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the decision. For high-risk decisions, the nature of the sales presentation and other
factors were more important than the source effect. Another recent study found
that an advertiser could successfully make a more extreme (stronger) claim in an
ad if it already had a very positive reputation; a firm with a negative prior reputa-
tion could not successfully make the same claims, because it lacked the necessary
credibility.*®

A key source component, our focus here, is the endorser. The endorser in an
advertisement is the person, celebrity, spokesman, announcer, and so on who en-
dorses or who demonstrates the product. Not all advertisements have an endorser
as a copy component, but many of them do. Most of the work on source credibility
in advertising has focused on this component, and we shall discuss findings and
implications later. -

Another aspect is the credibility of the media vehicle itself. The same adver-
tisement appearing in The Ladies Home Journal, for example, can have a different
impact than if it appeared in Playboy. We will discuss this source component fur-
ther in later chapters dealing with media decisions, but you should recognize here
that it is also an important source factor in advertising.

Using Endorsers in Advertising

Dimensions of a Source

What exactly is meant by the credibility of a source? As shown on the left of Figure
124, researchers have recognized that some judgments about a source concern a
cognitive dimension and others an affective dimension. The cognitive dimension in-
cludes judgments about the power, prestige (from past achievements, reputation,
wealth, political power, or visibility), and competence (expertise) of the source.
The affective dimension'includes judgments about trustworthiness, attractiveness,
and dynamism.*

Other constructs, such as unbiasedness, similarity (between the source and
receiver), and physical attractiveness, have also been the focus of research. Simi-
larity is sometimes important because a source that is presented as being similar
to the audience member in terms of attitudes, opinions, activities, background, so-
cial status, or lifestyle could achieve both liking and identification: there are many
situations in which people will tend to like people with whom they have things in
common. Some companies (such as the MCl telephone service company) favor us-
ing employees in their commercials because they believe the employees are per-
ceived by consumers to be very similar to themselves and, thus, believable.* The
research on physical attractiveness tends to show that, all other things being
equal, the stronger the physical attraction of the source, the greater the liking will
be, and the stronger will be the persuasive impact.

All such constructs are considered to be dimensions on which the credibility
of a source component can be measured. A source can be high on one dimension
and low on another. Consider the competence and unbiasedness dimensions. A
doctor could be regarded as very competent (an expert) in recommending a drug
product, but he or she would have less persuasive influence if listeners or viewers
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considered the recommendations to be biased by money payments given the doc-
tor for making the commercial. Similarly, many politicians, although regarded as
expert in their field, are also considered biased in their viewpoints.

A research firm, Marketing Evaluations, annually determines a familiarity and
likability rating of top male and female personalities (and cartoon characters)
based on a mail questionnaire survey of television viewers. The basic rating, called
a Q rating, is obtained by dividing the number who rated the personality as “one of
my favorites” by those who indicated that they were “totally familiar” with the per-
sonality. The survey is widely used by marketers and agencies to select celebrity
endorsers and is used by TV networks and Hollywood producers to cast their
shows” and movies. The top personalities overall in August 1992 included Bill
Cosby, Jimmy Stewart, Clint Eastwood; Michael Jordan ranked number 1 among
teens.” According to another company, Video Storyboard Tests, which surveys
3,000 people by phone and mail every year, the TV celebrity endorsers most liked
by consumers in 1993 were Candice Bergen, Bill Cosby, and Cher.*®

Selecting An Endorser

The popularity and Q ratings just discussed presumably get at the prestige and at-
tractiveness dimensions listed earlier. However, the other dimensions listed must
also be considered in selecting an endorser from among the four primary endorser
types from which a copywriter must usually choose in selecting an endorser: Da
celebrity, (2) an expert, (3) a typical satisfied customer, and (4) an announcer.

Using a celebrity has the advantage of the publicity and attention-getting
power of the celebrity virtually regardless of the product type. Large segments of
the audience can instantly recognize and identify with the famous person, and the
attraction and goodwill associated with the celebrity can be transferred to the
product. Local celebrities or actors and actresses who are not so well known can
often be used in local or regional market situations to good effect.

