mous with the field of attention.” Con-
tinuing, they quote a psychologist, M.

TELEVISION ADVERTISING

Metfessel, as declaring: “Sixty-five per
cent of the knowledge of the normal
human being is assimilated through his
eyes. Twenty-five per cent is obtained
through auditory experience. The re-
maining ten per cent is attributed to the
other senses—touch, taste, and smell.”
They conclude with the statement: “It is
certainly more effective to present an
idea through two sensory avenues than
just one. The more kinds of sensory_im-
pressions; the”better. The medium of
television, of course, carries its impact
to both the eye and the ear.”

H. L. Hollingworth, in The Psychol-
ogy of the Audience, refers to an experi-
mental memory study that resulted in
the following conclusions on material
presented in three ways: spoken only,
seen only, and seen and spoken. It is
important to keep in mind that the visual
material in this study consisted only of
still pictures, so it does not reflect the
full impact of pictures in motion.

. Recalled
Immediately after
[}
recalled, % 3 days, %
Spoken only..... 71 10
Seen only....... 72 20
Seen and spoken 86 65

In 1933 Frank Stanton, later presi-
dent of the Columbia Broadcasting Sys-
tem, conducted research at The Ohio
State University into whether radio or
print is superior for advertising purposes.
His conclusions definitely favored
radio; the advantage of the auditory
method, in respect to pure recall, was
76 per cent, and amounted to 67 per
cent in aided recall. This project some-
times has been cited, erroneously, as
indicating an advantage for sound over
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RECALLED
AFTER 3 DAYS

SEEN
AND
SPOKEN

sight in television. In the first tests made,
the visual portion was represented by
advertisements without any illustrations
at all and, although illustrations were
used in later tests, they were not, of
course, pictures in motion. No tests were
made combining sight and sound.

Perhaps the most convincing meas-
ure of the relative importance of sight
and sound in television lies in net-
work practice. The networks, in making
rebates, consider the proper ratio 3 to
1 in favor of sight: if the picture is lost,
75 per cent of the cost is rebated; if
only the sound is lost, the rebate is 25
per cent. And, with this argument from
finance rather than from academic re-
search, we will leave this phase of the
subject for the present.

The Theater

Many live television programs and
commercials are produced in theaters
converted to television use. Most often
these are musical, variety, comedy, and
audience-participation shows where a
live audience is desirable; most dra-

matic shows avoid a live audience be-
cause it is felt that audience reactions
would probably be disturbing to home
viewers.

In any case, although live television
has borrowed certain elements in pro-
duction from the theater, especially the
kind of scenery used and various light-
ing effects, there are several important
respects in which the two differ mate-
rially.

In the first place, even though a
studio audience may be present, the
principal audience for a television show
is outside the studio and is made up, for
the most part, of small groups of people
or single individuals in homes. These
people ordinarily view the program quite
informally; they can dress as they please;
they can drink, smoke, talk, get up and
leave whenever they feel like it, argue
back to the television set, interpose their
own commentary, and, finally, if they
feel sufficiently displeased, switch to
another program or turn off the set en-
tirely. This is notably different from the
usual situation in the theater.
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Again, a person in the theater must
watch the production from the same
point of view throughout; even if he
changes his seat, his point of view is not
materially altered. But the point of view
from which a person sees a television
show constantly changes, switching from
one camera angle to another. In the
early days of television it was not un-
common to follow the theater in keeping
the point of view largely the same
throughout a production, but this proved

—50 static and uninteresting that it was
soon abandoned in favor of the motion-
picture technique of changing from one
point of view to another as the story
progresses.

An actor in the theater must raise his
voice to be sure to reach the balcony
and, for the same reason, must exag-
gerate many gestures and actions. In
television, because the camera and
microphone can approach as closely as
desired, there is no need to exaggerate
at all.

A similarity between live television
and the theater is that a performance
must be completed in one continuous
presentation; if a mistake is made it is
made publicly; there is no opportunity
to select only the best of several versions
for public presentation, as can be done
in film production. Each performance
must stand or fall on the version that
is presented at that time. In a dramatic
program, this generally requires memo-
rizing all the dialogue and action for the
entire play, although cards or other
prompting devices sometimes are used
in television and a certain amount of
prompting may also be done in the
theater. Some actors, directors, and crit-
ics believe there is an advantage in the
continuous-presentation method over the
motion-picture technique in that it pro-
vides an opportunity for the actor to

TELEVISION ADVERTISING

become immersed in his part and, there-
by, build the dramatic tensions in the
play better than he could with the con-
stant interruptions necessary in the film
method.

A (difference between live television
and the theater in this respect is that
actors in television must overcome the
distractions of cameras moving in close
to them and of stage-hands and tech-

nicians working_in the_immediate vi=——

cinity " during the performance. Also,
where no audience is present during a
live television show, there is missing the
subtle psychological interplay between
actors and audience that is considered
important in the theater.

Live television is not by any means
“live” in the same sense as the theater.
To most of the audience, the viewers at
home, performers are only moving
shadows on the screen. The illusion of
reality may be so great that this is for-
gotten for a time, but obviously there is
a considerable psychological difference
between a performer’s appearing in per-
son and his being seen only in a picture
on a screen.

It is possible today to produce motion
pictures so compatible with the tech-
nical requirements of the television sys-
tem that only an expert can tell that it
is not live performances that are being
seen. Ironically, it sometimes is evident
that film is being used only because of
an increased illusion of reality: motion-
picture scenery usually is sturdier and
more convincing than television scenery,
and action is less restricted.

Motion Pictures

That a home viewer sees even live
television as a motion picture points up
a fundamental similarity between tele-
vision and film. Camera techniques,
microphone handling, the use of optical
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and other special effects have been
adapted by television directly from mo-
tion-picture production.

Motion pictures went through an evo-
lution which was repeated by television
with remarkable fidelity in a sort of
speeded-up or condensed version. When
sound movies first came into use, mo-
tion-picture producers did exactly what
television producers did later: they sim-
ply photographed stage plays. The con-
sequence was that there was relatively
little visual interest and main emphasis
was on dialogue. This proved so sopo-
rific to audiences that a change clearly
was indicated. Fortunately, the basic
principles necessary to hold an audi-
ence visually with motion pictures had
been developed long before in the silent
days; so these had only to be reapplied,
putting the sound track in its proper
and valuable secondary role.

The difficulties encountered by writers
accustomed to working only with words,
rather than principally with pictures in
motion, were excellently described by
F. Scott Fitzgerald in his novel The
Last Tycoon. The episode concerns a
famous novelist, a Mr. George Boxley,
who was brought to Hollywood to write
movies but after trying for a long time,
still could not seem to master the tech-
nique. Desperately, at last, he called on
Monroe Stahr, the producer, to unbur-
den himself of his troubles. The story
continues:

“I can’t get what I write on paper,”
broke out Boxley. “You’ve all been very
decent, but it’s a sort of conspiracy.
Those two hacks you’ve teamed me with
listen to what I say, but they spoil it—
they seem to have a vocabulary of about
a hundred words.”

“Why don’t you write it yourself?”
asked Stahr.

“I have. I sent you some.”

“But it was just talk, back and forth,”
said Stahr mildly. “Interesting talk but
nothing more.”

Now it was all the two ghostly attend-
ants could do to hold Boxley in the
deep chair. He struggled to get up; he
uttered a single quiet bark which had
some relation to laughter but none to
amusement, and said:

“I don’t think you people read things.
The men are duelling when the conversa-
tion takes place. At the end one of them
falls into a well and has to be hauled up
in a bucket.”

He barked again and subsided.

“Would you write that in a book of
your own, Mr. Boxley?”

“What? Naturally not.”

“You'd consider it too cheap.”

“Movie standards are different,” said
Boxley, hedging.

“Do you ever go to them?”

“No—almost never.”

“Isn’t it because people are always
duelling and falling down wells?”

“Yes—and wearing strained facial
expressions and talking incredible and
unnatural dialogue.”

“Skip the dialogue for a minute,” said
Stahr. “Granted your dialogue is more
graceful than what these hacks can write
—that’s why we brought you out here.
But let’s imagine something that isn’t
either bad dialogue or jumping down a
well. Has your office got a stove in it
that lights with a match?”

“I think it has,” said Boxley stiffly,
“—but I never use it.”

“Suppose you’re in your office. You’ve
been fighting duels or writing all day
and you’re too tired to fight or write
any more. You're sitting there staring—
dull, like we all get sometimes. A pretty
stenographer that you've seen before
comes into the room and you watch her
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—idly. She doesn’t see you, though
you're very close to her. She takes off
her gloves, opens her purse and dumps
it out on a table—"

Stahr stood up, tossing his key-ring
on his desk.

“She has two dimes and a nickel—
and a cardboard match box. She leaves
the nickel on the desk, puts the two
dimes back into her purse and takes
her black gloves to the stove, opens it
and puts them inside. There is one match
in the match box and she starts to light
it kneeling by the stove. You notice that
there’s a stiff wind blowing in the
window—but just then your telephone
rings. The girl picks it up, says hello—
listens—and says deliberately into the
phone, ‘I’ve never owned a pair of black
gloves in my life.” She hangs up, kneels
by the stove again, and just as she lights
the match, you glance around very sud-
denly and see that there’s another man
in the office, watching every move the
girl makes—”

Stahr paused. He picked up his keys
and put them in his pocket.

“Go on,” said Boxley smiling. “What
happens?”’

“] don’t know,” said Stahr. “I was
just making pictures.”

In that scene six basic points are
made that apply just as much to tele-
vision advertising as to Hollywood mo-
tion pictures:

1. Disdain for the medium is not
helpful.

2. The main emphasis should be
on what is seen, not on what is
heard, although what is heard
may also play an important part.

3. Violent action is not always
necessary.

4. Continuity of interest is essential.
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5. Unity is a supreme virtue, and
SO Is
6. Simplicity.

Every television commercial that is
making the best use of the medium re-
spects all these points.

There are differences, too, between
television and motion pictures that must
be considered. The quality of the tele-
vision-picture "is not up to that of mo-
tion pictures: the clarity of detail is not
so great, nor is the range of contrast.
Again, the usual television screen is not
so large as the usual motion-picture
screen, although it may soon be feasible,
through the use of “light amplifiers,” to
enjoy television on tubeless screens of
unlimited size. At present, the television
screen is relatively small, generally not
more than 21 inches.

The size of the screen and the fact
that it is in the home combine to create
an atmosphere of intimacy about tele-
vision that is lacking in larger-screen
motion-picture presentation in theaters.
This intimacy is reinforced by a similar
tradition in radio. The psychological cor-
relation between the two is inescapable
because television has followed the pro-
gram pattern of radio to such an extent
that many television shows are no more
than radio shows with cameras. As we
have mentioned previously, this is also
true of a number of television commer-
cials.

Television news shows have lagged
somewhat behind dramatic shows in in-
creasing visual interest (early movie
newsreels, like television, presented com-
mentators sitting at a desk reading the
news), but this, no doubt, is largely
due to the physical difficulty of getting
films of distant events to stations while
the news is fresh. Theater newsreels
have not been faced with so severe a
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challenge, since ordinarily they provide
new material no more than twice a week.
In spite of this, television news shows
have accomplished wonders in increas-
ing their visualization of the news, and
are constantly bettering their previous
efforts.

Television has a time problem incom-
parably greater than that in motion pic-
tures. A motion-picture theater repeats
the same film over and over again all
day, but a tclevision station must pre-
sent new material constantly, with only
a very small amount of repetition. This
requires production activity on a scale
that dwarfs anything that has ever been
attempted by Hollywood. Let us con-
sider for a moment. The average, estab-
lished television station is on the air

1"

approximately sixteen hours a day. In
the year 1951, before 3-D and wide
screens seriously interrupted production
schedules, Hollywood produced a total
of 432 feature pictures. The average
feature runs about eight reels, or eighty
minutes, in length. This means that, if a
television station had access to the total
feature production of Hollywood and
ran it continuously, a year’s production
would last only thirty-six days!

Of course Hollywood produces much
more than features, but, even consider-
ing short subjects, cartoons, serials, and
the rest, the total Hollywood production
for theaters still would be but a morsel
in the monster maw of television. So, in
respect to the sheer mass of new ma-
terial daily presented to the public in

TV programming for average station: 5840 hours per
year.
Total Hollywood production for theaters in an average
year (1951): 576 hours.
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terms of motion pictures with sound,
television, young as it is, has already far
outstripped the older medium. Quality,
to be sure, is another matter, but in that,
too, television has been making giant
strides.

Most feature pictures and most televi-
sion shows are presented primarily for
entertainment; so, in some respects, pro-
duction techniques applicable to them

do not apply to television-advertising.

Since the usual purpose of advertising is
to persuade or to induce action, it ap-
pears that, in its nature, television ad-
vertising is perhaps closer to educational
motion pictures (via both film and tele-
vision) than to entertainment programs.
The aim of visual aids in education is
to impart information convincingly in
such a way that it will be remembered
as long as possible. The information and
memory elements apply also to television
advertising.

Educational Motion Pictures

Training films have been used for
many years in education, and especially
since World War II, in which they were
extensively used in the urgent business
of converting civilians into an effective
military force. Particularly where facili-
ties for the proper demonstration of a
technical device have not been widely
available, training films have proved in-
valuable; but, even where competent in-
structors and adequate facilities are on
hand, training films often are employed
to good effect. They are intended not
as a replacement for but as a sup-
plement to the teacher in the class-
room.

If we could consider that television
advertising is intended to supplement
rather than replace the salesman in the
store, we would have a parallel in that
respect. To some extent this is true;
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television advertising ordinarily does not
comprise the entire selling effort for a
product. There are many other forms of
advertising, and usually some in-person
salesmanship is needed, too, although,
as we shall discuss later, the growth of
self-service stores and the increasing in-
fluence of brand advertising have pro-
gressively lessened the importance of the
salesman in the store.

However, even though television tie-
ins frequently are used as point-of-sale
merchandising aids, the salesman in the
store rarely (at least as yet) employs
television commercials in the store to
help him make sales to customers. In
fact, the whole atmosphere in which
television commercials operate in rela-
tion to the audience is quite different
from that in which educational motion
pictures function.

Commercials ordinarily are consid-
ered by the small, home-viewing group
that sees them to be merely an inter-
ruption of the entertainment. Educa-
tional films, on the other hand, are
viewed by a somewhat larger audience
grouped in a classroom, and are con-
sidered to be a treat, a diversion from
usual classroom methods, unless the
technique is used so regularly as to be
commonplace. Probably it is safe to
say that initial reception of an educa-
tional film is almost always more favor-
able than of a television commercial. On
the other hand, the educational film has
the formidable task of maintaining inter-
est over a much longer period of time.
If a commercial can immediately cap-
ture the interest of the audience, it may
well present its message and be gone
before that interest is dissipated. The
training film must constantly stimulate
new interest, or its audience, as educa-
tors often ruefully observe, may fall into
a blank, open-eyed trance, or even
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frankly and sound
asleep.

An instructor, in person, or a sales-
man, in person, has an opportunity to
change his tactics if he sees that he is
losing the attention of his audience. He
can instantly switch to a different aspect
of the subject, which he hopes might be
more appealing; he can raise or lower
his voice; he can gesture; and he can
ask questions, which demand attention.
In brief, he can suit his presentation to
the attitudes and moods of his imme-
diate audience. Most important, per-
haps, he is in a position to answer a
question the instant it is raised. This is
usually impossible and at best difficult in
a film or television presentation either
for training or sales.

In this connection it is interesting that,
in a study conducted by Fordham Uni-
versity in collaboration with the U.S.
Navy Special Devices Center at Port
Washington, Long Island, a special talk-
back microphone was installed in each
classroom so that trainees could ask
questions of the television instructor who
was lecturing in person at the broad-
casting station. It is not impossible that
some day, with further progress in elec-
tronic communication, viewers may be
able to ask questions of someone appear-
ing in a television commercial while the
commercial is on the air. If and when
that occurs, advertisers will be interested
in this part of the report made by the
evaluation staff of the study mentioned:

“Experience with the talk-back cir-
cuits was not very satisfactory. The main
trouble was that most of the questions
asked of the television instructor were
trivial. Some ‘screening’ of questions will
be necessary if good use is to be made
of network time for question periods.”

One can imagine the sort of questions
that might be asked during certain tele-
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vision commercials. The prospect is
diverting, but also appalling, to con-
template.

Other comments of the cvaluation
staff were to the effect that the trainees
enjoyed the programs and that more
visual emphasis and better production
techniques are needed:

“The staff felt that more use of the
visual aspects of television would have
improved the programs. The television
picture of a speaker is more interesting
than his voice alone, but it is unques-
tionably better, when the speaker is
talking about a mechanism, to have the
operating mechanism—or a model of it
—shown instead of a picture of the
instructor. . . . Angle shots frequently
distorted charts and blackboards.
Charts or models stayed on the screen
too short a time for the trainees to grasp
their meaning, or too little attention was
paid to the density of ideas or new
words.”

Such considerations as these certainly
have a bearing on similar problems in
television advertising. For example,
many commercials have consisted sim-
ply of an announcer talking to the
camera while he holds up or points to
the product advertised. Increased visual
emphasis assuredly would be beneficial
in these cases. A considerable amount of
information bearing on this point exists
in research done on the use of training
films during World War II. In their
evaluation study of that immense proj-
ect, Hovland, Lumsdaine, and Sheffield
point out:

“Where the pictures on the screen
showed only the narrator speaking, in-
terest tended to be relatively low; when
real shots of action were used to illus-
trate what the commentary was describ-
ing, interest tended to be high. . . . The
results with respect to speeches and
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close-ups of the narrator talking may well
have applicability for teaching films in
general.

“A not infrequent practice of Army
training films was to devote portions of
the film to showing an instructor in
close-up while he proceeded to explain
the points in lecture fashion. This might
be an effective method if the speaker is
a very well-known and prestigeful or
relevant personage who could not be
presented in person and would be gen-
erally available only through the medium
of motion pictures. But if the speaker is
simply an unknown instructor or an
actor playing the role of instructor, this
device of showing him lecturing in close-
up—while it is a very simple and inex-
pensive expedient in production—prob-
ably does not at all capitalize on any of
the special characteristics of film pres-
entation.”

It would seem to be a possibility war-
ranting consideration that the use of an
unknown announcer in a similar ca-
pacity “does not at all capitalize on any
of the special characteristics” of televi-
sion presentation.