On the negative side, celebrities aren’t usually considered experts, although
celebrities can also be experts in some situations. Thus, Michael Jordan is not just
a celebrity but an expert in basketball shoes, and a celebrity like TV talk-show host
Oprah Winfrey was also an “expert” when she announced to the world in 1988 that
she had lost 67 pounds when using a weight-loss product called Optifast (she had
been visibly overweight before). As a result of her endorsement, sales of diet prod-
ucts soared in the following two years.* It is very easy, however, to use a celebrity
mistakenly for a high-involvement product, a situation in which the consumer is
looking for credible information from an expert. For instance, a copier company re-
cently used a basketball and football coach to endorse the reliability of its prod-
ucts.

Furthermore, celebrities not only cost a lot but are hard to get, and if they are
already being used by other advertisers, they may be losing credibility at the time
they are chosen. Endorsers are usually contractually prohibited from endorsing
similar or competing products through exclusivity clauses in contracts, but they
may still be overexposed. Very importantly, if some event happens to reduce the
popularity of the celebrity with the public, the publicity could backfire on the as-
sociated brand as well. Recent examples include the child molestation charges
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against Michael Jackson, the divorce of Burt Reynolds, Magic Johnison disclosing
he had AIDS, the controversy over Madonna'’s musit videos, and the retirement of
Michael Jordan.®

Research by Michael Kamins suggests that the credibility of celebrity en-
dorsers can be raised if they say things that are not only in favor of the brand but
also a few things that are mildly critical of it—that is, a two-sided ad with a
celebrity endorser works better than a one-sided ad with a celebrity endorser.*
And, as noted below, in cases in which the audience is already very supportive of
the product, a highly credible source might result in less persuasive impact than
an endorser which has lesser power and prestige. There is also the very real dan-
ger that while the consumer may find the ad with the celebrity entertaining, very
little benefit may actually accrue to the brand being advertised. This distraction ef-
fect is discussed further below.

An expert is likely to be the best choice when the product is technical or
consumers need to be reassured that the product is safe to consume (high-
involvement decisions). An expert can allay fears in the audience concerning the
product whether those fears arise from not knowing how something works, con-
cern about side effects, concern about fulfilling a role such as father, mother,
housewife, and so on, or health-related concerns about product use. Doctors, den-
tists, lawyers, engineers, and other kinds of experts can be chosen and at consid-
erably less cost than a national celebrity.

A typical satisfied consumer is often the best choice when it can be anticipated
that there will be strong audience identification with the role involved, the person
is “like” many members of the audience, and attributes ot sincerity and trustwor-
thiness are likely to come through. To maximize the naturalness of the situation, it
is often useful to use a hidden camera and capture the consumer’s real-world re-
actions to using the product in a situation with which the audience can identify.
The choice might be a child rather than an adult, or an animal, such as an enthusi-
astic dog for a dog food commercial.

The national or local talk show in television, and a great deal of local radio ad-
vertising, typifies the choice of the announcer format. Local radio disk jockeys are
classic examples of using an announcer spokesperson as the essential source com-
ponent. Announcers are more like celebrities than experts, in that they confer
some notoriety to the brand, with the likely advantage of some trustworthiness.
The actual copy generation process is often less expensive because only the script
and, in television, some simple props must be provided. This does not imply that
the media buy will be less expensive, but the trade-off is really deciding to put
more money into the media buy than into copy production. The addition of props
or ways to have the announcer do more than simply sit behind a desk and talk
about the product can often enhance the persuasive impact considerably.

As we said earlier, the key criterion in selecting an endorser must be the ap-
propriateness of the “match” or “fit” between the needs of the brand and the char-
acteristics of the endorser. Research shows that the effectiveness of an endorser is
related to the type of product being endorsed. In an experiment comparing the im-
pact of using an expert rather than a typical consumer or celebrity in advertising a
low-priced but fairly technical product (electronic calculator), it was found that
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the expert was more effective than either a typical consumer or a celebrity. In con-
trast, celebrities are often more effective in situations where the product has a
high element of psychological and “social” risk (e.g., costume jewelry). Good re-
views of the source credibility literature are available.”