Most salesmen on television, if not
completely unknown, are only known
vaguely as announcers, except, of
course, the few “well-known and pres-
tigeful or relevant” personalities, such
as Arthur Godfrey or Betty Furness.
Some advertisers hope, no doubt, that
their own television salesmen will, in
time, achieve comparable stature. Some
of them probably will, but in the mean-
time a large part of the possible effec-
tiveness of the advertiser’s commercials
may not be realized because of the
failure to utilize visual techniques.

The conclusion that an announcer in
television advertising is most valuable in
introducing action pictures, supplying
off-screen narration for them as they
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progress, and, finally, summarizing in
person the points made, appears justi-
fied not only by pertinent research in
visual education but also by research by
television advertising itself, notably by
certain projects of the Schwerin Re-
search Corporation and of the research
department of the Kenyon and Eckhardt
advertising agency.

Material presented in pictures rather
than in words is not only grasped more
easily and quickly but is remembered
much longer.

Miles and Spain, in Audio-Visual
Aids in the Armed Services, report on a
study conducted by the Psychological
Test Film Unit of the A.A.F. Training
Command: “Both the superior and in-
ferior sections of the motion-picture
group did significantly better than
manual-taught and lecture-taught groups
both immediately and when tested after
two months.” And in reporting a survey
of instructor opinions in the Training
Aid Division of the Bureau of Naval
Personnel: “Men learn more, remem-
ber longer, show more interest in learn-
ing when motion pictures are used than
when more traditional training methods
are employed.”

Godfrey M. Elliott, studying other
tests of educational methods, found that
motion pictures are superior for acquisi-
tion and retention especially after three
or four months. Phillips Justin Rulon,
commenting specifically on science
teaching, says: “In terms of immediate
student achievement, our results indi-
cate that the teaching technique employ-
ing the motion-picture film was 20.5
per cent more effective from the in-
structional standpoint than was the
usual unaided presentation . . . in terms
of retention the results of our expe-
rience indicate an even greater superior-
ity for the film technique. One test
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showed that the retained gain of the film
group was 38.5 per cent greater than
that of the control group.”

F. E. Brooker, writing on training
films in industry, states that films not
only speeded up training and made
classroom work more interesting, but—
significantly—“students learned things
on a nonverbal level they could not ex-
press.” To which we may add with
another quotation from Elliott: “When
abstractions are presented without con-
crete material they are difficult to grasp.
Motion pictures, by use of a constant
stream of images, make it easier,
simpler.”

Advertising, of course, is constantly
concerned with abstractions, emotional
motivations, and other elements dif-
ficult or impossible to express in words
but of great importance in changing
consumer attitudes in regard to various
products. Many buying decisions, we
know, are based more on emotional
orientation than on facts or logic.

Opinion changes seem to be affected
strongly by pictures. As Walter Lipp-
mann has remarked, “Where action de-
pends on whether a number of people
are of one mind, it is presumably true
that, in the first instance, no idea is
lucid for practical decision until it has
visual or tactile value. Pictures have al-
ways been the surest way of conveying
an idea, and next in order, words that
call up pictures in memory.”

Joseph T. Klapper, in a study of the
effects of various mass media, reports
that “tests of film effects nine weeks
after exposure revealed that although
factual material had been forgotten by
about 50 per cent of the men who had
presumably learned it, attitude modi-
fication had been in some instances
greatly magnified.”

Pictures are more specific and make
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things clearer than words; so less inter-
pretation—important in persuasion—is
required by the audience. Klapper says:
“If the persuasion is to be successful,
the attitudes in question must be spe-
cifically formulated and the facts pre-
sented in their support must be suf-
ficiently specific to require the absolute
minimum of inference on the part of the
audience.”

Because it is so new, educational tele-
vision has not been subject to nearly so
much investigation as educational films.
However, the Fordham University-U.S.
Navy study mentioned earlier resulted
in findings additional to those discussed
which may be significant also for tele-
vision advertising.

For example, in evaluating television
recordings presented as sound movies
(kinescopes), it was found that the re-
cordings were as good as or better than
local instructors in 75 per cent of the
comparisons. The recordings were as ef-
fective as the television programs them-
selves in 84 per cent of the comparisons
made. The television programs, in turn,
proved as good as or better than local
instructors in 80 per cent of the com-
parisons made. This suggests that the
inevitable loss in quality when a film is
made from the television picture tube
does not necessarily detract from its
value as much as has been feared. In
addition, and more important, it cor-
roborates the findings in educational
film research to the effect that a pres-
entation through motion pictures with
sound can be even more effective than
the usual or average presentation in per-
son.

In regard to being specific and ex-
plicit, the report states that the “amount
of learning is directly related to explicit-
ness of treatment. Topics that were ex-
plicitly covered in the television sessions
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produced large gains in knowledge;
topics that were treated sketchily or
indirectly were not grasped by most of
the reservists.” A useful hint may be
contained in this for those television
commercials which attempt to cover far
too much ground in the brief time
allotted. They would be more effective if
more time were devoted to a better
visualization of the main point to be
made and less time to sketchy treatment
of less important points.

So, to summarize briefly, even though
television is a distinctive method of mass
communication, there are accumulated
experiences in other media that illumi-
nate paths which television might use-
fully explore further and that suggest
techniques which television should de-
velop increasingly in order to improve
its advertising effectiveness.

SOME ATTITUDES
TOWARD ADVERTISING

Before proceeding to a discussion of
basic appeals in advertising and ways
they apply to television, it may be help-
ful first to consider some attitudes to-
ward advertising in general and toward
television advertising in particular.
These attitudes cannot be ignored in a
proper study of the subject. Advertising
does not operate in a vacuum; it must
be intimately concerned with its effect
upon the public and public opinion to-
ward it.

As long as there has been advertising
in the United States there has been criti-
cism of it, some of the criticism quite
bitter and some of it, beyond argument,
eminently justified. To ignore it is
simply to turn one’s back on the pos-
sibilities for increasing the effectiveness
of advertising in a competitive free-
enterprise system.
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Adbvertising, per se, is accepted in the
western world as a necessary instrument
of business, one of the many aids, like
mass production, essential to the opera-
tion of our kind of economy. The
thoughtful citizen is well aware of the
important rolc advertising has played in
increasing the standard of living.

_As Bruce Barton, chairman of the
board of Batten, Barton, Durstine &
Osborn advertising agency has said:
“. . . by the very fact of encouraging
multitudes to live beyond their means,
advertising has stimulated them to in-
crease their means by greater and more
efficient effort, and so has become a
power inseparable from the progress of
a free economy. It is the sparkplug on
the cylinder of mass production. And
mass production is the distinctive con-
tribution of America to the welfare of
our own people and of the world.”

Dwight D. Eisenhower has said: “Ad-
vertising is a vital part of our constant
efforts to raise the standard of living in
the United States. . . . Given a good
product, the American advertising in-
dustry does an efficient, imaginative and
essential job of information and promo-
tion and makes an important contribu-
tion to our economy.”

Adlai E. Stevenson has pointed out:
“The American standard of living is due
in no small measure to the imaginative
genius of advertising which not only
creates and sharpens consumer demand
but also, by its impact upon the com-
petitive process, stimulates the never-
ceasing quest for improvement in qual-
ity of the product.”

Winston Churchill has stated: “Ad-
vertising nourishes the consuming power
of men. It creates wants for a better
standard of living. It sets up before a
man the goal of a better home, better
clothing, better food for himself and
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his family. It spurs individual exertion
and greater production. . . . If we are
to supply the needs of the modern world
it can only be on the basis of mass co-
operation, and mass cooperation can
only be obtained by advertising. . . .
The business of advertising has a big
part to play in this future of the world,
and we feel sure it will prove faithful to
its task.”

De Witt Wallace, editor of The
Reader’s Digest, which, until 1955,
carried no advertising in the United
States, declares: “The power of adver-
tising helped bring about a standard of
living in America which is envied by the
rest of the world. It can now help to
make people everywhere want to live
better. The U.S. finds itself as part of a
world-wide interdependent social, politi-
cal and economic structure. One of the
best ways to show people abroad the ad-
vantages of our way of life is through
good advertising which pictures and de-
scribes the wonderful products and serv-
ices of our free-enterprise system.”

The general public, time after time and
in survey after survey, has given ample
evidence that it is not advertising itself
to which people object; it is abuses of
advertising that call down the criticism.
The public realizes and appreciates the
fact that advertising makes it possible to
enjoy a wide variety of newspapers,
magazines, and radio and television pro-
grams that otherwise would be prohibi-
tively expensive. Furthermore, a great
many persons are interested in the in-
formational content of advertising; they
enjoy learning about new products and
product improvements and about ways
in which they can make life easier for
themselves. If they work harder in order
to earn more and enjoy more of these
things, it is not widely regarded as
reprehensible.
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But even so—keeping all this well in
mind—there is no blinking the fact that
some advertising well deserves the criti-
cism it gets and that there are areas in
advertising, particularly in television,
where there is plenty of room for im-
provement. Some critics will insist that,
in regard to commercials, there is no
way to go but up.

Charges against advertising in gen-
eral are often to the effect that it is mis-
leading or an offence against taste.
David Ogilvy, president of Ogilvy, Ben-
son & Mather, the advertising agency
that created an unusual stir with its man
wearing an eye patch as well as a Hath-
away shirt, told a meeting of the Asso-
ciation of National Advertisers: “I be-
lieve that dullness and mediocrity have
become far worse threats to advertising
than dishonesty or bad taste. Every year
we are bombarding the consumer with
more and more tonnage of dull adver-
tising—in print and broadcast.”

Earle Ludgin, founder and board
chairman of the agency bearing his
name, has said on the subject: “My
basic unease is caused by the fact that
advertising is held in low esteem. Even
where we have been most effective we
are often suspected of chicanery. The
public who buys the products at our in-
vitation is more than apt to be question-
ing, if not scornful, of our means.”

A motivation-research conference at
the University of Michigan attended by
300 advertising men heard speaker after
speaker point out that *“too large a per-
centage of consumers don’t believe the
advertising they read.”

Even stronger than the criticisms of
advertising in general have been those
against television advertising. One sur-
vey of 450 advertising-agency execu-
tives, station managers, and important
television clients across the country on
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the question: “Is television overcom-
mercialized?” elicited these replies:

“Yes” ........ 59.5%
“No” ......... 28.2%
“Maybe” ...... 12.3%

A contributing factor in this strong
affirmative answer may be the annoy-
ance felt by many viewers at the sudden
increase in the sound volume sometimes
when a commercial comes on. Usually
this happens during a film show and is
due to a combination of factors. First of
all, film commercials generally are pro-
duced separately from film programs—
at a different time, in a different place,
and with different technical and super-
visory personnel. This, of course, is so
that the commercials of different adver-
tisers may be used in the same film pro-
gram as occasion demands. A film
series, for example, ordinarily is spon-
sored by one advertiser on its original
run and by a different advertiser on each
subsequent re-run.

It is not impossible for an advertiser
who knows he will sponsor a certain
film series, or who already is sponsoring
it, to have his commercials produced
under exactly the same conditions as the
film program itself. In fact, this is to be
recommended highly since it offers the
opportunity for integration of the com-
mercial, weaving it right into the action
of the program and using members of
the program cast to help sell the prod-
uct. A good example of this technique
is the Phil Silvers series, You’ll Never
Get Rich, in which Camel cigarette and
other commercials have been integrated.

However, the advertiser already may
have film commercials on hand which
he wishes to use, or it may be necessary
for some other reason to use a commer-
cial which cannot be integrated. Inte-
gration obviously is out of the question

TELEVISION ADVERTISING

in feature-film presentations, and it is
here, apparently, that cause for most of
the complaints about increased volume
on commercials originates.

Basically, the difficulty is that often
the sound track for a commercial has
been recorded at a higher level than the
sound track of the feature film. This is
particularly noticeable when the feature
is a quiet drama. The contrast between
the low sound level and the higher can
be quite disturbing. It moves many
viewers to telephone the station or net-
work and complain vigorously. The sta-
tions and networks, in their turn, reply
that there is nothing they can do about
it, because if they drop the volume of
the commercial below the level at which
it was recorded and at which it was in-
tended to be heard, it loses quality,
becomes objectionably  “fuzzy” or
“muddy,” with words sometimes be-
coming indistinguishable.

If this were allowed to happen it
would be a nice irony (that would be
lost on the sponsor), since verbal clarity
is almost always the reason the sound
track in the beginning was recorded at
a higher than normal level. The adver-
tising agency and the film producer
both, naturally, are anxious that the ad-
vertiser hear every word of his com-
mercial when it is played to him for his
approval. And so, to make absolutely
sure, they both have a tendency to urge
the sound engineer at the recording
session to raise the level about as high as
he can without distortion. A less anx-
ious, more moderate attitude would be
beneficial all around. Certainly the com-
mercial would receive a far better re-
ception from the viewer.

Probably the customary pile-up of
commercials around station-break time
also has a lot to do with engendering
the feeling that there are just too many
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commercials spilling across the televi-
sion screen. The situation has been well
described by Rollo Hunter, director of
radio and television for Erwin, Wasey
and Company, Inc., New York:

“As it is now, break time is pretty
much of a clutter. A typical period be-
gins with the closing commercial of a
show, followed shortly by a cross-plug
for next week’s sponsor, followed by
credits, followed by this week’s sponsor
identification, followed by a program
plug, followed by a twenty second spot,
followed by an eight second spot, very
closely followed by station identification
coupled with another program plug, fol-
lowed by the opening billboard of a new
show, and not too long thereafter, fol-
lowed by the first commercial of the new
show. That’s quite a load of disparate
impressions to flash at a viewer.

“Such concentration of commercial
messages puts each in sharper competi-
tion with its neighbors, often forces
agencies to the hard-hard sell or the
man-from-Mars approach—anything to
stand out from the crowd. Maybe the
crowd shouldn’t get any bigger.”

Harold E. Fellows, president of the
National Association of Radio and Tele-
vision Broadcasters and, presumably,
basically in favor of commercials, has
stated: “Unfortunately, some of the ad-
vertising which is being seen and heard
in and on the public media today can
hardly be said to meet the minimum re-
quirements of good taste.” And he con-
tinues: “There are too many excessive
claims in advertising today. It is not a
principle of good selling that a man
must be bludgeoned into buying. He
should be persuaded. The commercial
ethics that must be observed by a broad-
caster cannot be compared with those
that should be observed by a publisher.
A broadcaster lives in the home; a pub-
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lisher visits it. A guest can be forgiven
bad taste; a member of the family
should know better.”

One of the most vigorous attacks
against wrongs in television advertising
is contained in a pair of surveys made
by Edward L. Bernays, the public rela-
tions consultant. Businessmen, educa-
tors, sociologists, and officials of asso-
ciations were backed up by barbers,
beauticians, butchers, and bar and
tavern keepers in expressing the general
opinion that television commercials
were “demoralizing, exaggerated, insuf-
ferably repetitious, trite, obtrusive, in-
terrupting, poorly-timed, juvenile, anti-
social, monotonous, repulsive, and
insulting to the viewer’s intelligence.”

On the other hand, the American As-
sociation of Advertising Agencies, in its
tenth annual report on “Interchange of
Opinion,” revealed that newspaper and
magazine advertisements were the tar-
gets of about two-thirds of all the com-
plaints; radio and television plus all
other media made up the other third.
The greatest number of complaints
(about 33 per cent) concerned mislead-
ing copy; about 25 per cent were about
suggestive advertising or bad taste; and
the rest were on matters “otherwise
harmful,” possibly including “insulting
to the viewer’s intelligence.”

The viewer’s intelligence has not been
held in particularly high esteem in ad-
vertising, but there are indications that
traditional and uncomplimentary esti-
mates should perhaps be revised up-
ward. For example, in 1956 there were
98 per cent more high-school graduates
in our population than there were in
1940. We are moving in giant strides
toward greater enlightenment on the
part of the public.

An interesting commentary on this
lies in a survey of 1,350 letters received
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by a newspaper columnist, Eve Starr,
whose syndicated column, “Inside TV,”
has appeared in about eighty daily
newspapers throughout the country. An
analysis of the letters, according to Miss
Starr, revealed that 86 per cent of them
indisputably were on an adult level of
intelligence, only 9 per cent belonged in
the “foolish” category, and some 5 per
cent were considered crank letters.

The Schwerin Research Corporation,
in a study reporting on the public’s
views on television commercials, con-
cluded: “Television advertising is
neither as strongly approved nor dis-
approved by the public as many of its
defenders or critics maintain.” It was
found that, on the average, about 40 per
cent of the audience rated the commer-
cials for major products as “good,” al-
though there was a wide variation
among product types, ranging from
about 20 to about 60 per cent approval.

It would probably be the wildest folly
of optimism to expect television com-
mercials—or, indeed, almost anything
else—ever to be approved 100 per cent
by the American people. The nation
is much too individualistic for that.
Forty per cent of the audience rating
commercials for major products as
“good” seems unexpectedly favorable
in view of the harshness of some criti-
cisms. It is important to realize that the
strongest criticisms are not directed
against major advertisers on the net-
works or leading stations; they are di-
rected principally against local programs
which often violate the established rules
of the broadcasting industry and the ad-
vertising business. Leaders in broadcast-
ing and advertising deplore these viola-
tions just as deeply as persons of taste
and integrity outside, and are working
constantly to raise the level of all adver-
tising to accepted standards.

TELEVISION ADVERTISING

In some instances, however, the stand-
ards are susceptible of varying interpre-
tations. For example, falsification in
advertising is, naturally, thoroughly con-
demned, yet some degree of exaggera-
tion is probably inevitable until all of us
become paragons of humility. The ad-
vertiser who believes in his product and
is enthusiastic about it (and he is in the
majority, surely) normally feels an
irresistible impulse to glorify his descrip-
tion of it somewhat beyond the cold
picture presented by statistics and
measurements. He is not alone in this.
Satisfied customers, in fact, often exag-
gerate the merits of a product far be-
yond anything the manufacturer would
claim. Enthusiasm begets exaggeration
and, for good or ill, we are an enthusi-
astic people.

Product Benefits

It is generally agreed in the busi-
ness world that enduring success can be
founded only on product qualities the
consumer considers beneficial and that
to claim they are present when they are
not is uneconomical. Fortunately, it is
also immoral; so the average business-
man is in the happy position of finding
it profitable to be against sin.