In general, when the purchase is based most strongly on a brand’s awareness
and/or likability (such as in many low-involvement purchase decisions), the more
appropriate a celebrity endorser is likely to be. A celebrity endorser may also be
very useful when the cultural meanings desired for the brand’s imagery are linked
to the celebrity endorser, and/or when consumers aspire to the lifestyle or refer-
ence group associated with that celebrity endorser. Lynn Kahle and Pamela
Homer, and Michael Kamins, have also shown that when the product being adver-
tised has improved physical attractiveness as its major benefit, ad effectiveness is
usually enhanced to the degree that there is a congruence between the product im-
age and the celebrity image. Thus, an attractive celebrity like Tom Selleck is supe-
rior to an unattractive one like Telly Savalas for a luxury car, which promises social
appeal, but not for a computer.®

In contrast, experts and not celebrities are likely to be more appropriate for
more rational and highly involved purchase decisions. If the purchase is driven by
logical reasons why a brand is better, then a celebrity may be a waste of money: a
noncelebrity might be equally effective, and a lot cheaper.” Thus, returning to our
chapter-opening example, mutual funds are probably better associated with an
expert fund-rating group than with cartoon characters like the Peanuts, however
likable they may be. Note that Bill Cosby, despite his top-notch popularity and
liking ratings, was a failure when he endorsed the brokerage firm E. F. Hutton in the
mid-1980s. Presumably the selection of a brokerage firm requires an expert
endorser more than it does a likable entertainer. It has also been shown that con-
sumers are most skeptical of advertising claims and thus might benefit most from
a credible and expert endorser, when the claims involved are subjective rather
than objective.’® Considering the large sums of money involved, it is always appro-
priate to pretest an endorser's attractiveness and expertise ratings before decid-
ing to use one.

Additionally, one other key aspect that should be copy-tested when an ad-
vertisement uses endorsers is whether the endorser’s presence, while possibly
raising awareness of the ad and/or brand, is also detracting from communication
of the main copy points. Research shows that this often does happen: an ad with
an endorser, compared to an ad without one, often has higher awareness but com-
municates less about the brand’s characteristics or advantages, which can hurt
the ability of the ad to create the attitude change or persuasion necessary in many
high involvement situations. For instance, though the fictitious endorser Joe Isuzu
raised the brand awareness of Isuzu cars, he failed to convince car buyers to visit
Isuzu dealerships to check out Isuzu cars in large enough numbers and was subse-
quently dropped as an endorser. This typically happens because the endorser’s
presence distracts the consumer from the main message in the ad about the brand.
Since distraction effects are often of interest in advertising, we will be discussing
them more thoroughly later.

It has been suggested that an endorser can be used to attract attention even
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if there is high risk of the perceived credibility of the source being low. The reason
is called the sleeper effect. The sleeper effect refers to the case in which the per-
suasive impact of a message actually increases rather than decreases over time.
One hypothesis of why persuasive impact increases is that although the effect of
the source is negative (it is not liked or not credible) at the time of viewing or read-
ing, with the passage of time, the association of this negative cue with the message
breaks down. The result is an increase in the overall impact of the message over
time. Although the idea is intuitively appealing, there are surprisingly few studies
that have demonstrated the presence of a sleeper effect, even though dozens of ex-
periments have been done on the subject.”

Consistency Theories

Why should a credible source (endorser, company, media vehicle, whatever) raise
attitudes toward the advertised brand? The effects of an endorser on the attitudes
toward the advertised brand can be understood using consistency theories of atti-
tude. This important group of attitude-change theories rests on the assumption
that attitude change results by exploiting a person’s drive for consistency among
the facts associated with an object. For example, an audience member may have a
negative opinion about a brand but a positive opinion about a person who is en-
dorsing the brand in an advertisement. This inconsistency should create a tension
and a drive to reduce that tension.

There are three obvious routes to the reduction of tension in this context.
First, it can be assumed by the consumer that the endorser is not really enthusias-
tic about the brand. Second, the positive opinion of theendorser can be altered to
one less positive. Third, the attitude toward the brand can be changed to one more
positive. If the advertising can select an endorser for which audiences have strong
positive attitudes and link the endorser strongly to the brand, there will be a ten-
dency to engage in brand-attitude change. To maximize the likelihood of attitude
change, it is useful for the source not only to be well liked but also relevant and
credible with respect to the product class involved. Otherwise, the audience mem-
ber can resolve the inconsistency by observing that the endorser’s opinion about
the product is not relevant because the endorser is not knowledgeable about the
product or that the endorser’s experience will not apply to others.