Unluckily for tranquillity, however,
there exists a wide divergence of opinion
about which qualities, and even which
products, may be fairly considered
beneficial. We have seen this in the
matter of Prohibition and in the lively
agitation against cigarette smoking, to
mention but two issues. Is cigarette
smoking harmful? Many doctors claim
it is; but millions, knowing this, con-
tinue to smoke. It is possible they find
the habit unbreakable; but, more likely,
perhaps they simply decide the pleasure
is worth the risk. Many doctors who
inveigh against smoking do so while
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actually smoking cigarettes them-
selves.

And who is to judge? The Federal
Trade Commission, in 1952, attempted
to base an injunction against a cigarette
company on the ground that tobacco is
a drug and should be regulated as such;
but the Federal District Court in New
York ruled that, under the meaning in-
tended in the Pure Food and Drug Act,
tobacco is not a drug and not subject to
such regulation. As far as is practical in
the conduct of our society, we prefer
to let the individual judge for him-
self what is good for him and what is
not.

Over the years there has been a good
deal of controversy over the ‘‘benefits”
of patent medicines. There is probably
no disturbance possible to our systems
that one patent medicine or another has
not promised to cure. Furthermore, the
makers of these remedies have bushels
of testimonials as evidence that the
cures have actually or apparently been
accomplished. Even so, there exists
widespread suspicion that in a large
proportion of such cases there has been
no cure at all, but only a temporary re-
mission in a misty euphoria due to al-
cohol. The Pure Food and Drug Act
and other laws, commissions, and
agencies of the government, together
with the Better Business Bureaus and
other leagues, associations, and groups
of citizens, have taken most of the first
fine, careless rapture from the proprie-
tary-remedy business; so today it is dif-
ficult to promise much more than to
help alleviate a headache or an upset
stomach.

There is even less leeway in television
advertising than in print. The viewer
who would like some information about
hard liquor, for example, may be able to
get it from his newspaper, his magazine,
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a billboard, or the back label of the
bottle; but he will not see it on televi-
sion. If television were his only source
of information, he might conclude that
the nation suddenly and inexplicably
had confined its list of alcoholic potables
to light wines and beer.

Good Taste

Television, because it is a family
affair, is subject to far greater strictures
of taste than are newspapers and maga-
zines. Lurid details of crimes published
by many newspapers are invariably
omitted on television newscasts; and
crime stories, even though they do ap-
pear in television dramas and are some-
times condemned by teachers and
parents, rarely if ever come close to the
flamboyant horrors found in many
comic books readily available at the
corner newsstand.

Evidence of the greater delicacy ex-
pected from television may be seen in
the furors over low necklines. Décol-
letage that would occasion no comment
in newspapers or magazines has called
forth storms of protest in television.
Most television stations have barred un-
dergarment advertising, although cer-
tainly newspapers and magazines rarely
put up such bars.

All stations and networks, to some
degree, exercise censorship over both
programs and advertising, rejecting such
material as they feel would be offensive
in the homes they serve. Although occa-
sionally station censors may appear to
be astonishingly blind to such offensive-
ness, and, even at best, leave a com-
fortable area for improvement, it is only
fair to point out that canons of good
taste differ widely and that it is impos-
sible to satisfy everyone in any televi-
sion audience.
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Irritation

Another charge, somewhat differ-
ent from the charge of bad taste, leveled
at television advertising is that it often
is so repetitious that it becomes first
boring, then irritating, and finally un-
bearable. Although there is something
to be said for freshening a campaign by
variations, the principle of repetition has
well established itself over years as a
fundamental in good advertising; its
value has been borne out time and again
in print and radio advertising. Televi-
sion is only building on the experiences
of the past. Certain radio campaigns
that have been the most irritating have
also, apparently, been among the most

TELEVISION ADVERTISING

Surely any advertiser would just as
soon—in fact, would rather—keep his
audience happy. But some advertisers
have reason to believe that this is not
always the most effective way to sell
goods. On the other hand, many adver-
tisers, probably the majority, sincerely
do the best they can to be pleasant and
ingratiating in selling on television.
They want to build good will for the
product and to associate it in the minds
of viewers with enjoyable feelings. If
they do not always succeed, it is prob-
ably largely because television is still
very young and it takes time to discover
and learn how to use the techniques in
the medium that will please and sell at
the same time.
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Television viewers often complain bitterly about a commercial being irritating—and
then go right out and buy the product advertised.

highly successful. How a television
viewer can complain bitterly about a
commercial being irritating and then go
right out and buy the product adver-
tised, as apparently he can and often
does, is a problem so abstruse it has
stunned many a psychologist trying to
penetrate the labyrinthine ways of the
buyer’s unconscious. An advertiser
scarcely can be blamed for scourging an
audience that responds with the thun-
derous applause of sales.

Viewers’ Influence

Television viewers themselves are
able to exert a powerful influence on ad-
vertisers, simply by writing them letters.
Many people believe such letters are
largely ignored. Nothing could be fur-
ther from the truth. Every advertiser is
extremely sensitive to letters from cus-
tomers or prospective customers. Even
one letter concerning a program en-
joyed or a commercial considered worth
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while can do much to encourage the
further use of similar material. Unfor-
tunately, the viewers who are happy
about what they see on television are
much less likely to write than those who
have a complaint to make. So frequently
the only improvements suggested are in
the negative direction of removing
something rather than in the positive
direction of adding something new or
building on an element already present.

Advertisers, like other people, are
susceptible to praise and tend to favor
those who are pleased with them. In the
same way, they are disturbed by those
who are not pleased. Some letters
openly threaten a boycott; and even
when they do not, the advertiser usually
feels that, in any complaining letter,
such a threat at least is implied. This is
a thoroughly melancholy prospect for
anyone trying to sell merchandise.

Even well-meant attempts at public
service, on the part of the advertiser,
may ricochet dangerously. For example,
during an election campaign good
citizens of all parties urge the public to
get out and vote. Now this, one might
think, could hardly be considered con-
troversial; and some advertisers, al-
though not many, have been bold
enough to donate television time for this
kind of public-spirited, nonpartisan ap-
peal. Why should not all advertisers do
so? One large advertiser has explained
why in this way:

“We are a big business. People think
that all big business men are Republi-
cans. Therefore, if we make what we
think is a nonpartisan appeal, many
people will assume it is a veiled appeal
to them to vote for the Republican
Party. They will resent this and may
take it out on us by not buying our
product.”

For similar reasons, any religious
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connotations are generally avoided in
public-service announcements on spon-
sored programs. Appeals for the Red
Cross, the Boy Scouts, and for medical
research funds, such as for cancer,
polio, heart disease, and so on, more
often are acceptable. The advertiser, in
all his communications with the public,
almost always prefers to strike a chord
to which the consumer will vibrate
affirmatively, harmoniously, and sym-
pathetically. This is true whichever me-
dium is used: television, radio, or print.

ADVERTISING APPEALS

Campaigns in the various media are
most alike, probably, in basic selling
appeals. The consumer, presumably, is
motivated the same way whether he is
approached through one or another of
the many channels for advertising. Au-
thorities differ to some extent on exactly
which are the most important basic sales
appeals in advertising, but the following
ten probably would occur in almost any
list, although not necessarily in the fol-
lowing order:

Appetite (for food and drink)

Romance

Beauty (including style)

Health  (including protection

against or escape from pain or

danger)

Parental love

6. Sociability (including pride of
possessions)

7. Superiority (over others or over
obstacles)

8. Play

9. Comfort (including convenience)

10. Profit (including economy)

> 5 D=
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A good advertisement in any medium,
but especially in television, concentrates
largely on one specific appeal, although
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(INCLUDING ECONOMY)

TEN BASIC ADVERTISING APPEALS
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others may be mentioned sometimes as
bolstering arguments. Since the stand-
ard of living in the United States is rela-
tively high, the appeals are not gen-
erally on a basic, or primary, level, but
are usually concerned with refinements
of the specific need. Most members of
the audience, for example, rarely if ever
experience real hunger, but they do have
appetites which may be stimulated for
certain foods or drinks through adver-
tising. Since the individuals are by no
means starving, the advertising must do
a good deal more than simply announce
the availability of the product. The food
must be made as attractive to the appe-
tite as it possibly can be.

Appetite

Television, particularly of course

in color, offers excellent opportunities
for appetite appeal. Actual situations
can be depicted with a high illusion of
reality, including not only the enjoyment
of the food or drink, but anticipation
preceding it and satisfaction following.
In addition, it is often effective to illus-
trate in close-up the preparation of food,
which, as every child who has ever
watched a cake being frosted knows, has
its own special realm of appetite appeal.
Product ingredients and the finished
products themselves do not always look
the same on the television screen as they
do in the studio or, for that matter, as
they do in newspaper or magazine ad-
vertisements. Factors peculiar to televi-
sion, such as the lighting required and
the characteristics of the camera and the
picture tube, must always be taken into
account. A food advertiser who fondly
assumes that his product will necessarily
appear as appetizing on television as it
does, say, in a magazine advertisement
may be sharply disappointed unless his
television commercial is supervised by

25

someone thoroughly acquainted with
the requirements of the medium. This is
because the line between appetizing and
unappetizing is often thin and because
as small a change as an adjustment in
lighting may make a world of difference.

Other appeals that apply to food
products are: health, economy, and con-
venience. With respect to health,
parental love may well play a part; the
advertising for breakfast foods, for ex-
ample, sometimes is directed to parents
for the benefit of their children. So-
ciability may be an element, especially
where the product is a beverage, a candy,
or a dessert.

Advertising for a food or drink also
lends itself well to what is known as
“borrowed” appeal. This term refers to
the use of an element that is not strictly,
or necessarily, associated with the sell-
ing of the product but that may be help-
ful. A food product may *“borrow” ap-
peal from other foods, for example. Or
the appeal of a beverage may be height-
ened by showing it with appetizing
food. In a larger sense, commercials
themselves, as a whole, borrow appeal
when the star of the show appears in
them. The popularity of the star lends
a certain authority to the appeal of the
product advertised.

Romance

Romance undoubtedly is one of the
most potent and widely used appeals.
When the star of the show is a romantic
figure and when the product can make
use of romance as an appeal, the tech-
nique of borrowing, naturally, is par-
ticularly apropos. It may be enough
simply to present the star in an endorse-
ment and recommendation of the prod-
uct. Where this is not the case, a “be-
fore and after” presentation is often
employed. The protagonist is shown in
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an unhappy situation that is quickly
overcome by the discovery and use of
the product advertised. The girl lacks
dates or the boy is spurned; romance
appears hopeless. Then the product is
discovered. Ordinarily the principal fac-
tor is an appeal to enhance personal at-
tractiveness, although it is sometimes
fundamentally a health appeal (take
vitamins or yeast for energy and pep)
or an appeal to sociability (learn to
dance or play the piano). The story
concludes, of course, with a happy end-
ing. Animated-cartoon treatment is often
used in this kind of presentation because
it permits the story to be told quickly
and the dramatic elements to be empha-
sized to an extent that would be unsuit-
able with live actors.

Beauty

Closely allied to romance as an ap-
peal is beauty, but frequently with the
difference that the romance is only im-
plied; the full commercial time, or vir-
tually all of it, is taken up in explaining
and demonstrating the marked improve-
ment possible in attractiveness through
the use of the product advertised. The
“before and after” in this case is ordi-
narily concerned only with one person,
and almost always a real person is used
rather than an animated figure, although
animation has its uses here, too, and
may be employed to lead into the
demonstration.

As we have said before it is necessary
to remember that television is consider-
ably primmer than print. For instance,
it is wise to avoid suggestions of com-
plete nudity, which may occur—in fact,
have occurred—in showing a close-up
of a girl shampooing her hair and re-
vealing bare shoulders. Protests will be
kept to a minimum if shoulder straps
on a slip are included in the picture.

TELEVISION ADVERTISING

There have been instances where
girdle or brassiere commercials have
been accepted for television, but not
many, and the advertising was accepted
only with rigid safeguards against
offending family viewers.

The print media, as is well known,
enthusiastically encourage improvement
in the American feminine figure by in-
vading boudoirs in all directions. Not
only brassieres and girdles but lingerie,
hosiery, bath equipment, and even more
intimate products are often advertised in
print, although they would call forth
outraged screams if presented on tele-
vision. Canons of taste between the two
media differ markedly.

Health

A situation similar with respect to
good taste is also involved in certain
health appeals. For example, in televi-
sion it is advisable to use appreciably
more restraint than is necessary in print
in depicting bodily injuries or such
things as the action of drug products in
the body. Care must be taken in denti-
frice advertising not to be offensive in
showing teeth, especially decay in teeth,
or false teeth. Laxative advertising, as
mentioned, is banned almost entirely in
television. Remedies for headaches,
backaches, neuralgia, etc., usually are
permitted unless they become too
graphic, and the same is true of medica-
tion for coughs and colds.

Parental Love

Many products for children, often
involving health, are sold to adults with
parental love as the advertising appeal.
Parental love is involved also, of
course, in much life-insurance adver-
tising and in automobile advertising that
emphasizes safety features of cars. It has
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a bearing on gifts for children: birth-
day, holiday, graduation, and so on.

Sociability

Gifts are often advertised with so-
ciability as the principal appeal. A dif-
ficulty sometimes encountered in dis-
playing gifts on television is that the
screen may become so crowded with
items that no one of them stands out
enough to make a proper impression on
the viewer. This danger exists, too, in
presenting silverware and china, which,
while not necessarily sold as gifts,
usually carry an appeal based on social
esteem and pride of ownership. It is
generally much more effective to limit
the number of such items shown at one
time to the barest minimum.

Pride of ownership may also be a use-
ful appeal in selling automobiles,
jewelry, paints, polishes, and, in brief,
anything calculated to inspire admira-
tion or envy. Settings, of course, should
be appropriate to the product, but there
exists a certain amount of controversy
as to how luxurious they should be
when this kind of selling appeal is used.

One school of thought holds that the
environment for the product always
should appear as familiar as possible to
viewers, in order to make it easy for
them to imagine themselves using the
product in such a setting. The opposing
viewpoint is that, since the purpose is to
give the viewer a reason for pride of
ownership, the environment for the
product should be on the highest level
of elegance in good taste, so that the
viewer can feel that, although his own
use of the product would be in less
exalted surroundings, the product’s as-
sociation with finer things would be a
tribute to his own recognition of quality.

Probably both points of view are cor-
rect, depending on the circumstances.
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For example, a furniture polish in-
tended to be used by the housewife
would probably not be most effectively
advertised by showing it used by a maid
in a mansion. The housewife viewer, no
doubt, would suspect that there was a
good deal more work connected with it
than the advertiser was willing to admit.
On the other hand, an automobile
known to be expensive would be in-
congruous if shown in modest surround-
ings. Viewers would simply laugh. But
there is an area in between where the
decision is difficult. Decision is difficult,
for instance, in presenting moderately
priced jewelry, where there is no clear-
cut classification of users as to financial
status.

In this case, it would appear wiser to
err a little on the side of luxury than to
make a mistake in the opposite direc-
tion, and this might be taken as a gen-
eral rule, no matter which advertising
appeal is used. This attitude is known as
“trading up” the product, that is, ac-
centing, or even exaggerating to an ex-
tent, the social or financial status of
users.

Superiority

Superiority, or success, as an ap-
peal is often associated with romance,
beauty, sociability, and comfort. A
popular method of employing this ap-
peal is the familiar “before and after.”
It is useful in applying this technique to
keep in mind that the viewer in tele-
vision does not have the opportunity to
refer back to the “before” illustration
when the commercial has progressed to
the “after” portion (as he may easily do
with a print advertisement) unless this
is specifically provided for with a split
screen or similar device. Such a direct
comparison presumably is unnecessary
where there is little intervening time, as
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when the story is told in animation. In
live action, however, a product demon-
stration is often interposed between the
two sections; by the time he is shown the
successful results of the product’s use,
the viewer may have forgetten the de-
plorable situation in the “before” pic-
ture. It probably does no harm to in-
clude a reminder.

TELEVISION ADVERTISING

price advantage over competing products
is the same everywhere even though the
specific prices vary, or can be expressed
as a percentage. It might be possible, for
example, to offer a saving of 10 per cent.
In one locality this might represent $10,
in another, $30. Accordingly, the 10
per cent advantage would be the only
figure_mentioned in-the-nationally dis-

" tributed television commercials, but a

Play and Comfort

Play, comfort, and convenience, as
appeals, are especially well suited to tele-
vision because they are in harmony with
the psychological attitude that most peo-
ple assume, at least at home, when they
turn on the television set. They expect
to be comfortable, to be entertained;
they are in a mood for enjoyment. The
product that can promise them addi-
tional enjoyment is in an especially
happy position. Air conditioners, auto-
matic dishwashers, and mechanical
equipment of any kind that make a task
easier or more convenient may be pre-
sented profitably in a version of these
appeals.

So, too, may certain types of furni-
ture and even television sets (*“no eye-
strain’’), shaving cream and razors
(“quick, easy, refreshing shaves”), and
numerous other products, including bev-
erages (‘“‘the pause that refreshes”).

Profit

Profit and economy, as appeals,
whether in print or in television, do not
lend themselves so readily to effective
exposition in pictures as some other ap-
peals, but are, of course, well tested and
proved buying incentives.

In national advertising it is often im-
practical to mention a specific price for a
product because prices vary somewhat
according to local conditions. A solution
sometimes becomes available when a

few seconds might be left at the end of
each for a local cut-in with a “balop”
(see “Television Advertising Dictionary”
in the back of this book), or card, an-
nouncing the specific amount saved in
money.

The kind of economy perhaps most
difficult to express in pictures is “oper-
ating economy,” which is often utilized
as an advertising appeal in selling auto-
mobiles. Not only is it rarely a specific
amount, but, in addition, it usually be-
comes evident only over a certain period
of time. For this reason, such generali-
zations as “greater mileage,” “fewer re-
pair bills,” and “longer car life” probably
are not best suited to be principal ap-
peals in television unless they can be
documented by specific material. For in-
stance, it is sometimes possible to use
testimonials from owners who make
definite claims, and the story on economy
can then be built around the testimonial.