There are several types of consistency theories, including balénce theory
(which emphasizes the role of an endorser), congruity theory (which predicts the
size of attitude change knowing the strengths of existing attitudes and the size of
the advocated change), and dissonance theory (which considers the drive to make
attitudes consistent with behavior). They all focus attention on tension created by
cognitive inconsistency that can be resolved by changing beliefs and ‘attitudes.

In the Jell-O campaign, for example, in which Bill Cosby is shown with little
children expounding the benefits of Jell-O, the congruity theory explanation is that
people who like Cosby may shift their liking for Jell-O because the Jell-O-Cosby
link is so strong and positive. Of course, the reverse is true for people who do not
like Cosby. The theory offers predictions of the overall attitude effect for condi-
tions such as dislike Cosby-like Jell-O, like Cosby—dislike Jell-O, and so on. How-
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ever, the proposition that highly credible sources (Cosby) will always lead to an in-
crease in positive attitude for the object (Jell-O) must be qualified somewhat. The
theory predicts that although a low-credibility product should gain from the asso-
ciation with a high-credibility source, the source will tend to lose some credibility
from the association as well. The predictions of relative gains and losses of each
component are functions of the initial credibility positions of each before the as-
sociation occurs.

Conditions under which the basic proposition that “high-credibility sources

‘lead to higher persuasion” breaks down have been the focus of some studies.>

There are gituations in which a low-credibility source is about equal in effective-
ness to a high-credibility source. Even more interesting are those situations in
which a low-credibility source is more effective than a high one.

First, it has been found that when receivers feel their behavior is being con-
trolled, negative reactions—such as “this endorser must have been paid to say
this"—can be increased if the source is highly credible. According to psychological
theories of attribution,’® we are more likely to believe that another person really be-
lieves what he says if we cannot easily find another reason (such as financial in-
ducements) why he might have said what have did. That is why so-called “hidden
camera” ads that show ordinary people saying nice things about the advertised
brand can often be very effective—since the ordinary “people on the street” are
not being paid to say what they are saying, they must believe it.

The second case occurs in situations in which receivers have a strong initial
positive attitude about the brand or product. Such people tend to generate more
support arguments during exposure if the source has low credibility rather than
high. The reason .is that they are more highly motivated to assure themselves that
the position with which they agree is the right one, when the endorser is of low
credibility rather than high credibility.

The choice of a source to be included in an advertisement must therefore be
done very carefully. If the strategy is to try to increase positive attitudes, high-
credibility sources should be used. However, if the strategy is to induce behavior
such as product trial directly, it is possible that using a highly credible source can
undermine the formation of “real” positive attitudes (internal to the consumer)
and thus reduce the incidence of future repeat purchases and brand loyalty.

DISTRACTION EFFECTS . ... ... ... ..._.......

Probably the most useful research finding supported by numerous studies is that
distraction (e.g., from elements of the ad execution such as endorsers or music)
can affect the number of support arguments and counterarguments evoked by an
ad (discussed in Chapter 5). In some situations, this can enhance persuasion: neg-
atively predisposed audience members who would otherwise have generated
counterarguments can be distracted from counterarguing, sc that the communica-
tion will be more effective. For example, in a study by L. Festinger and N. Maccoby,
a strong, persuasive tape-recorded message opposing fraternities was more effec-
tive at changing attitudes among fraternity men when a silent film on modern
painting was shown rather than pictures of fraternity scenes.” In general, distrac-



CREATIVE APPROACHES 409

tor tasks that involve cognitive activity result in more distraction than do tasks
that simply provide visual distraction or manual skills.