Exclusiveness

A product feature, whether econ-
omy or any other, need not always actu-
ally be exclusive in order to obtain some
of the benefits of an exclusive advantage.
This is because priority in using a cer-
tain phrase or picture to express a
product benefit is generally respected in
the trade. For example, all king-size
cigarettes are the same length, but it has
been only Pall Mall that “filters the
smoke over a 20 per cent longer route
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(than regular sized cigarettes)”’; another
toothpaste may conceivably “clean the
breath as it guards the teeth,” as Colgate
claims, but Colgate said so first. There-
fore, it becomes important to be the
first to discover the most felicitous man-
ner of expressing a product benefit over-
looked or insufficiently emphasized in
the advertising of competing products.

This is as true in visualization as in
verbalization. No other mentholated-
cigarette maker would be likely to use
Kool’s penguin in expressing the cool-
ness of the smoke; no other soap manu-
facturer would be likely to use the
blackboard demonstration of Dial in
visualizing the product superiority in re-
moving bacteria.

EMOTION AND REASON

All advertising appeals are directed to
one or both of two fundamental factors in
buying motivation: emotion and reason.
Practically all of us prefer to believe that
we are influenced more by reason than
emotion, but there is impressive evidence
that we are not. In any event, we need
not explore this question here because
television is highly effective in both
spheres.

Emotion

The television commercial intended
to stress the emotional factor should, of
course, be concerned mainly with the
proper atmosphere for the product.
Beauty preparations, for example, are
ordinarily associated with romantic emo-
tions and, therefore, use scenes that em-
phasize romance and glamour. Often
testimonials by Hollywood stars are used
for this purpose. Television has an inesti-
mable advantage over all other media in
this respect because on television the
actual living, breathing, moving, speak-
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ing picture star herself can be shown
instead of only a still photograph of her,
as in print media, or only her voice, as
in radio. Furthermore, she can be shown
not only in a glamorous, romantic set-
ting, as her fans know her, but also in
a more intimate dressing-room scene,
where she uses or discusses the product.

Arthur Godfrey, making use of an
extraordinary talent for projecting an
emotional blend of friendliness, sym-
pathy, and charm, worked his way in a
remarkably short time into the hearts of
millions and to the top of the list of
television salesmen. Probably not many
in his audience could recite all the spe-
cific claims made for the various prod-
ucts he has advertised at any given time,
but certainly a great many, nonetheless,
have been strongly influenced to buy
those products. It appears that the moti-
vation has been largely that “Godfrey
said to get some.”

Reason

Television appeals based predomi-
nantly on reason generally concern them-
selves with scientific claims of one sort or
another. Headache remedies and other
drug products, automobile accessories,
television sets, refrigerators, washers,
dryers, and many other products are fre-
quently sold through an appeal to rea-
son. Where mechanical advantages or
specific ingredients are the basis for
claims of product superiority, an effective
presentation can be made purely on
logical grounds. Very often tests or com-
petitive demonstrations play an impor-
tant part in such a presentation. The
viewer is enabled to see for himself that
one product performs better than an-
other. Or perhaps a laboratory demon-
stration is shown, to illustrate the bene-
ficial action of a certain ingredient in
the product. Better still, a simple prod-
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uct-comparison test, which the user
himself could perform at home, is pre-
sented as a method of proving product
superiority.

The announcer, actor, expert, or who-
ever presents the product certainly
should appear to be authoritative on the
subject; a great deal of the credibility
and force of the presentation depends
upon this. The ideal presenter probably
would be a well-known and impartial
expert in the field. Often, because codes
of ethics in many professions forbid it,
this would be impossible; but the closer
one can approach this ideal, the more
effective the commercial is likely to be.

Combination

In most commercials, both reason
and emotion are appealed to in order to
secure the strongest possible motivational
impact. When this plan has been fol-
lowed, it has been found most effective
to place the emotional elements at the
beginning and end of the commercial
and the appeal to reason somewhere in
the middle.

For example, a food commercial might
start with a scene depicting anticipation,
proceed to the product and point out the
reasons for its superiority, and then con-
clude with a scene of enjoyment. A
shampoo commercial might start with a
couple in a romantic setting, concen-
trate on the girl’s hair, flash back to a

TELEVISION ADVERTISING

scene showing her using the product
while its points of superiority are dis-
cussed, and then conclude by returning
again to the romantic scene. An auto-
mobile commercial might start by show-
ing a family preparing to go on a trip.
follow the car as they drive, shift interest
to mechanical features of the car (or con-
centrate on style and comfort reasons for
superiority), and then conclude with
their arrival at their destination.

A major mistake, and one that is only
too easy to make, is to destroy or seri-
ously impair the emotional impact of the
commercial by cramming into it too
much copy on the appeal to reason. All
the people involved in the preparation of
the commercial, from the client to the
director on the set, are naturally far
more interested in the success of the
product than are the viewers. As a result,
there is always a tendency to emphasize
reasons for product superiority even
when such emphasis conflicts with im-
portant emotional values.

The emotional appeal, to be properly
effective, must be given an opportunity
to operate in a compatible environment.
When the pictures are emotional, the
sound track should reflect that appeal.
It is only when each type of appeal is
kept unified in picture and sound that
the proper, most effective use is being
made of the television medium.

WorldRadioHistory



A television advertiser is usually referred
to by the public as “the sponsor”; by his
advertising agency as “the client”; by
others in his line as *‘the competition” or
part of it. To himself he is the person
who gets all the blame and very little of
the praise due his television programs
and commercials.

Who is he really? He is usually a
number of people. Quite often four ex-
ecutives are directly involved in a com-
pany’s television advertising activities:
(1) the advertising manager, (2) the
general manager or president of the com-
pany, (3) the sales manager, and (4)
the top distribution or marketing execu-
tive. All of these, and perhaps others,
are responsible for policy decisions on

2. the sponsor

the company’s advertising and, to a
greater or less extent, are active in the
continuing, day-to-day supervision of the
company’s participation in television.
Sometimes one individual handles two
or more of the functions mentioned. On
the other hand, large organizations (e.g.,
Procter & Gamble, General Motors)
often operate almost as a collection of
smaller companies, one for each product
or group of products, each with its own
fairly autonomous advertising, sales, and
marketing departments.

Normally, of course, the advertising
manager is the executive most directly
concerned with the work and is the
one who handles most of the dealings
of the company with the advertising
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agency and with radio and television
stations.

CHANGES IN SELLING

As our economy has developed, al-
most everyone engaged in modern busi-
ness.has, in some way, become involved
with selling. Even the research chemist,

TELEVISION ADVERTISING

ments and demonstrations, and forbid-
den to haggle or rearrange prices on the
spur of the moment. They must learn
merchandising and coordinate their ef-
forts with the company’s advertising
campaign.

Mass Selling
Mass production has called_for

busy with his test tubes in a laboratory—mass selling and, in the latter as in the

remote from the clamor of the market
place, is trying to develop, as often as
not, a product improvement or a new
product that will give the company that
hires him some sort of sales advantage.
The du Pont Company has found that
even pure research ultimately proves
useful to sales, because through it dis-
coveries are made that lead to new prod-
ucts and also to new basic materials.
Selling is basic in the American credo;
its aim, of course, is a fuller, richer life
for as many people as possible in as
many different ways as possible. Even
culture has been packaged for sale,
notably in the Great Books of the West-
ern World in fifty-four volumes by En-
cyclopaedia Britannica, Inc.

Personal Selling

The pattern of selling has changed
greatly over the past hundred years.
Where the independent businessman
used to operate both as owner and sales-
man, the two functions have become in-
creasingly separate with the growth of
big business and big markets. The tend-
ency of small firms to merge or be
merged into larger units has been accom-
panied by a growing impersonalization of
selling. The old impromptu, catch-as-
catch-can salesman is becoming as out-
moded as the homemade scientist-inven-
tor. Both are being replaced by trained
teams. Today salesmen are sent to
school, taught to memorize sales argu-

former, this has meant a greater output
per worker, increasing specialization,
and a change in the way the job is done.
C. Wright Mills has reported in his study
of white-collar workers that salespeople
made up 44 per cent of the new middle
class in 1870 but, by 1940, had dropped
to 25 per cent. On the other hand, over
the same period, office workers increased
from 12 to 40 per cent. Mass selling has
put a great many more people in offices,
to create and administer advertising and
merchandising, to compile data, to di-
rect and coordinate from a sales point
of view the activities of producer, whole-
saler, and retailer, as well as to handle
bookkeeping, stenographic, and other
clerical chores.

There are several specific develop-
ments, incident to mass selling, that have
accelerated the decline of the older type
of “in-person” selling and provided tre-
mendous impetus to a type of selling that
is at least one step removed from “in
person”—namely, selling through adver-
tising, especially in newspapers, maga-
zines, radio, and television.

The Cost Factor

One such development concerns
costs. The cost of maintaining a sales
staff has increased greatly, along with
most other costs, although the ability of
a salesman to make more calls or to
intensify the effectiveness of calls has
increased very little, if at all. On the
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other hand, both the coverage and the
penetration of advertising are constantly
increasing, especially that of television
advertising.

Self Service

Another development is the grow-
ing trend toward self-service stores in
marketing products. In a self-service
store the consumer chooses goods with-
out advice from sales help, so there is
very little influence on that choice ex-
cept the effect of advertising, retained
or immediate. The immediate form, of
course, is through store displays of a
great many kinds. The development of
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brands, sometimes in the face of a con-
siderable price difference.

Population Trends

A third factor increasing the rela-
tive importance of advertising, especially
television advertising, is the general pop-
ulation movement away from farms and
small towns and toward urban and
suburban centers. Of the 14 million net
growth in population since 1950, 83
per cent was in the suburbs. It is easier
and more economical to concentrate the
power of several advertising media in
large population centers than in rural
areas. This concentrated power makes it

In this modern self-service store (designed by Raymond Loewy Associates) choice
of goods by the consumer is influenced almost entirely by the effect of advertising.

the supermarket has greatly reduced the
importance of in-person selling and
greatly increased the importance of ad-
vertising. Indeed, even in stores where
the customer is served by a clerk who
may have been influenced by a product
salesman, the power of advertising is
evidenced by the strong insistence on
advertised as against unadvertised

possible in many cases to force the dis-
tribution of a product with few or no
salesmen. Consumer demand alone in-
duces the retailer to order the product
from the wholesaler or distributor. Tele-
vision, of course, increases in effective-
ness as market areas grow in density, for
the range of television signals is limited
roughly to the horizon or line of sight
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trom the transmitter. Accordingly the
closer the population clusters around the
transmitter, the greater the coverage and
the lower the per capita cost.

New Products and Packaging

New products and new packaging
developments arc bringing many goods
and services directly to the consumer
which used to bc obtained in bulk or
otherwise unpackaged form, without
benefit of any brand advertising. For ex-
ample we find the emergence of the
home permanent wave; the rapid growth
of the frozen-food industry; the increas-
ing shift from draft to packaged beer (in
1933, 32 per cent of beer was packaged,;
in 1957, 79 per cent); the widespread
and increasing use of packaged, ready-
mixed cakes, pies, rolls, other bakery
goods, and even whipped cream. Where
previously many such items were bought
without reference to specific brands, giv-
ing salesmen an opportunity to influence
the purchase, today’s packaging enables
brand advertising to become the con-
trolling factor.

Every advertiser, whether large or
small, has at least these four basic
factors to consider in planning his ad-
vertising: product, market, competition,
and budget.

PRODUCT

The product itself, obviously, is of
great importance. Large advertisers to-
day usually test every new product
thoroughly before launching a full-scale
campaign. The product is tested not
only exhaustively in the laboratory, but
also under conditions of normal use by
selected groups of consumers. Some-
times the consumers find points wrong
with the product that the scientists in the
laboratory overlooked or even approved.

TELEVISION ADVERTISING

Consumers constantly are commenting
to producers on their products, and even
well established products may be
changed when comments from con-
sumers on a particular point reach a
significant level. Of course, this is al-
ways a difficult and complicated matter,
because changing a product to meet the
objections of some may alicnate an equal
number who preferred it the way it was.
For this reason, such changes usually
are made gradually and tested at each
step.

Appearance

The appearance of the product and
of its package is also important. Is the
product itself as attractive as possible?
Does the package protect the product
properly? Does it look attractive on
store shelves? Appearance of both prod-
uct and package becomes of particular
concern when television is contemplated,
because television advertising has spe-
cial requirements. These are discussed
in Chapters 8 and 9 on production.

MARKET

The prospective market for a product
is indicated at the outset, of course, by
the nature of the product. If it is a
product of general appeal, all the mass
media must be considered, limited only
by the manufacturer’s budget and his
facilities for production and distribution.
In the beginning, perhaps, the market
may be only the local area, but it is sub-
ject to expansion to cover the whole
country and the entire population. This
is the potential for a great many prod-
ucts of wide appeal, such as food
products, certain drug products, some
articles of clothing, and the like. Even
so, of course, there may be groups of
consumers that will provide a better
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market than others for such a product
or indeed for any product, based on
such factors as age, sex, location, educa-
tion, and economic level. Market re-
search is expected to discover whether
such groups exist and, if so, where they
can be found and the best way to reach
them.

Limited Appeal

This problem of finding the mar-
ket naturally is more acute where the
product has only a limited appeal.
Products that are expensive, such as fine
cars, diamonds, and furs, or products
which, for some other reason, are not
used by the general public, such as
heavy machinery or articles for a tride
or profession, are usually advertised
through specialized channels rather than
through mass media. However, it ap-
pears that an increasing number of such
products are being advertised on televi-
sion for reasons of company prestige or
consumer education, or establishment of
a brand name, as well as for obtaining
as many actual sales as possible.

Seasonal Products

Some products are seasonal—
sports equipment, for example, and
products sold mainly as gifts during holi-
day seasons—and it is often difficult
for the advertiser to find good television
time during the peak seasons, even
though television might be highly useful.
There is evidence that stations and net-
works are giving some thought to this
dilemma, as well as to the similar prob-
lem of the small advertiser who cannot,
as yet, afford a sustained compaign on
television. NBC, for example, has been
active in developing “magazine format”
shows—such as Today, Tonight, and
other programs—in which advertisers
are permitted to participate intermit-
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tently. The outsize “spectaculars” some-
times provide another opportunity for the
advertiser who wishes heavy advertis-
ing emphasis at one period of the year.

COMPETITION

The activity of the competition, in
any field, always must be considered in
planning an advertising campaign. H. L.
Grafer, when head of marketing services
for McCann-Erickson agency, said:

“Our market analysis must take into
consideration all the important competi-
tive factors we are faced with. What
share of the total market is currently
enjoyed by this competition? How has
this share been won? How is it being
maintained today? In what areas is our
competition vulnerable—product, pric-
ing policies, distribution, sales methods?
What are their advertising policies and
their merchandising methods?”

Imitating Success

It is not unheard of for a company
to imitate the successful strategy of a
competitor. In fact, often an advertising
campaign theme that has proved to be
effective is picked up by a large section
of the industry. For example, the word
“dry” came into the language of beer
advertisements a few years ago asso-
ciated with notable success, and it was
not long before many beers were adver-
tised as “dry.” For soft drinks and food
products “low calorie content’ has estab-
lished itself as a highly attractive appeal,
and a number of brands have moved in
that direction. To some extent, the same
sort of imitation of success exists in the
use of media and other elements in ad-
vertising and merchandising.

Improving on Success

Imitation, of course, is not a par-
ticularly dynamic strategy, and most
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alert advertisers, while keeping a close
watch on what the competition is doing,
prefer to strike out for themselves in an
effort to do better. To be sure, there
must be a certain amount of similarity
in advertising designed for similar prod-
ucts. But the specific use of a general
theme affords opportunity for competi-
tion in creative ingenuity; and, ob-
viously, there always exists the possi-
bility that an improved strategy may be
devised in setting up the budget and
allocating it to the various media.

Brand Switching

An interesting illustration of the
need for advertising continuously and
aggressively in a competitive market is
found in a survey conducted by W. R.

TELEVISION ADVERTISING

Simmons and Associates for NBC on
the subject of brand switching. Every
advertiser hopes, of course, that once he
has won the loyalty of a consumer he
will keep it forever, but that, clearly, is
the ultimate in optimism. Consumers
become restless. Something that seems
better comes along; they try it, perhaps
decide to stay with it. Then still a—third
brand comes along (or the first one
regains their attention) and another
brand switch takes place. This is an
operation that is constantly going on
with respect to a large number of fre-
quent-purchase consumer products.
Simmons found that, within the short
span of three months, the average for a
wide variety of products was a loss of
almost half the customers! This appar-

The fascinating game of brand switching is played
by many consumers, demonstrating the need for con-
stant advertising to maintain brand loyalty.
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ently disastrous occurrence, however,
was balanced by a gain in new cus-
tomers, so that the sales position re-
mained just the same as though no
brand switching had taken place at all.
It can be imagined that the advertising
manager for a product in that situation,
if he had only the sales figures to judge
by, must have been considerably disap-
pointed that the sales curve did not
move upward at all. But imagine the
horror he would have felt if he had
known that half his customers were de-
serting him while he was trying so hard
to get others. It is reminiscent of the
plight of Lewis Carroll’s Alice who, at
one point in Through the Looking Glass,
had to run as fast as she could to stay
in the same place.

During the same three months, Sim-
mons found, the brand most successful
at holding customers had a turnover of
36 per cent and the least successful
brand a turnover of 89 per cent. This
assuredly indicates that the advertiser
who relies too much on consumer loy-
alty to his brand is deluding himself in
a manner fairly well calculated to put
himself out of business. Consumer pref-
erence, even for a well established brand,
appears to be considerably more shaky
than is often, perhaps, believed.

BUDGET

Advertising budgets are usually ar-
rived at by deciding on a certain per-
centage of sales, gross or net, past,
present, or estimated for the future. This
sales-percentage figure is usually ad-
justed according to the enthusiasm felt
by the advertiser. There is no hard and
fast percentage figure that applies to
either of these operations. They vary ac-
cording to industry, location, and size
of business. Often they vary consider-
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ably even within one category, depend-
ing on the situation of the company
concerned.

Advertising budgets are computed not
only as a percentage of sales and in
terms of the estimated advertising cost
per unit of product (and per share of
stock, in which the stockholders, natu-
rally, are interested), but also in terms
of certain other important factors. Prin-
cipal among these (apart from the ac-
tivities of competition) are wages,
profits, and total selling costs.

Wages

Both sales and wages have increased
considerably over the past decade, but
it appears that, generally, sales per dol-
lar of wage have remained about the
same. This provides a kind of measure-
ment of the amount of sales necessary
to pay anticipated wages and still make
a profit.