An advertiser interested in using distraction to break down resistance to her
or his arguments is faced with the delicate task of devising something that will in-
terfere with counterarguing but not, at the same time, interfere with the reception
or learning of the message. This is a formidable task that must take into consider-
ation all aspects of the communication and the audience. As David Gardner ex-
plains, the critical question in defining distraction seems to be whether the
process of counterarguing is interfered with. If attitude change is more apt to be in-
duced due to interference with counterargument, then this is defined as distrac-
tion. Based on this definition, distraction takes on many dimensions. If an element
in the communication is designed to add support to the message—that is, mood
music or artwork—this cannot be defined as distraction because it.does not inter-
fere with the counterarguing process; what is support in one communication could
be distraction in another due to products, audiences, channels of communication,
or a host of unique factors.”

A good example of the use of distractors in trying to communicate with a hos-
tile audience is a campaign developed by the Standard Oil Company of California
for its Chevron brand.® At the time, many consumers were very hostile to oil com-
panies generally; the oil company image as a good corporate citizen was consider-
ably tarnished. One of the first campaigns involved on-the-scene stories, showing
tankers being built, explorations. and other activities. Although reasonably suc-
cessful, the company subsequently developed a whimsical campaign around ihe
theme “We're running out of dinosaurs” to encourage energy conservaiion. The
campaign not only proved effective in educating consumers about the energy situ-
ation, but most important, resulted in a significant shift in favorable attitudes for
Standard Oil.

SUMMARY . .« o i i e e e emmm e e e mmm e m s

Before ads are handed off to the advertising agency and actual creative work be-
gins, it is important to consider the broad framework and creative approaches
open to copywriters and art directors. This chapter reviews several rational and
smotional approaches and some of the research that has been done on each.

The chapter is organized around a discussion of the rational approaches
such as comparative advertising, inoculative advertising, and refutational ap-
proaches, emotional approaches. using endorsers, and the use of distraction in ad-
vertising. Comparative advertising is advertising in which two or more specifically
named brands of the same product are compared in terms of one or more attrib-
utes. It is now widely used, even though it was illegal prior to 1970. The research
on comparative advertising presents a mixed picture of it being more or less effec-
tive than noncomparative advertising depending on counterarguing and other in-
formation processing mechanisms which come into play. From a strategic
viewpoint, comparative advertising is more appropriate for follower brands than
for leader brands.

Inoculative advertising utilizes the principles of inoculation in medicine. The
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objective is to inoculate the audience with small doses of the offending campaign
(competitor arguments) so that when the full campaign hits they will be less sus-
ceptible and resistant to those arguments. It has been demonstrated that pre-
exposure to weakened forms of counterargument is more effective in building
resistance than prior presentation of supportive arguments. AT&T’s famous cam-
paign to counter MCI inroads is a good example.

Refutational advertising involves explicitly stating competitive claims and
then refuting them. It is often contrasted to supportive advertising which focuses
on a one-sided presentation of brand benefits only. USAir’s “Best of times, Worst of
times,” campaign is an example. -

There is a whole category of approaches that rely on emotions or feelings and
pathos as the essential ingredient. Emotion-evoking approaches are most suitable
when the product category is one where buying is based on a “feeling” benefit—
either the low-involvement small pleasures of candy or soda pop or the highly in-
volving feelings associated with products like perfume, sports cars, or jewelry.

Endorsers are often used in testimonial advertising and are examples of
source-oriented approaches. There are many types of sources in advertising and a
model of source factors shows the range of source components and the cognitive
and affective ways in which the credibility of any of the components can be as-
sessed. Consistency theories encompass a range of theories of attitude change
(balance, dissonance, and congruity) that explain endorser and source effects.
Research on source credibility has shown that, in some cases, a low-credibility
source can be more effective than a high-credibility source. In advertising, three di-
mensions of course credibility—prestige, similarity, and physical attractiveness—
are particularly important.

A final approach is called distraction and involves trying to distract the audi-
ence from counterarguing during the viewing or listening process. The Chevron di-
nosaur campaign, “We're running out of dinosaurs,” designed to divert and
dissipate some of the audience hostility against oil companies during the energy
crisis, is an example.

DISCUSSION QUESTIONS ... ... .. e e e e .-

1. Using examples of comparative and noncomparative advertisement for the
same product category, explain in your own words why or why not you think
one is more effective than the other. Consider a modification of the compara-
tive ad that includes more/less explicit attribute comparisons and discuss why
the changes would increase (or decrease) effectiveness. Be specific in specify-
ing the criteria you use to evaluate effectiveness.

2. Discuss the desirability of using a doctor instead of a dentist as an endorser in
a toothpaste commercial. Assume that the same advertising objectives and the
same type of target audience are involved in each case.

3. Choose two testimonial advertisements. Assess their relative persuasiveness
using the source factors model given in the chapter.

4. Develop an advertisement for Coors Lite beer that is based on the refutational
approach (relative to Bud Lite for example). Discuss the degree to which it
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would be likely to build resistant attitudes among current Coors drinkers ver-
sus the degree to which it might attract new drinkers to the brand.

What exactly is distraction in advertising? What is its purpose? What provided
the distraction in the Chevron advertisements? Provide other examples of dis-
traction in advertising. .

Develop a consistency model of attitude change that would predict the
changed attitude toward Jell-O knowing the existing attitude on a -5 (strongly
dislike) to zero (neutral) to +5 (strongly like) scale; the existing attitude toward
Cosby as the source, also on a -5 to +5 scale; and the link between the source
and the brand on a 0 (weak link) to +5 (strong link) scale.

What is cognitive tension? Recall an instance in which you experienced it. How
would you measure cognitive tension?

Explain why refutational advertising works, and discuss situations in which it
would be more (and less) effective. h

What criteria would you use in choosing an endorser for a new line extension
in the “chip” market (potato or corn chips)? Discuss the importance of each in
your evaluation of potential candidates and how you would make the final de-
cision.
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But once the message strategy and the broad creative approach have been
determined, it is time to create the actual advertising. And, this is a very different
process. Here the best approach is divergent thinking—letting loose with one’s
imagination to find the most creative, unexpected way to communicate that core
advertising message.

This is not science, but art. We are dealing here not with logical analysis but
with the product of raw talent. And, although much advertising, particularly local
advertising, is created by someone at the client and media level without the inputs.
of an advertising agency, most national advertising involves an agency, because
that is where this talent usually resides. Of course, such talent is not confined to ad
agencies—indeed, clients like Coca-Cola have begun to tap into the pools of talent
that create popular entertainment, like Hollywood movies, to the great concern of
the ad agency business (see Chapter 1).
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It is the job of the creative department of the agency to generate alternative
advertising ideas and ultimately to pick one or a few that will go forward into pro-
duction. The creative department is made up of copywriters who have the main re-
sponsibility for creating the advertising, and art directors who are expert at
creating or otherwise introducing illustration and pictorial materials. These peo-
ple are generally under the supervision of a creative director, and a team of such
people is involved in developing the advertising to be used on any one campaign.

The creation stage encompasses the creative (idea generation) process, the
generation of written copy (copywriting), artwork of various kinds (illustrating),
and a preliminary or comprehensive version of the advertisement (layouf). Obvi-
ously, client approval and supplier selection are also important activities that
must be done before final production can begin. First, we consider the creative
process.

THE CREATIVE PROCESS: COMING UP WITH AN
IDEA . .. it i ieieceaaaaasenae-

The creative process is concerned with taking the baldly stated marketing propo-
sition, usually derived from and couched in terms of marketing research and man-
ufacturing specifications, and turning it into one or more creative ideas that
clearly, powerfully, and persuasively convey to the consumer what the brand does
for them and why it should matter to them. Such creative processes come into play
where research leaves oft. It is possible today to use a computer-based expert sys-
tem called ADCAD to specify what kind of advertising appeal and format will work
best in what kind of situation'—but one still needs a creative process to take such
recommendations and turn them into brilliant advertising.

For example, the long-distance company U.S. Sprint wanted to communicate
to consumers that its phone lines were made of fiber optics, which led to clearer
communications. A noncreative marketing person (or a computer-based expert
system) might simply decide to run'a commercial in which an announcer simply
makes such an announcement, using a “talking head” format. It takes a creative
person to come up with the creative idea that the fiber optic lines allow such clear
communication that if a pin is dropped in New York, it is heard to fall in Los Ange-
les when the sound is picked up by a microphone and communicated over U.S.
Sprint phone lines. Or, as in another ad, that if a singer in a studio in Los Angeles
sings a high note, that note can shatter a wine glass in New York if the sound is car-
ried over U.S. Sprint’s fiber optic phone lines.