Profit

The amount of profit, realized or
expected, in any given year is not, how-
ever, a dependable yardstick for meas-
uring how much should be spent for
advertising in that or a subsequent year;
the competitive position of the company
at the time has a more important bearing
on the expenditure required to put the
company in a sound position for future
profit.

In many cases a temporary sacrifice
of profits pays considerable dividends
through greater sales made possible by
stronger advertising. On the other hand,
the stockholders, unless they are thor-
oughly convinced of the value of these
tactics, are normally quite impatient of
profits deferred in favor of future bene-
fits; so this factor also must be given
consideration,
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Total Selling Cost

The relationship of advertising cost
to total selling cost is useful as an indi-
cation of the relative value of the adver-
tising in terms of total sales; when com-
puted over a number of years in which
the relationship has varied, it offers a
kind of rough formula for computing
budgets. -

In this connection, A. J. Gallager, a
business and market analyst, declares:

“A comparison of advertising as a
percentage of selling costs and selling
costs as a percentage of sales shows how
much of the total selling load has been
given to advertising and what the ef-
fect on over-all selling costs has been
with different proportions of advertis-
ing.

“Each company must be considered
individually, but an accumulation of
case histories supplies a background
against which an individual company
can be measured.

“What happens to selling costs as ad-
vertising is given a larger or smaller part
of the selling job helps define an area
within which advertising can be expected
to perform efficiently.”

Modifications

Since many intangibles and con-
stantly changing market conditions are
involved, it is virtually impossible to ar-
rive at a simple, permanent formula for
determining the proper size of a com-
pany’s advertising budget. After due con-
sideration for such factors as those men-
tioned above, the advertiser often
modifies the budget in accordance with
his own position in the industry, his im-
mediate and long-range aims, and any
other hopes, hunches, or inspirations
that may appear, at the time, to have a
useful bearing on the matter. The mak-
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ing of a budget is by no means, as yet,
an exact science.

MEDIA COMPARISONS

Once an estimate of total advertising
expenditure has been arrived at, a sec-

ond thorny problem looms, and that is__

how-to-spend—the“mongy: whether to
concentrate it in one medium or divide
it among more than one, and, if the
latter, how to distribute it. Anton W.
Bondy, print media manager of Lever
Brothers Company, remarks on the sub-
ject:

“The buyer of advertising today is
faced with a great paradox. The size of
his market is growing. The advertising
media which carry his sales messages
are growing. But neither his advertising
budget, nor the number of families he
can reach with his advertising dollar
have kept pace with the growth of media
and markets. There may be individual
media which can truthfully make the
claim that their cost per unit of audience
has dropped. But in the aggregate the
large national advertiser is faced with
the very realistic problem of selling an
ever increasing market with advertising
dollars that don’t stretch as far as they
used to. Basically, this all traces back
to the rate increases brought on by in-
creased circulation. In terms of Lever
advertising—and I would assume that
other advertisers face the same problem
—we find ourselves narrowing the num-
ber of media in which each brand’s
advertising appears.”

Cost per Thousand

The “cost per unit of audience”
generally is expressed in terms of “cost
per thousand” readers, listeners, or
viewers reached. A primary difficulty in
this type of calculation is that, although
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the cost is certain enough, the number
of people actually reached by the adver-
tising is a good deal less certain.

The Audit Bureau of Circulation pro-
vides a verified count of newspaper and
magazine circulation, but that, of course,
does not indicate how many people
actually see an issue of a magazine, let
alone how many actually see a specific
advertisement in the issue. Life, Look,
the Advertising Research Foundation,
and others have made readership studies
of publications, based on sampling
methods, and these have proved highly
useful but not, however, conclusive. It
is a task of considerable magnitude to
discover exactly how many people ac-
tually are reached by any one form of
advertising.

The Radio and Television Manu-
facturers Association, the National As-
sociation of Radio and Television
Broadcasters, the Advertising Research
Foundation, the various networks, indi-
vidual stations, and several research or-
ganizations (see Chapter 4 on Research)
provide information as to the number of
radio and television sets. Some of them
also furnish estimates of the number of
people who actually see certain pro-
grams and commercials.

Often it is possible to compare one
estimate of a particular audience with
another estimate, independently made,
of the same audience—sometimes sev-
eral other estimates—and to arrive at
an average that should be accurate
enough for all practical purposes. Many
advertisers, especially the larger, do just

that; and several agencies provide
such composite estimates for their
clients.

However, the problem of media com-
parison is further complicated by the
differing natures of the media. As Dr.
Lyndon O. Brown, director of media
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merchandising and research at Dancer-
Fitzgerald-Sample advertising agency,
has succinctly inquired: “How can you
match a television commercial with a
radio station break, or with a full-page
ad? What is the norm or denominator
for such a comparison?’ Dr. Brown
goes on to suggest that “there is no way
of measuring on a comparative basis
either the effectiveness or the cost of one
medium against another, except in actual
sales.”

Media Testing

Naturally, an advertiser would be
most interested in knowing the cost per
thousand buyers of his product influ-
enced to buy through a particular
medium. Since this can only be calcu-
lated after he has done some advertising
in the medium, some advertisers run
their own tests. For example, a national
advertiser might choose four market
areas (each, perhaps, including several
cities or towns) as alike as possible, and
present his campaign on television in
one, on radio in another, on billboards
in a third, and in newspapers in a fourth;
then he could compare sales in each
market area before and after the adver-
tising, compute the ratio of costs to sales
in each area, and, finally, compare the
cost-sales ratios of all four. Even this is
a long way from being completely re-
liable, because so many diverse factors
influence sales. One researcher, Frank
Coutant, chairman of Fact-finders Asso-
ciates, once itemized some 150 variable
factors that influence sales results. Other
estimates have been as high as 1,500
and more. Some day an “electronic
brain” may be capable of handling all
the ascertainable factors that motivate
buying; if that day comes, all that will
then be needed will be another elec-
tronic brain to get the facts out of the
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human beings who actually do the buy-
ing and experience the motivation.

Media Claims

Meanwhile, a good deal of guess-
work will be inevitable. Practitioners in
every medium of advertising are well
armed with charts, graphs, statistics,

TELEVISION ADVERTISING

Castro

One such story is the saga of the
Castro Convertible. The Castro Con-
vertible is a sofa that opens up into a
bed. In 1932 Bernard Castro began
manufacturing and selling his con-
vertibles in a small store on 21st Street

maps, often slide films and movies, _in New_York. Up until-1948-he never

proving conclusively to themselves that
the medium they represent (and espe-
cially their own station or publication)
is by far the most effective and economi-
cal of all. However, recognizing that the
underlying information on which most
of such elaborate presentations are
based is at least suspect, most adver-
tisers and their agencies tend to listen
carefully, sprinkle with salt, then decide
on allocations by instinct and experience
(which often favor the older types of
advertising), rule of thumb (or cost per
thousand), impact (which favors tele-
vision), coverage (which favors radio),
and, perhaps most of all, a long, curious
stare at what the competition is doing.

Television Success

More and more often, in recent
years, the competition has been plung-
ing into television. One advertiser in an
industry tries it, enjoys unexpected suc-
cess, and, like Sutter at his mill, leaps
into the air with piercing cries of joy that
echo all over the nation—and the gold
rush is on. Even advertisers who have
avoided radio and who, perhaps, by
strict logic, certainly shouldn’t be in
television either (because their products
have been assumed to appeal only to a
limited, not a mass, market) frequently
find themselves cheerfully smothering in
an avalanche of orders that no other ad-
vertising medium or selling technique
has ever before delivered or even re-
motely approached.

sold more than 100 units a week. That
was a good business. After all, sofas are
not like razor blades or toothpaste. Most
people buy one sofa and keep it for a
long time. Many people inherit a sofa
and never do buy one. And when they
do, they usually think of going to a big
department store or furniture store, not
to a small, obscure store that only sells
one kind, made on the premises, at that,
and with no well-known brand name at-
tached to it.

Would television, especially back in
1948, be a worthwhile investment for
such a store or would it be a waste of
money? Castro decided to try it and see.
He got an idea for a film commercial by
watching his five-year-old daughter
open the sofa they had in their living
room all by herself. He thought, “Now
there is a dramatic demonstration that
should be impressive.” So he had a
film made of the scene, right there in the
living room, starring little Bernadette
officiating at the convertible. The copy
line, of course, was “So easy to operate,
even a child can open it.”

The film was run once a week, start-
ing in July, 1948, and with increasing
frequency as sales began walking, run-
ning, racing, and finally flying ahead. In
1958 Castro Convertible sofas were
being manufactured in eleven plants and
sold in twenty showrooms, from New
York to Florida.

After starting in television, Castro
had branched out into radio and news-
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"So easy to operate even a child can do
it.” And, apparently indefatigable, little
Bernadette put herself to bed thousands
of times in one convertible that was

papers, too, but it was television that
carried the main burden of the cam-
paign and put the company in big busi-
ness, a multimillion-dollar business.

Polk Brothers

Another interesting example of
runaway success based on aggressive
television advertising is the story of the
Polk brothers of Chicago. They started
a small appliance business in 1935 and
hardly had got started when the war
intervened, making it necessary to sus-
pend operations almost entirely. Ap-
pliances and hard goods were allocated;
and in addition, the brothers had a
more urgent demand on their services.
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never held up by traffic or drenched by
sudden rain, the Castro Convertible—a
sofa bed that soared to popularity on
television.

Finally, in 1949, with allocations lifted
and the brothers back from the war and
in business again, it was decided to
venture into television with sponsorship
of the Nite Owl Theatre one night a
week.

The venture proved profitable, in
fact, so profitable that by 1955 their an-
nual television budget—Chicago only—
was $650,000 covering eighteen to
twenty-one hours a week. Their share
of the appliance business in Chicago, in
1956, was exceeded only by Sears, Roe-
buck and Company and amounted to
more than that of all of the State Street
stores combined. Their estimated an-
nual gross was 30 million dollars a year.
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Remarked President Polk: “What other
advertising medium can give me results
within three minutes of the time it hits
the prospect—and what other medium
can enable me to demonstrate—make
millions of complete sales calls a week
—and pre-sell the customer before he
even gets to the store?”

Sheaffer

Both Casto and Polk Brothers are
young companies, virtually starting with
the firing of the electronic gun of com-
mercial television. But many older com-
panies, still young in heart, have found
that a similar sort of success can happen
to them. The Sheaffer Pen Company is
one. Sheaffer entered television in the
fall of 1952, and in the following year
sales zoomed to a record high in the
company’s forty-two-year history. In
1954, sales were running 17.2 per cent
over the previous year. In 1955 sales
topped 27 million dollars, and were
estimated for over 30 million dollars in
1956. Sheaffer had made it to the top of
the heap: number one in U.S. fountain
pen sales. It is interesting to note that,
at the same time, another heavy televi-
sion advertiser led the ball-point field:
Paper-Mate Pen.

Food

Food and food product advertising
forms one of the biggest single sources
of television revenue, with network tele-
vision making up some 32 per cent of
the total budget for major media. Esti-
mates for 1955 show money spent for
network television exceeding the total
for space placed with newspapers. By
far the biggest portion of this comes
from national advertisers, but local food
advertisers have discovered success in
television, too.

The bakery business, for example, is
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largely local or regional, yet many
bakeries have been effectively active in
television. The largest of them, Con-
tinental Bakeries of New York (Won-
der bread, Hostess cakes), has been
spending about 35 per cent of a 5-
million-dollar budget in television, plus
considerable radio. The Ward Baking_
Company has been selling its Tip-Top
and other breads in twenty-three cities.
using television in all of them but one,
which has no television.

The fluid milk business is local, yet
the Milk Foundation of the Twin Cities
(Minneapolis-St. Paul) has never used
any advertising medium except radio
and television and has consistently been
either first or second in U.S. per capita
consumption of fluid milk.

The Goulet Food Market, Bay City,
Michigan, bought one announcement a
week on WNEM-TV, Bay City—Sagi-
naw, doubled its gross business in two
weeks, and soon moved into wholesale
as well as retail operation.

Automobiles

The big automobile manufacturers,
of course, have been strongly repre-
sented in television, but, in addition to
that, a great many individual dealers
have found that television can be a
tremendous selling force for them lo-
cally.

For example, the Ford Corner in
Manchester, New Hampshire, sold forty
new cars in May, 1955, the same in
June. At this point the company started
on television. In July, the Ford Corner
sold 155 new cars; 215 in August; in
September, 115 by the 27th (1956
Fords went on display September 23)—
and after that the Ford Corner had to
make the rounds of other New England
dealers, buying up Fords, to keep
abreast of the rush of business. In 1956
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the company found itself in a position to
claim to be New England’s largest Ford
dealer, in spite of competition from sev-
eral other cities of considerably greater
size, including Boston. The management
remarked:

“The greatest automobile salesman
we've ever met, television, doesn’t only
sell cars, it sells the Ford Corner, which
brings us a constant flow of store traffic.

. . We get on the air and offer new
cars, at $195 down and $9.98 a week.
However, practically any new car dealer
will offer you a similar arrangement.
The big difference is that we go on tele-
vision and say so, as emphatically as we
can, while the others sit back and hope
that the word will get around some-
how.”

More than Sales

There are many such success
stories in the television gold rush. It has
become almost commonplace to hear of
sales suddenly leaping to sensational
heights when a company goes on tele-
vision, but, spectacular as such effects
are, the medium has even more to offer
the advertiser than that. Many adver-
tisers, including several whose business
is largely with other companies rather
than with consumers (e.g., American
Machine and Foundry, Aluminium of
Canada), find a special satisfaction in
television because it communicates so
directly with the population at large.
This provides an opportunity to create a
favorable attitude on the part of the
public toward the company and its prod-
ucts. Such an endeavor is especially
worthwhile for very large companies,
where public antagonism might exist
simply because of their size.

The General Electric Company, for
example, provides Progress Reports to
the public during commercial time on
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General Electric Theater. These reports
outline and interpret the aims and ac-
complishments of the company, with
particular attention paid to areas about
which the public is likely to have little
or no information. Typical subjects cov-
ered in the reports are: jobs created by
research, G.E. training programs, en-
gineering as a profession, subcontract-
ing (how G.E. buys from small busi-
nesses to produce its products), progress
in safety, sharcholders’ meetings, and
employee benefits (safety, health, retire-
ment, etc.).

Evidence that the public has a lively
interest in such matters may be found in
the fact that General Electric usually
leads the Gallup and Robinson remem-
brance, or impact, ratings the day after
the show. The average for all thirty-
minute television shows advertising one
product and using only one three-minute
commercial is 55 per cent. The General
Electric average is 61 per cent.

Another big company, U.S. Steel,
often uses television to sell products it
doesn’t make at all. The reason for this
indirect, or secondary, sell has been
summed up as follows by Bay E. Estes,
director of U.S. Steel staff administra-
tion:

“You can buy steel from anyone at
the same price and quality. The only
extra we can actually offer is service,
and what better service can you give a
manufacturer than to sell his product to
the consumer? Our promotions are not
big enough to be ‘explosions’ but they
light the fuse and supply the powder.
.« . It is an industry promotion. We
are out to sell steel, not just U. S. steel.
With sufficient demand for the products,
we’ll get our share.”

The General Motors Hyatt Bearings
Division doubled its 1955 advertising
budget in 1956 to plunge into television
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in a substantial way selling roller bear-
ings for freight cars!

Immediate or direct sales to the view-
ers are by no means the only objectives
of television advertisers. The prestige
and glamour with which television can
surround a product or a company often
prove valuable. Furthermore, television
has shown
morale stimulant for an advertiser’s em-
ployees and dealers.

Show Business

Sometimes the show-business aspect
of television proves so alluring that it
enchants the advertiser himself. Then it
becomes difficult for him to keep from
directing personally every phase of his
television effort. That the show-business
world—with its infinite complexities of
technical, personal, and emotional ele-
ments—is completely alien to him often
acts more as a spur than a deterrent. If
challenged, he may reply that he is
bringing a fresh point of view to the
problem.

To some extent, it is impossible for
any television advertiser to escape par-
ticipation in show business. The entire
television presentation ultimately de-
pends on his taste and judgment. He
therefore bears a considerable respon-
sibility on this account, not only to his
company but to the public at large.

OBJECTIONS TO TELE-
VISION ADVERTISING

Cost

Probably the most common reason
for not advertising on television, accord-
ing to advertisers who have never tried
it or who have tried it and dropped out,
is the cost. This appears to be less a
matter of cost per thousand than a
problem in total cost, regardless of the
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audience reached. The complaint is fre-
quently heard that television has been
pricing itself completely out of the reach
of many advertisers with medium
budgets. There is undoubtedly a great
deal of justice in this complaint. Tele-
vision, by and large, is expensive. On
the other hand, television time is a com-
modity_sold—on-the-market much like
any other. As long as there are enough
advertisers who find that television costs
are well justified by results, it seems
unlikely that costs will be lowered ap-
preciably. In fact, as color becomes
more prevalent, costs will even rise
somewhat, because of the additional ex-
pense of color telecasting. On the other
hand, average cost per thousand has
been dropping steadily over the years, as
millions of new television sets have
come into use and new markets have
opened to television. This trend, of
course, must be modified as competition
increases among stations and networks
and as new stations come into competi-
tion with those existing.

Still, television is the only advertising
medium in which, according to Printers’
Ink, the Cost-Per-Million Index has
shown such a dramatic decline over the
past half dozen years, as indicated in
the comparison with newspapers, which
appears on the next page. Cost per mil-
lion instead of cost per thousand is
used here because it is the only measure
that permits a direct comparison be-
tween newspapers and television.

The Unfamiliar

It is a question, particularly with
respect to advertisers who have never
tried television, how much of the op-
position on grounds of expense is ac-
tually due to reluctance to depart from
the familiar routine of newspaper, maga-
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(1) 2) (3) (4) (5) (4)
Year Net TV News TV News v/ News/
costs costs hours circ. million million
1950 100 100 100 100 100 100
1951 139 106 310 101 45 105
1952 191 112 459 102 42 110
1953 208 118 610 103 32 115
1954 222 120 749 103 30 117
1955 254 124 896 105 28 118
1956 274 128 1,054 106 26 120
1957 310 134 1,068 106 29 126

(1) Corrected index of all network television costs

(2) Newspaper cost index

(3) Index of home hours of television use

(4) Newspaper circulation index

(5) Corrected index of cost per million home hours of television use

(6) Newspaper cost-per-million index

zine, and radio advertising and to em-
bark on a new and quite different kind.

There are some who condemn tele-
vision out of hand as being unable to
sell their particular products. How they
know this without a test of any kind is
something for Dr. Rhine at Duke Uni-
versity to investigate in his study of
extrasensory perception. It is possible
they are psychic. More likely, they are
just set in their ways.

Others who do make tests often ap-
proach them timidly, making them too
brief, or inadequate in some other re-
spect. The Procter & Gamble Company,
which has never been accused of rely-
ing on psychic factors in advertising
or of timidity, holds that a proper test
of television advertising ordinarily re-
quires about 6 months and, sometimes,
a year or more. So thorough and
lengthy a testing procedure as this,
clearly, is impractical for many adver-
tisers, but it is entirely feasible to work
out a procedure that is less complete and
yet avoids the danger of too hasty a

judgment due to an inadequate trial.

Other objections to television some-
times made by advertisers include the
difficulty of getting a particular time
segment desired or coverage in a par-
ticular market, the complications often
encountered in an attempt to check re-
sults, the limited coverage, so far, in
color television, the fear of weakening
impact in other media by spreading the
budget too thin, and a previous un-
profitable experience in radio.

Time

Some of these objections, no doubt,
will never be overcome. For example,
the problem of getting desirable time on
a station is limited in solution by the
fact that time cannot be expanded as
the number of pages in a newspaper or
magazine can be. Partial solutions have
been, and are being, worked out through
various systems of rotation of sponsor-
ship; these systems also, of course, re-
duce the cost for each sponsor. But a
particular time on a particular station
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may not be available in this manner. If
no other time will do, those insisting on
it generally must content themselves
with waiting in line.

Checking Results

The difficulty of checking adver-
tising results is not by any means limited
to television. It encompasses all forms of
advertising. There will probably never
be a solution satisfactory to everyone
because there are far too many factors
involved. However, the advertiser who
is really interested in pursuing the mat-
ter is able to find competent research
organizations equipped to discover facts
on the subject, which, if not entirely
conclusive, are at least often highly
valuable as indications or sign posts.

Color and Concentration

The problem of coverage in color
television can only be solved by waiting,
perhaps not long. The matter of scatter-
ing shots, or covering too many media
thinly, is not, of course, specifically a
television problem. Some advertisers
concentrate almost entirely on radio, or
on newspapers, or on magazines, or on
television. Most combine two or more
media. Undoubtedly concentration, to a
degree, is beneficial and even necessary
to effective advertising. But this fact in
itself, obviously, does not rule out tele-
vision as the place where the concentra-
tion should take place.

Radio

A previous unprofitable experience
in radio, cited as a reason for not ad-
vertising on television, indicates a seri-
ous misunderstanding about the differing
natures of the two media. Advertising
that can make use only of sound is a far
cry indeed from advertising that can
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approach very close to complete reality
through sight, sound, motion—and
color.

NEW DECISIONS

When an advertiser has weighed ob-
jections against advantages and has de-
cided to-go into television advertising,
he finds that he is often required to
make decisions of a sort that do not
occur in connection with print adver-
tising. For example, he must make de-
cisions on the editorial (program or en-
tertainment) content of his program, in
most cases. He often may be called upon
to judge personality, acting talent, ap-
pearance, and voice quality when cast-
ing decisions are being made for the
show. The final decision is up to the
advertiser on such matters as the time
period for the show, whether it will be
on a network or a spot basis, what
would be the most effective merchan-
dising plan, and, of course, all details
concerning the commercials.

The Honor System

The advertiser often must make his
decisions very quickly, for the passage
of time itself is vital in television adver-
tising. Time is the main commodity in
which stations and networks deal—and
it cannot be expanded to meet incrcased
demand. It is for this reason that, as
Stanley H. Pulver, media manager of
radio and television for Colgate-Palm-
olive Company, explains:

“Much of television (like radio)
operates on the ‘honor system.” Pro-
grams and spot announcements often
are broadcast before any contract at all
has been signed. An advertiser may
pick up the phone and instruct his
agency to buy a certain time on a certain
station and fill it with a certain program
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or spot announcement immediately; the
agency then phones the station and re-
lays the instructions and the station
broadcasts the material.

“So far there has been nothing on
paper; each party assumes that such
verbal commitments, and they may be
large ones, will be honored. Later, of
course, details are worked out in a more
formal fashion.

“The honor system goes even further
than that. An advertiser often has no
way of knowing whether a station re-
mote from him actually has broadcast
his material, except that the station
notifies him that it has done so. The
station sends an affidavit to the adver-
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station has not lived up to this obliga-
tion.

“Business men unaccustomed to this
system sometimes are surprised at so
much being done completely on trust,
but the nature of the medium makes it
necessary. Time will not wait; once
gone, it is gone forever.”

AGENCY ACTIVITIES

Generally, the decisions of the ad-
vertiser are put into effect through an
advertising agency, and the principal
activities of an agency on behalf of a
company advertising in television are to:

tiser or his agency, reporting on the 1. Recommend markets to be used
broadcast. If, for some reason, the 2. Recommend a budget
broadcast has not been made, the station 3. Estimate sales
notifies the agency or advertiser of such 4. Select and submit programs,
omission. We know of no case where a with choices indicated
AUDIENCE
JURY LN CRITIC
VWIS, =

(( *

BUSINESS
MAN

The sponsor assumes many roles in television's

confusing intermixture o
vertising business.

f show business and ad-
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Prepare and submit commercials
Discover and list the best time
and station availabilities
Audition talent where required

. Supervise all phases of produc-
tion, program and commercial
Handle all contracts for time and
talent

Provide or supervise program _
and commercial research

Pay all bills and collect them
later (adding agency commission
where applicable)

10.

11.

AUDIENCE REACTION

Once his program is on the air, the
advertiser finds himself in the sometimes
confusing omnibus role of judge, jury,
critic, audience, benefactor, and busi-
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nessman. His own opinion of the show
is confirmed, modified, or thrown out
the window by a host of advisers, rang-
ing from his wife and children through
relatives, neighbors, friends, business
associates, wholesalers, retailers, and
customers, to prospective customers and
ex-customers who write, phone, tele-

graph, and stop him on the street to ex-7""

press their often heated views.

The advertiser digests this hash of
opinion as well as he can, calls on his
agency for professional advice, and then
steers a course aimed at winning the
greatest possible number of friends in
the unseen multitude that make up the
court of final appeal—the whole televi-
sion audience.

It is business and it is show business,
mingled inextricably together.



J: the advertising agency

Advertising agencies developed out of
the pre-Civil-War system in this coun-
try for selling advertising space in news-
papers and magazines. Salesmen bought
space wholesale and sold it retail to
those with something to advertise. These
advertising space salesmen received dis-
counts (or commissions) of various
amounts from the publications. Usually,
they sold the space for whatever the
traffic would bear, with no set rates.
Now many advertisers needed help in
preparing their advertisements. The
space salesmen, always glad to help a
customer or encourage a prospect, con-
tributed all the advice and technical in-
formation they could—sometimes for a

fee, sometimes for nothing—as an in-
ducement to advertise.

The Commission

Although advertising agencies to-
day do not buy space (or broadcasting
time) until it has been ordered by a
client, they ordinarily do contract for it
with the publication or station and pay
for it, collecting from the advertiser
later.

Emphasis has shifted from selling the
space or time itself to selling the
agency's ability to do something with it
worthwhile to the advertiser. The
agency charges the advertiser the full
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standard rate (100 per cent) for the
space or time and retains a now tradi-
tional 15 per cent discount as a com-
mission. The advertisers themselves,
even the large ones, are not permitted
this discount by buying direct, so there
is no saving to be made by not buying
through an agency. The amount and
method of agency compensation have
been matters of considerable study in
recent years, as will be discussed later.

There are over 3,000 advertising
agencies in the United States. According
to a survey for Printers’ Ink, the aver-
age number of clients served by an
agency is about thirty-one and has been
getting smaller in recent years (in 1950
it was nearly thirty-four). Two reasons
for this trend may be: (1) Advertisers
are getting bigger, doing more business
and spending more for advertising. Ac-
cordingly, the amount of business done
with each client is more, on the average,
than it was in 1950, with fewer clients
served by an agency of a specified size.
(2) Advertising costs are up. With this
increase and the decrease in the value of
the dollar, it costs more dollars than it
did in 1950 to do the same job.

As agencies increase in size, the re-
port states, the volume represented by
farm, trade, and business paper adver-
tising decreases. Radio and television
advertising amounts to more than 38
per cent of the billing of the biggest
agencies, whereas, for smaller agencies,
it has been running to about 10 to 15
per cent. Roughly two-thirds of the re-
porting agencies made a separate charge
for television storyboards.

Because of extra costs, not only in
television but also in merchandising,
publicity, research, and other areas, an
increasing number of agencies, large and
small, are charging service fees in addi-
tion to commissions.
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Bills from media to agencies represent
85 per cent of the standard rate, and
bills from agencies to advertisers pre-
sumably represent 100 per cent of the
standard rate.

Curiously enough, for a number of
years, many agencies in billing clients
simply added 15 per cent to the bills

_ they_ received - from—-publications and

broadcasting stations, even though 15
per cent of eighty-five obviously is not
so much as 15 per cent of a hundred.
Today a majority of agencies add 17.65
per cent to their own cost, which brings
the charge to the client up to the in-
tended 100 per cent.

Agency costs are divided into billable
and nonbillable items. The latter encom-
pass everything that is considered paid
for by the commission; billable items
are those considered extra expense. Gen-
erally speaking, when an agency has to
go outside to buy something, whether
materials or talent, for a special project
requested by a client, the cost is billed to
the client, often plus 17.65 per cent.
Television costs for talent and produc-
tion of programs and commercials are
largely in this billable category. Most
of the work done by agency personnel
is counted as nonbillable, although, as
mentioned, fees are often charged on
small accounts and for work considered
beyond the traditional service covered
by commissions.

Many agencies today feel that the
traditional 15 per cent commission (or
17.65 per cent) is not enough to cover
the costs involved within the agency in
handling television advertising; and
there has been some agitation to have
this raised to a higher figure. The argu-
ment is that the 15 per cent rate was
established long ago, in the days even
before radio, when all advertising was
print advertising. This is generally less
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expensive to handle than either radio or
television, because both of these broad-
cast media, especially television, re-
quire additional personnel and a good
deal of rather expensive equipment.

On the other hand, many advertisers
feel that often even 15 per cent is too
much. They point out that, in television,
unlike radio, a great many of the pro-
grams bought by the agency are package
shows ready to go on the air, with the
agency contributing only the commer-
cials, and yet the agency demands a 15
per cent commission on the whole pack-
age. To this the agencies reply that a
great deal of skill and experience are re-
quired to choose a package show that
will be right for the advertiser and to
supervise it in such a way as to get the
most value for the advertiser out of it.
People with the required skill and ex-
perience are not numerous and are,
therefore, expensive. At best, the com-
missions from package shows only make
up for the many added expenses in-
curred by an agency in handling televi-
sion.

The controversy is not easily resolved;
and it was heightened to an extent by
an antitrust action in 1955 and its after-
math,

Restraint of Trade

In May, 1955, the Department of
Justice filed an antitrust action against
the American Association of Advertis-
ing Agencies (the Four A’s or AAAA)
and five associations in the newspaper
and magazine publishing business.

Among other things, the complaint
alleged that, prior to 1917, advertising
agencies competed on a price basis, but
that a year later agreements came into
being involving a concert of action under
which agency commissions were fixed at
15 per cent—and agencies not adhering
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to this were discriminated against in
many ways.

One result of this, according to the
government, was that national adver-
tisers were prevented from placing ad-
vertising direct with publishers and were
compelled to employ advertising agen-
cies recognized by the associations.

The AAAA denied the offenses
charged and maintained innocence of
any violation of law. Nevertheless, on
Feb. 1, 1956, the AAAA consented to
refrain from the practices objected to
by the government, and the suit was
dropped.

Aftermath

Although at first glance it might
be thought that the consent decree
struck at the very heart of the agency
business by restraining the AAAA from
“fixing, establishing, or stabilizing
agency commissions,” this is by no
means true. The decree forbade only
such group activity by the Association;
individual agencies were left free to set
fees and commissions.

After the decree, they serenely con-
tinued to do business on exactly the
same terms as before.

However, while stoutly reaffirming
the value of the current advertising com-
mission  structure, many individual
agencies were carefully reexamining
their cost, income, and profit situation
with a view to possible changes, due in
part to the consent decree. One promi-
nent agency executive, Fairfax M. Cone,
as president of Foote, Cone & Belding,
wrote to all clients of the agency ex-
pressing his belief that the consent de-
cree might result in changed relation-
ships between agencies, clients, and
media. In the letter he stated that his
agency had employed a firm of account-
ants to “determine even beyond our
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own cost accounting precisely what our
expenses are by job as well as by depart-
ment for each of our clients, for for-
ward-looking as well as going advertis-
ing projects. . . .

“As between printed advertising and
broadcast advertising, whether pack-
age or agency-produced, we almost al-
ways make more on printed advertising.

“Thus, against the possibility that the
present system of agency compensation
may be changed, we are gathering to-
gether all the facts of our operation to
form the basis for discussion whenever
this is advisable.”

Fee Basis

Over the years many advertising
agencies have experimented with meth-
ods of compensation other than com-
mission, especially the fee basis (with
the fee, in some cases, relative to in-
creased sales). Virtually all of these at-
tempts have been abandoned, largely
because of the immense difficulty of
measuring national advertising effective-
ness accurately. Exactly the same adver-
tisement may bring excellent results at
one time in one situation and disappoint-

ing results under other circumstances.
The full impact of advertising, in
most instances, cannot be measured im-
mediately but extends over a consider-
able period, often a matter of years, with
cumulative effect. Rather than struggle
endlessly with the problem of effective-
ness, most advertisers and agencies
came to agreement on the imperfect, but
easily operated, commission system.

The Frey Report

Early in 1958, Professors Albert
W. Frey and Kenneth Davis, both of
Dartmouth College, issued their re-
port: “The Advertising Industry—
Agency Services—Working Relation-
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ships—Compensation.” The result of
more than a year’s research, sponsored
by The Association of National Adver-
tisers, the report indicated that there
was considerable unrest about the pre-
vailing 15 per cent commission system.
Although no specific recommendation
was made, the report concluded that
“only one thing seems certain—com-

" pensation arrangements of the future

will be much more realistic than they
have been in the past.

“There seems to be no sound reason
why agency compensation should be
taboo as a matter of individual negotia-
tion in each client-agency relationship,”
it said.

The report called the “finding of im-
proved means for measuring the ef-
fectiveness of advertising” the “most
basic” problem. Shrinking profit mar-
gins, according to the report, have
caused many corporations to take a
sharper look at their advertising ex-
penditures and to seck some yardsticks.

Leading Agencies

The leading advertising agencies in
television in 1957, with estimates of
their total billing for 1957 and their
television billing for that and the two
previous years, are shown on page 53.

Personnel

In any advertising agency, the
main assets are not machinery, equip-
ment, or buildings, but people. An ad-
vertiser generally chooses an agency
largely on the basis of the personnel in
the agency and their indicated ability,
experience, and interest in his particular
field. When an advertiser switches from
one agency to another, the reason for
the change, according to many adver-
tisers, is much more likely to be person-
nel difficulties than anything else, even
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v Total, Television
Rank Agency GCL, S
1957 * 1957 1956 1955

1 McCann-Erickson .............. 262.0 $91.0 $66.5 $495
2 Young & Rubicam ............ 230.0 85.0 74. 60.
3 J. Walter Thompson .......... 285.0 80.0 60. 53.
4 BBDO .......... ... ... Ll 210.5 71.0 70. 49.5
5 Ted Bates .................... 103.4 69.5 49, 30.
6 Benton & Bowles ............. 93.0 51.5 50. 35.
7 Lleo Burnett ................... 80.2 43.0 38. 36.3
8 Dancer-Fitzgerald-Sample ..... 73.0 39.5 31. 17.
? Compton Adv. ................ 70.1 39.9 29.6 21.
10 Foote,Cone & Belting ......... 96.0 333 25.5 17.
11 William Esty .................. 52.0 32.0 34, 35.
12 Kenyon & Eckhart ............ 86.0 247 3141 30.
13 N.W. Ayer ............. ... 107.0 20.0 18. 11.
14 Sullivan, Stauffer,

Colwell & Bayles ......... 38.0 21.4 20.1 14.5
15 Campbell-Ewald .............. 75.0 21.0 17. 11.
16 Lennen & Newell ............. 45.0 211 19.5 16.
17 Cunningham & Walsh ......... 50.4 10.0 11.7 13.5
18 Maxon, Inc. ................... 28.0 15.8 13. 12.
19 Campbell-Mithun ............. 36.0 15.3 13. Not in
20 Grant Adv. ................... 90.5 13.0 11.5 top 20

* Billing in millions

including poor product sales and other
agency competition for the account.

Such difficulties, in most cases where
they arise, are no doubt based on im-
portant fundamental differences of
opinion about the proper handling of the
advertising. But, because the personal
element is so important in the relation-
ship, it is always possible that an ap-
parently trivial personal difference may,
sooner or later, take on great magni-
tude.

If he cares to, an advertiser may
change to a new agency because he
doesn’t like the neckties his present ac-
count executive wears. Or because a
vice-president of the agency is unable
to keep himself from beating his client
at golf. These examples are trivial, of

course; and it is safe to assume that an
account rarely if ever changes agencies
without there being more weighty con-
siderations involved. But the very fact
that such a thing could happen—that a
million dollars or 10 million dollars or
more in billing might be lost to an
agency through a whim—is a factor that
adds considerably to the occupational
hazards of the advertising fraternity.

Every advertiser naturally expects
that the personnel in the agency han-
dling his account will be enthusiastic
about his product. Enthusiasm for the
product and loyalty to the advertiser are
part of the stock in trade of an adver-
tising agency.

A story is told of the head of one
of the smaller agencies who one day
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called together his entire staff, including
file clerks, mailroom boys, and the girl
on the switchboard. He said, “Someone
in this agency has been thinking wrong
thoughts about the product of our big-
gest client. Now you may think the client
has no way of knowing about this, but
he does! He is sensitive. He can tell. He
knows when you are thinking disloyal
thoughts. And it must stop! From now
on, whether you are in the office or not,
at home or anywhere else, you must
think constructive thoughts about the
products we advertise!”

This fairly stunned the staff, which
had had no previous intimation that the
client possessed such alarming skill in
telepathy. But it seems justifiable to sur-
mise that the executive in this instance
was merely employing hyperbole for
effect and had no actual evidence of the
client’s checking on thoughts through
traffic with the occult. Still, the point he
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made is one that is insisted on in adver-
tising agencies, over and over again.
Although few agencies go quite so far
as to police thoughts, many of them
from time to time send memos to all
members of the staff reminding them
that they are expected to purchase
brands advertised by the agency rather
than competitive products.

There are at least two fairly impres-
sive reasons for this. One, as mentioned,
is that an advertiser, being thoroughly
interested in his product himself, natu-
rally expects everyone engaged with
him in selling it to be, if not equally
fervent, at the minimum reasonably en-
thusiastic. A cigarette manufacturer, for
example, who walks into his agency and
finds members of the staff smoking com-
peting brands, can hardly be expected to
feel that the agency is wholeheartedly
with him.

The second reason is that, apart from

OERFUL PRODUCT
- SALES POTENTIA] 4
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Enthusiasm is an important element in the creation of successful television advertising.
All the men and women who are successful in advertising are enthusiasts.
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the attitude of the advertiser, enthusiasm
is important in selling a product. When
all is said and done, the main task of
the advertising agency is to convince the
public that the product being advertised
deserves to be bought; and if the per-
sonnel in the agency actually feel that
the product does not deserve to be
bought (and in fact do not buy it them-
selves) it seems likely that the quality
of the enthusiasm in the advertising will
not rise to the most effective possible
level.

All the men and women who are suc-
cessful in advertising are enthusiasts. On
some days their enthusiasm may drop to
ebb tide, but it is still there; and when it
turns to flood the great advertisements
are written. There is no place in adver-
tising for the habitual cynic, the pessi-
mist, the deflater of dreams. Advertising
is made of dreams, ideas, enthusiasms.
It is, by its nature, the most indomitably
optimistic occupation of all.

STRUCTURE

It is on this volatile foundation of en-
thusiasm that the complex structure
of today’s advertising agency is built.
The principal divisions of a modern
agency's operation that have to do with
television are the following:

Top executive planning
Account management

Copy

Radio and television production
Art

Media

Research

Special (public relations and
merchandising)

I R

There are other agency activities, such
as general accounting and bookkeeping,
which are not sufficiently different with
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respect to television to require discussion
here, and print production, concerned
with the mechanical preparation of print
advertisements, which have no necessary
connection with television at all.

Top Executive Planning

Top executive planning deals first
with the philosophy, aims, method of
procedure, and hierarchy within the
agency; beyond that, with the ultimate
supervision and responsibility for all
work on all agency accounts. In addition
to this, the top executive group must
direct and participate in the constant
effort to attract new accounts.

This group, therefore, is all-pervasive
in the life of the agency and is of par-
ticular significance because the principal
product of the agency is ideas. So it is
that some advertising agencies become
well-known for industrial, mail-order, or
some other specific kind of advertising;
others become well-known for hard
selling, research, merchandising, or some
other technique associated with adver-
tising. This is determined by the kind of
executives heading the agency, by their
aims and major interests in advertising.

Advertisers sometimes complain that
they get to meet only the top executives
in an agency soliciting their account and
are not offered an opportunity to meet
and form judgments on the people who
will actually perform the day-to-day
work. In view of the importance of per-
sonnel in advertising, this complaint un-
doubtedly has merit. But, on the other
hand, since the tone of the agency is
established by the owners or leading ex-
ecutives, it seems probable that an ad-
vertiser is rarely deluded about the kind
and quality of work an agency will do
for him by meeting only the principal
executives.

Advertising agencies like titles. There
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are account supervisors, account execu-
tives, vice-presidents, senior vice-presi-
dents, executive vice-presidents, and
many other glittering varieties of offi-
cials, some of whom wryly remark that
they got a title instead of a raise in
salary. But, all the same, the titles are
important, because the business world in
general considers titles important. A man
who is vice-president in charge of adver-
tising for his company is naturally re-
luctant to deal with an agency man who
is not even a vice-president, let alone in
charge of anything. So, in the game of
competition for accounts, it usually takes
vice-presidents or better to open. When
the account is big enough, a senior vice-
president or executive vice-president may
be needed. And, if there is none, he
must be created. It has been said that
some agencies overdo this sort of thing,
to the point where there are more vice-
presidents than civilians in the agency,
with a consequent drop in the value of
the title. This is probably unduly alarm-
ist. There is always room at the top for
new titles.

Account Management

Most of the impressive titles are
found in the account-management sec-
tion of the agency. This is as it should
be, since that is the section which works
most intimately with the client in the
preparation and placement of the ad-
vertising. Whether a senior vice-presi-
dent, account supervisor, account execu-
tive, or all three at once, there must be
some individual in the agency who is
primarily responsible for the handling of
each account. Sometimes he may have
two or three or more small accounts in-
stead of one larger account. Ordinarily,
of course, the larger the account, the
larger the group handling it and the
higher the top title in the group. A very
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large account, for example, probably
will have a senior vice-president in
charge; under him perhaps an account
supervisor; under him an account exe-
cutive; and under him, no doubt, one
or more assistants or junior account
executives.

The person who has the top title in
the group is responsible to the-heads of
the agency for the handling of the ac-
count. Generally, he is kept in touch
with every detail of the day-to-day work
on the account through an unending
stream of conferences, memos, reports,
and copies of all correspondence dealing
with the account.

Procedure

There are no procedural rules that
apply to every advertising agency, espe-
cially in respect to television, but a
typical advertising campaign might be
expected to develop somewhat in the
following manner.

Real flavar mokes WI N STON

\
[ America’s favorite filter cigarette! !
| |

4
| LA v WINSTON
TASTES 000D !
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Smoke WINSTON America's best-sulfing, best-tastihg filter cigarette!
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The executive planning group in the
agency, in conference with the executive
in charge of the account, decides to sub-
mit a television campaign to the client
or the client requests that such a
campaign be submitted. Ordinarily, the
theme for the campaign grows out of the
print advertising, because usually the
print campaign has already been running
for some time; besides, most agency and
client executives are more familiar with
print advertising and so are most top-
level copy writers and artists. Because
of this, unfortunately, themes that are
not the most effective for television are
sometimes insisted upon because they
are effective themes in print. Obviously,
this mistake can be and is avoided by
agencies alert to the different demands
of different media.

In the vast majority of cases, the
theme that is best for selling the product
can be equally cffective in all media. It
is necessary only that it be presented
in the manner and with the technique
most suitable to the medium. Actually,
a growing number of print campaigns
are originating in television; and it ap-
pears most likely that this trend will

Rl
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An example of a selling
theme used in both print
and television advertising
for Winston Cigarettes.
Agency: Wm. Esty Com-
pany, Inc.
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continue, because of the ever-increasing
importance of television in the advertis-
ing budgets of so many clients.

Once the decision to submit a cam-
paign has been made, the account execu-
tive moves into the area where the de-
tailed work will be done.

The Conference

A general rule in advertising is to
start everything with a conference. This
is so that all concerned may be aware,
as soon as possible, of work to be done.
So the account executive calls a confer-
ence. To the conference he invites as
many of the following as may be avail-
able in the agency:

1. The head of all creative work

2. The radio-television copy chief

3. The radio-television writer as-
signed to the account

4. The television art director

5. The head of radio-television
production

6. The media director

7. The research director

Others may be present at the meeting,
too, such as the public relations director,

..'

;. »
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the merchandising director, perhaps even
the president of the agency. Customarily,
however, those executives listed above
are regarded as the key people in the
origination of a television-advertising
campaign.

The account executive usually pre-
sides at this confcrence. He begins by
describing the current status of the ac-
count, the elements in the advertising
that appear good to the client, and those
that call for correction. He explains the
long-range aims of the client and the
immediate objectives. If he has already
discussed the subject of television with
the client—and it is almost inevitable
that he has—he reports the conversa-
tions in detail and singles out for em-
phasis the elements he considers most
significant.

All of this background is absolutely
necessary, because the finest possible
advertising campaign for a client is
worthless if the client does not accept it.
Those who are to prepare the campaign

e

GIRL SINGERS
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should know as much as possible about
the client personally: his likes and dis-
likes, his strong points, his blind
spots, his general character, his level
of taste, and his background in busi-
ness.

It is only too easy for an otherwisc
excellent campaign to founder on an ob-
jection that could not have been foreseen
without complete information about the
client himself. Perhaps, for example,
he does not like girl singers. Or he can-
not stand a moustache on a man. Or he
fiercely objects to a view of his product
from a certain angle. Or he always in-
sists that his product be demonstrated
in one particular way and no other.
Occasionally the objections are astound-
ing. One client does not like to see
people in his television commercials;
he feels that the people in the program
itself are enough people to be involved
with at any one time. Another once
vetoed a commercial that showed a five-
pointed star representing a Hollywood

PROPUCT AT
7 AN, ANGLE

JINGLES

Clients are just as human as the rest of us, and at times
their phobias, their tikes, and their dislikes (even in-
cluding on occasion their wives’ phobias) can have a
direct bearing on the content of television advertising.
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star because viewers might confuse it
with the star of Bethlehem!

Every client has certain words he will
not permit. Obviously, of course, words
that are closely connected with a com-
peting product are best avoided. If you
are preparing a Camel cigarette televi-
sion commercial you will do well to
avoid references to “lucky”; if your sub-
ject is Carnation milk, think twice be-
fore using “pet,” and so on. In the soap
world a maze of word complexities
exists. If you are writing a Tide com-
mercial you must be careful of the word
“does.” If you are writing a Duz com-
mercial you must look out for calling
the product a “joy.” If you are writing a
Joy commercial skip lightly over refer-
ences to being “blue.” In brief, where
there is a “surf” there is no “tide,” and
while it may be that Duz *“does every-
thing,” it does not do “all.”

In addition to competing-product
words, however, there are almost always
others which a client will have his own
personal reasons for disliking. They may
be words he considers too strong, or too
weak, or indefinite, or misleading. Many
clients object to “advertising” words as
opposed to “natural” words, but un-
fortunately there is great confusion from
one client to another as to which is
which. Noticing such things and making
them known to those preparing the ad-
vertising is one of the functions of the
account executive.

Budget questions are discussed in the
conference, as are other questions about
whether a program is involved, or spot
announcements, or both. If a program is
to be used, various kinds and specific
available examples are gone over (see
Chapter 10 on Use). Possible difficulties
in clearing desirable time and needed
stations will be mentioned by the media
representative, and the research man
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will want to know whether pretesting
of the program and commercials will be
desired. Sometimes the account execu-
tive is able to answer all such questions
immediately, because he has previously
touched upon them with the client or
because the executive planning group
has already indicated the direction the
agency recommendation is to take.

All the basic questions must be
answered before active creative work on
the commercials can begin, since it is
clearly impractical to devise commer-
cials for a certain type of show when
that type of show is completely unac-
ceptable, or to work out two-minute
commercials when a one-minute or a
twenty-second commercial is all that
can be used in the basic campaign plan.
So, first, the broad outlines of the cam-
paign must be determined; and then the
first creative efforts are aimed along
those general lines.

Ordinarily, these early stages are the
happiest for the creative people because,
in most agencies, at this point, anything
goes. It is useful to have all ideas aired,
no matter how wild, impractical, or even
impossible they may seem, because
sometimes an idea that at first appears
hopeless develops into the very strongest
and soundest of campaigns. Once the
idea is produced and proves successful,
it is easy to second-guess, of course. But,
when these ideas were first suggested, it
must have seemed unlikely to have
cigarettes marching or dancing, a banana
singing, or a penguin falling flat on its
face several times in a row. Yet all of
these were developed into outstanding
commercials.

Copy

The relatively sudden emergence of
television as a practical mass medium,
as mentioned in the opening chapter,
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caught virtually everyone in advertising
unaware for the very best of reasons:
up to 1946 there had been only a very
limited need for the kind of background
and training required by television,
namely, experience both in advertising
and in working with pictures that move
and talk on a screen. It is true that

TELEVISION ADVERTISING

pictures that move, words written to be
read and words written to be spoken,
advertisements that can be perused al-
most anywhere at leisure and adver-
tisements that appear briefly at a
particular time and place and then dis-
appear.

In view of this perplexing situation,

movie-theater advertising and training some _agency—executives; perhaps with

and_demonstration filmsfor clients had
provided a certain amount of such ex-
perience in some agencies. In fact, a few
advertising agencies, such as J. Walter
Thompson and N. W. Ayer, had for
several years operated motion picture
departments. But the total amount of
activity of that kind was comparatively
small in relation to the work in the great
mass media—newspapers, magazines
and radio—so in the whole field of ad-
vertising there was only a relative hand-
ful of people, with anything like suitable
experience, prepared to deal with tele-
vision.

Advertising agencies, generally speak-
ing, met the problem in two ways. The
first, and surely a most natural way, was
simply to turn the whole thing over to
the radio department and hope for the
best. After all, television and radio are
both broadcast media. Unfortunately for
so simple a solution, both writing and
production are worlds apart in radio and
television. Since writing and production
in radio are entirely for the ear and in
television they are primarily for the eye,
a radically new orientation to the prob-
lem is required.

The second method was to turn over
the writing of commercials to the print
copy department and the visualization
of storyboards to the print art depart-
ment. However, even though the visual
element is common to television and
print, it is two quite different things to
deal with pictures that stand still and

more hope than conviction, have argued
that anyone with real talent for adver-
tising should be able to accomplish
outstanding work in any medium. Al-
though this no doubt is true to an extent,
if it were entirely true, copy writers long
before this would also have been doing
the work of artists in agencies, or vice
versa. Lamentably, not very many
people are so richly gifted that they can
master with brilliance even the tech-
niques in several diverse fields, to say
nothing of possessing interest and in-
spiration in each field as well. A Leo-
nardo da Vinci does not occur every
day, or even every century.

This is not to say, of course, that
achieving a degree of competence in
more than one medium is impossible.
Any reasonably attentive and normally
capable person should be able to learn
the basic technical aspects of television
advertising in a fairly short time, just as
he can learn to play the piano or paint
a picture. But his true interest may not
be there, and, if it is not, it seems un-
likely that he will do his best work in
television. Probably, as originally was
the case with print and with radio in its
turn, and as already has been indicated
with television, individuals will emerge
who are primarily interested in creative
work in television advertising—whether
their previous experience has been in
radio, print, motion pictures, or has
been simply academic—and, ultimately,
at least in the larger agencies, these indi-
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viduals will handle the bulk of the crea-
tive work in this field.

In any case, when the campaign is
really important, it is likely that the
entire creative group in the agency will
work on it during the initial stages. All
ideas are welcome. Rough drafts of
scripts are prepared and discussed with
the creative head of the agency and the
account executive. The more promising
ideas are then done in more finished
form, perhaps including early story-
board sketches.

At this stage, other executives in the
planning group often are called in. They
go over the material in a conference
with the account executive, the head of
the creative department, the account
copy supervisor and/or writer for tele-
vision, and the television artist. Each
idea is discussed thoroughly in its turn,
including not only reasons it might pro-
vide a good basis for a television cam-
paign, but also suggestions as to how it
might be varied as the campaign pro-
gresses, details regarding its cost, time
required to produce it on film if that
is called for, ease or difficulty of casting,
and all other such matters that have a
practical bearing on the subject and
sometimes force a decision between two
ideas that, at first glance, seem of abso-
lutely equal merit.

Presentation

It is only the top three or four ideas
that usually survive, out of the scores
that were submitted in the first round
of the elimination contest. These three
or four will be presented to the client; so
they must be executed in finished form,
as attractively, clearly, and forcefully as
possible. Each suggestion and criticism
that has been made must be carefully
taken into account in this final version,
because an unfavorable impression, even
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in a detail, may seriously prejudice the
client against an idea. More than that,
it may injure the reputation of the agency
with the client. It is often because of
such overlooked detail that an agency
man starts his first ulcer.

Whenever a television copy idea is
presented to a client, it is desirable to
have a member of the television creative
group on hand, if possible, so that tech-
nical questions, which invariably arise,
may be answered quickly and compe-
tently. This phase of the presentation
becomes especially acute when the
client is tempted to write his own ver-
sion of the material. He may, unless he
is well experienced or well advised in
television, inadvertently impair the pace
or the picture flow or the timing or some
other important element in the com-
mercial. If this happens, it creates not
only a production delay until the matter
is corrected but also an embarrassment
to the agency in having to go back to the
client with a belated explanation for the
delay. It is much better to clear up any
difficulties on the spot, and work out
with the client whatever adjustments
need to be made.

Ordinarily, by the time commercials
are ready to be discussed with the client,
the agency already has prepared or is
preparing recommendations regarding a
program or a campaign of spot an-
nouncements. If it is to be a program,
the agency television department will
investigate every suitable offering and
assemble complete details, including in
many cases a pilot, or sample, film or
kinescope. The media department will
check every television station in the mar-
kets to be covered, confer with networks
and station representatives, check time
availabilities and the ratings of programs
opposite these on other stations and ad-
jacent on the same station, make out
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schedules and time and talent costs, and
prepare recommendations on all points.

Production

Once the client has decided on a
program, the agency enters into con-
tracts for time, talent, script writing, set
designing, prop supply, and all other
elements that will be needed in the show.
Quite often all of this, except time, is
included in a package deal with an inde-
pendent production company. When a
network packages a show, it also, of
course, supplies the time. However, even
when the program is bought as a pack-
age, the agency is expected to keep a
close supervisory eye on every aspect of
its production. A few of the very largest
agencies handle the entire production of
some shows, but this has been much less
common in television than in radio.
There are, however, indications that this
situation may change, and more agencies
may become more active in show pro-
duction. For example, Ben Duffy, vice-
chairman of Batten, Barton, Durstine
& Osborn, has strongly advocated a co-
producer role for agencies in television.

George Haight, vice-president and
manager of television-radio program-
ming services for McCann-Erickson,
foresees a change in the direction indi-
cated by Mr. Duffy. “The pattern that
will probably emerge,” he suggests, “is
one of coproducing. It’s not economical
at the moment to have an entire pro-
ducing unit continuously on staff. Actu-
ally, agencies will tend to operate like
Broadway producers, whose offices are
usually one- or two-man operations be-
tween seasons and then they hire people
for specific stage productions.”

When a program is agency-produced,
the agency must, of course, fill all the
production functions, from hiring
writers, actors, and musicians, through
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directing, down to prop selection and
legal checking against any possible
charge of plagiarism.

The Line

Television production costs are
separated into two general categories re-

ferred to as “above the line” and “below

the line.”” This system originated many
~years ago in motion-picture production,
and at that time there may well have
been an actual line drawn across the
middle of the page separating the two
divisions. The line subsequently has be-
come invisible, but the division remains.
Above the line costs are those for crea-
tive elements, such as:

Talent (stars, extras, acts, etc.)
Producer

Announcer

Film (even used in live shows)
Rights (script and music)
Writing

Director

Music

Travel (to and from locations)

Below the line costs are those for
technical and material elements, such as:

Staging services (labor, material)
Props

Make-up

Graphics (signs, cards, etc.)
Sets, draperies, etc.

Scene design

Wardrobe

Stagehands, electricians

Sound effects

Trucking

and production facilities:

Live camera rehearsal

Film rehearsal

Equipment (cameras, booms, etc.)
Camera ‘“‘dry” rehearsal
Rehearsal hall
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All production costs are, of course, in
addition to time costs and corollaries
such as coaxial-cable charges.

Commercial Production

Television commercial scripts and
storyboards are usually prepared in the
agency; but in many cases, where the
agency lacks writers and artists well ex-
perienced in this work, outside spe-
cialists are employed. Sometimes a film
company is called in to handle not only
the production of commercials on film
but also the preparation of the script
and storyboard. It is possible, in this
way, to achieve heightened effectiveness
and, in addition, to provide substantial
savings in cost, because the storyboard
is, in effect, the blueprint for the com-
mercial. And, as every manufacturer is
aware, a mistake in a blueprint can
prove quite costly in production.

Unfortunately, it is not a common
thing to find, in motion-picture com-
panies, personnel well trained in adver-
tising as well as in motion-picture work.
Therefore, this is not a system that can
be used indiscriminately. It calls for
great care in the selection of a producer,
to make sure the people he assigns to
the storyboard are adequately experi-
enced both in film techniques and in
creative advertising work. Some pro-
ducers and advertising agencies are
relying more and more on television
advertising consultants to provide advice
based on experience both in advertising
and in techniques of film and live tele-
vision.

When the commercial has been put
on film, it is presented to the client for
approval; and again it is well to have
a member of the creative staff of the
agency on hand, along with the account
executive. The commercial may be better
or worse than the one the client has
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been visualizing mentally, but assuredly
it will not be the same. Sometimes tech-
nical explanations are required and, if
the account executive is not prepared
to give them, he will be more comfort-
able if he has someone with him who is.

Other Executive

Responsibilities

Although the account executive
ordinarily is not expected to be conver-
sant with the intricacies of film produc-
tion, he is expected to be at least aware
of the fundamentals and to know a good
deal about a large number of other
things as well. He is expected to have,
of course, a strong background in ad-
vertising fundamentals, both in theory
and practice. He should know the var-
ious stages that are required in the pro-
duction of an ad, for print or for radio
or television. He should understand the
time required for each stage and should
be able to judge relative cost factors.

He should know merchandising, and
it is well for him to have had experience
in personal selling to the public. It is
always wise for him to be thoroughly
familiar with his client’s product, its in-
gredients, its manufacture, its packaging,
its distribution, and, above all, its points
of sales superiority. He should keep
abreast of what the competition is doing.
He should be able to interpret market
data, including rating reports, station
coverage charts, etc., in radio and televi-
sion. He should be aware at all times
of the exact stage of progress of work
for his client whether it is being done
inside or outside the agency.

But, in addition to everything men-
tioned above and most important of all,
he should keep himself and his agency
in the good graces of the client. This re-
quires tact, patience, humor, forbear-
ance, understanding, strength, humility
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—and, in brief, the characteristics that
might be expected of an angel. And, on
top of all that, he should possess a keen
business sense, with a sharp eye always
open for ways in which increased agency
service might provide new sales oppor-
tunities for the client. An angel never
faced such problems!

TELEVISION ADVERTISING

television scripts. The artist with no
experience in television is naturally at a
severe disadvantage when confronted
with an assignment to prepare a story-
board. He is liable to find himself hope-
lessly confused in a bewildering jungle
of television technicalities that must be
thoroughly understood before a script
can be properly interpreted in the form

Radio and Television __ +f 4 storyboard. Storyboard art requires

as ==y

The radio-television department is
responsible for finding suitable programs
for clients, for supervising production
of the programs when they go on the
air, for keeping up to date on the ratings
of the programs, for suggesting changes
in the programs when needed, for super-
vising production of the commercials,
including the auditioning of actors and
announcers, and for making sure the
program was broadcast as and when it
should have been.

If the agency is large, the department
head may be assisted by a business man-
ager, a radio director, and a television
director, each of whom may have a staff
of one or more under him. The tele-
vision director often will have two as-
sistant directors, one for live and one for
film production. Another division in the
department handles traffic—that is,
makes sure that things move on sched-
ule and especially that any scripts
needed, film programs, and commercials
reach the stations on time.

Art

The television art director, in some
agencies, reports to the head of the
radio-television department and, in
others, to the head of the art depart-
ment. Many agencies have no television
artists at all and expect the print artists
to handle television as well; this is
parallel to the situation where the print
copy writers are called on to furnish

a particular technique of its own.

For this reason, in a number of
agencies, storyboard art is handled en-
tirely or in part by outside artists trained
in television or by artists on the film
producer’s staff.

Media

The media department of an agency
is concerned with the placement and
continuing use of advertisements in
newspapers, magazines, radio, television,
and all the various media. In some
agencies, one person, or one group, may
handle both time and space buying; in
other agencies there are separate buyers
for print and broadcast media, the radio-
television buyers often being a part of
the radio-television department.

The broadcast-media group reports
on time costs and availabilities, station
coverages and average audiences, pro-
gram ratings, estimated cost per thou-
sand viewers for projected campaigns,
and various other similar factors asso-
ciated with time buying. The proper use
of the medium (discussed more fully
in Chapter 10 on Use) is a fundamen-
tally important element in television
advertising.

National television advertising may
be placed on either a spot or a network
basis. Now there are two, sometimes
confusing, usages of the word “spot” in
television. A “television spot” is a com-
mercial. It can, but need not, be part
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of a show; it is a commercial that can
stand by itself—that can be used in a
multisponsored program (“spot car-
rier’”), for instance, or as a station break
—instead of being designed for a specific
program with which it is expected to
blend in a suitable manner. Spots gen-
erally are shorter than program commer-
cials, being ten or twenty seconds or a
minute in length, where program com-
mercials vary according to the total
commercial time permitted and often
run 2 or 3 minutes in length.

The term “national spot television,”
on the other hand, refers to a method
of placing or using programs or com-
mercials for a national advertiser. This
method calls for station-by-station place-
ment rather than network.

Briefly, the advantages of advertising
on a national spot basis are that it per-
mits markets to be selected individually
and programs to be selected to fit each
market and local tastes, and that it may
be much less expensive than to use a
network. Disadvantages are that it is
complicated (with different rates, times,
and programs, each paid for separately),
that it lacks the glamour of big shows,
that it is hard to supervise, and that a
national advertiser is able to achieve
saturation coverage cheaper by network.

The advantages of a network are that
it provides intense coverage, easier con-
trol of commercials and programs, more
glamour, prestige, and opportunities for
merchandising and publicity, and that it
is more economical, assuming the desire
for saturation coverage. Disadvantages
are that it is inflexible (cannot be varied
for local interests) and that there may
be considerable waste circulation; time
differences (eight o’clock in New York
is five o’clock on the West Coast) result
in audience differences, and seasonal
differences (cold in the north, warm in
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the south) are important to certain ad-
vertisers.

The basic source book for informa-
tion on rates and other station data for
national advertisers is Standard Rate
and Data, issued monthly with special
supplements to subscribers when rate
changes occur during a month. Reports
on network expenditures by individual
advertisers are obtainable from the Pub-
lishers Information Bureau (PIB); the
Rorabaugh Report, issued quarterly,
provides data on spot television adver-
tising. Considerable information on sta-
tions and, in fact, on the entire television
industry, is contained in the semi-annual
Television Factbook published by Tele-
vision Digest and the Telecasting Year-
book of Broadcasting-Telecasting Maga-
zine. Each station and each network, of
course, supplies pertinent information
on its own activities from time to time
and also useful market data concerning
the area in which it operates. Local
rates, for the individual local advertiser
in a community, are obtained from the
station concerned.

The television time buyer in an adver-
tising agency has a complicated job to
perform, because many of the factors
with which he must work are constantly
changing or subject to change. Market
conditions change, new stations are built,
rates change, network affiliations change,
time availabilities change, and even the
power of a station signal sometimes is
changed. The time buyer must be alert
to all such developments and to many
others, too, such as trends in program
ratings and new market research that
might have a bearing on his recom-
mendations.

Research

The head of the research depart-
ment of an agency, if the agency has
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one (and many agencies do not), is re-
sponsible not only for the work done
by his own staff but also for keeping up
to the minute on all available outside
research that might be of interest or
benefit to clients of the agency. Adver-
tising research, in recent years, has be-
come an increasingly active field, and
several large organizations offer their
services for a fee to agencies, advertisers,
stations, and networks.

This work has assumed such scope
and importance that it is being treated
separately in Chapter 4. Research within
an agency is usually on a relatively small
scale. Perhaps its greatest usefulness lies
in pretesting campaign ideas, slogans,
jingles, new product names, etc. These
tests are not intended to be conclusive,
but simply to supply a quick and fairly
inexpensive sample of public reaction.
When properly done and wisely evalu-
ated, such tests can be quite useful, but
always present the problem that they
may be given, especially by the client,
an unjustified importance. A little re-
search, like a little learning, can be a
dangerous thing.

Public Relations

Except for the very largest, not
many advertising agencies have research
departments, and still fewer have public
relations departments. J. Walter Thomp-
son, BBDO, Ted Bates, Kenyon &
Eckhardt, and a few others do; and
McCann-Erickson, Young & Rubi-
cam, and Benton & Bowles operate
wholly owned public relations subsidi-
aries. But most agencies, so far, have
ventured into the field only in a small
way, if they have gone into it at all.

A public relations department would
seem particularly fitting, since advertis-
ing itself is a kind of public relations.
But there is a wide gap between a mes-
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sage to the public that is paid for—
advertising—and one that is not—public
relations, Public relations deals with
messages from the advertiser to the
public through news, editorial, or pro-
gram channels. Furthermore, since there
is no definite charge to which the agency
commission can be applied, a billing
problem is created. An agency may do
a small amount of this kind of work at
no charge, along with its regular activi-
ties for a client, but when there is any
considerable amount to be done, it is
usually arranged for on a fee basis.
Television has brought about a situa-
tion in which many agencies, willing or
not, find themselves involved in public
relations affairs. A television show lends
itself to this sort of activity much better
than a radio show, because its partici-
pants are much more easily recognized
when their pictures appear in news-
papers and magazines or on other tele-
vision shows. And, of course, any pro-
motion of the show helps the sponsor’s
product because it attracts viewers.

Merchandising

As a matter of fact, this type of
indirect connection with television show
promotion has led to a vast increase in
merchandising tie-ups over those of radio
days; in some cases the merchandising
of the show seems to all but overshadow
the show itself. In addition to playing
up the stars of the show in newspaper
and magazine stories and advertising, the
merchandising often furnishes dealers
with a variety of point-of-sale materials
associating the program with the prod-
uct. These include cutout displays of the
star, window posters, counter cards,
floor displays, and television slides for
local spot tie-ins by dealers. Further-
more, in a growing number of cases,
merchandise directly connected with the
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An example of merchandising promotion tied to a television show. Jack Barry,
now Master of Ceremonies of Twenty-one and Tic Tac Dough, is shown holding a
Winky Dink kit. (The Winky Dink show is no longer on the air.) Standard Toy-
craft sold more than 4 million of these kits. (Photo courtesy of CBS Television.)

program is offered for sale. Space suits,
rocket guns, and the like have proved
immensely popular with children who
have seen similar items on their favorite
programs.

Sometimes many items of merchan-
dise in a store are tied in with the
advertising campaign for a product not
carried by the store at all. The Lincoln
automobile “Designed for Modern Liv-
ing” campaign, for example, was utilized
by many department stores as a promo-
tion for their modern furniture and other

merchandise, and Ed Sullivan, the
master of ceremonies of Lincoln-Mer-
cury’s television show, made a series of
personal appearances at the stores co-
operating.

Undoubtedly this trend will continue,
and advertising agencies, at least those
active in television, will find themselves
combining every conceivable element of
show business, public relations, and
merchandising with their advertising
efforts.
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Advertising has been described as a pro-
fession and as a business, but so far has
rarely, and not very convincingly, been
described as a science. However, science
enjoys a high esteem in our civilization;
furthermore, it has achieved a great
many eminently practical successes.
It is not surprising, therefore, to find
advertising embracing science with char-
acteristic fervor, even though the ro-
mance, unfortunately, has been marred
to some extent by a suspicion of motives
on both sides. Advertising people some-
times feel that scientists have a tendency
to be more interested in theories and in-
vestigations that will increase their
prestige in academic circles than in
working out practical projects that will
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increase sales. And the scientists, for
their part, frequently complain that ad-
vertising people handle facts carelessly,
have little patience with the difficult,
detailed, and often expensive work nec-
essary in following scientific methods,
and are most interested in quick results
at the cash register. Nevertheless, the
twain have met and are learning to work
together with increasing effectiveness.
There are two primary questions that
television advertisers hope to have an-
swered for them by scientific research:
(1) how many persons see my program
and commercials, and (2) what effects
are the program and commercials hav-
ing on those persons? These two ques-
tions broadly illustrate the principal dif-
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ference between two types of research,
the quantitative and the qualitative.

QUANTITATIVE

The first question, a quantitative prob-
lem, has been attacked in several ways,
none of them completely satisfactory.
To begin with, one can imagine the com-
plexity and expense of making an ac-
curate count of every television set in
operation in the United States—and
keeping that count up to date. Of course,
reports on numbers of sets sold are
available from time to time from set
manufacturers and dealers, and these are
useful indications. But, even if these
were absolutely accurate (which is by
no means guaranteed), they still would
not reveal how many sets are out of
operation, temporarily or permanently,
how many have been traded in, how
many are second sets in the home, etc.
A continuous door-to-door census pre-
sumably would be required to supply an
accurate count of the total number of
sets in operation.

One way to make such a census, with-
out actually going from door to door,
would be to arrange to have each televi-
sion set equipped with some sort of
electronic apparatus that would report
automatically to a central receiving sta-
tion in its area when each set was turned
on, to which channel it was tuned, and
for how long. This excellent and rather
obvious idea, you may be sure, has not
escaped notice in the television indus-
try. Several organizations have experi-
mented with such a device: the Colum-
bia Broadcasting System with Instan-
taneous Audience Measurement Service,
the Sindlinger Corporation of Philadel-
phia with Radox, A. C. Nielsen, C. E.
Hooper, The Pulse, the American Re-
secarch Bureau with Arbitron, and others
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with various types of electronic equip-
ment. None of these is operating com-
mercially on a national scale at present.

Sampling

In view of the difficulty of check-
ing on every single television set, it is
fortunate that scientists have been able
to work out reasonably reliable sam-
pling methods.

A research sample may be said to be
adequate when (1) it has been chosen
on a proved probability principle and
(2) it is large enough to produce results
with the required degree of accuracy. A
sample that is large enough for one pur-
pose may be completely inadequate for
another. It has been found that, simply
to check numbers of viewers or sets, a
fairly small sample, if properly arrived
at, may well have a validity high enough
for all practical purposes. This is the
reason most of us have not been invited
to participate in such a sample.

The U.S. Census Bureau has made
surveys on the number of television sets
in the United States at the request and
expense of the Advertising Research
Foundation, in conjunction with the
regular census Current Population Sur-
vey. The Census Bureau sample has
covered approximately 42,000 dwelling
units and other living quarters in 638
counties and cities in the United States.
The April, 1957, report showed that
80 per cent of all households had
television sets; this compares with 76
per cent for August, 1956. In 1950, the
first time a question on television was
included in a census, only 12 per cent
of all households had television sets.
This survey is not concerned with tele-
vision viewing, of course, or even with
whether the sets are operable at the
time of survey.

The four most prominent methods
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used in checking on television viewing
are the diary, the coincidental telephone,
the mechanical (or electronic), and the
roster recall (or personal interview).

Diary
The diary method, used by the
American Research Bureau, Nielsen (to

an extent), and Videodex, is a technique

by which a detailed record of all broad-
casts tuned in throughout each day is
kept by individuals or members of a
family unit. There is a good deal of dis-
agreement as to how accurately such
diaries are kept. It appears, from reports
on diary checkups by mechanical record-
ing, that in many cases there may be
a high degree of interest in keeping an
accurate diary in the beginning, but,
after awhile, when it becomes a chore,
that interest drops, and the record be-
comes a good deal less reliable. In order
to avoid this decline in reliability, there
is a certain amount of shifting of diary
keepers, and Nielsen has developed a
device—the Recordimeter—that auto-
matically records total set usage as a
check on the completeness of the
diary and as a reminder to the diary-
keeper.

The American Research Bureau tabu-
lates 2,000 diaries nationally on a
sample base of 2,200 diaries, and also
supplies local ratings in over 130 cities.
The Videodex national report is based
on 9,200 tabulated diaries distributed
proportionately in all U.S. television
markets. Local television ratings are
issued in 135 individual markets, 30 of
which are issued under separate cover
monthly based on an average sample size
of 400 names. Nielsen, for its local re-
ports only, uses up to 220 diaries in a
market, depending on the size of the
market, and supplements these by data
from Audimeters, which are discussed
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later in connection with mechanical
checking.

The diary method is particularly use-
ful because it is both economical and
quite flexible. Furthermore, no tele-
phone or mechanical equipment (except
in Nielsen’s method) is required. It is

possible that people who do not have

a telephone may have a different pattern
of television viewing from people who
do have a telephone, accounted for by
their living in a different locality with
different local interests and often, per-
haps, by a different 