Consider, as another example, the choice of Bo Jackson—the multisport star
athlete—to promote cross-training shoes from Nike. Or consider the campaign
from Rolling Stone to confront advertiser perceptions that it was a still a “hippie”
magazine by juxtaposing people illustrating the “perception” versus the “reality”
(see Chapter 10 for an example.) Or, finally, consider the idea to show the exhaus-
tive coverage of the NYNEX Yellow Pages by finding unusual category subheadings
and building a pun-filled story around each. A powerful, “big” idea can add immea-
surably to the effectiveness of an ad campaign, and the presence or absence of
such an idea must be the first thing you look for in evaluating a proposed ad cam-
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paign. Two ads with arguably strong “ideas” are presented in Figures 13-1 and
13-2. In Figure 13-1, the “idea” is that Samsonite garment bags have the same con-
venience and structure as a closet. In Figure 13-2, the “idea” is that each UPS truck
is like a complete satellite communications ground station, enabling complete
tracking of packages.

How do we come up with such ideas? The creative process has interested
many different types of people for some time. One of the pioneers in studying cre-
ativity, Alex Osborn, was a founder of Batten, Barton, Durstine & Osborn, one of
the largest agencies (now known as BBDO, and part of the Omnicom group). Os-
born saw the creative process as starting with the following.?

1. Fact finding
a. Problem definition: picking out and pointing up the problem
b. Preparation- gathering and analyzing the pertinent data

2. Idea finding
a. Idea production: thinking up tentative ideas as possible leads
b. Idea development: selecting from resuitant ideas, adding others, and reprocessing
by means of modification, combination, and so on

The process begins with fact finding—picking out and identifying the prob-
lem and gathering and analyzing pertinent data. The raw material for ideas is in-
formation—information from all sources. Leo Burnett once said, “Curiosity about
life in all of its aspects, I think, is still the secret of great creative people.”™ Of
course, some information is more useful than others. In particular, the creative
team should become immersed in as much factual information about the company,
the product, competition, and the target audience (their language, needs, motiva-
tions, desires) as possible..Obviously, they should have access to the available
consumer research.

Sometimes it is worthwhile to get firsthand knowledge of the consumer.
Claude Hopkins, whom we met in Chapter 1, would always go out and discuss
products with homemakers. One of the top agency executives today still makes it
a point to visit supermarkets regularly and ask shoppers why they make certain
shopping decisions. Leo Burnett believed in depth interviewing, “where I come re-
alistically face to face with the people /am trying to sell. [ try to get a picture in my
mind of the kind of people they are—how they use this product, and what it is they
don't often tell you in so many words—but what it is that actually motivates them
to buy something or to interest them in something.” Focus group interviewing is
another approach that tends to generate useful ideas and appropriate words and
phrases for use in developing copy.

Fact finding should include a careful discussion of the advertising objectives.
The objectives provide the point of departure for the creative process while, at the
same time, constraining it. The creative team might properly challenge the con-
straints implied by the objectives, at least in the early stages of campaign devel-
opment. In doing so, they might open the way for worthwhile alternatives and
provide their own input to formulating objectives. Some solutions to tough prob-
lems come only when the focus of the problem i$ broadened. Thus, the objective
need not be viewed as a unilateral, rigid set of constraints, but rather as a flexible,
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An ad with a strong creative idea: Samsonite.

Courtesy of Samsonite Corporation.
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Introducing Totallrack,Its ik getting ive
broadcasts from the scene of your package.

Despite what you may have seen on TV, the world’s largest staff of on-the-spot

reporters isn’t at CBS, NBC, ABC, or even CNN. They're at UPS.

Because we've just launched a nationwide cellular tracking system: TotalTrack.

Our 55,000 drivers now carry hand-held computers, while our vehicles are
equipped with state-of-the-art cellular technology. So now you can find out the status
of any air or designated ground package at any time. We can even confirm delivery in
seconds. And only UPS TotalTrack™digitally captures the recipient’s signature.

Which means that now there just one thing that travels faster than
a UPS package. And thats news of it. The package delfvery company more companies count on.

© 1993 United Parcel Service of America, inc.

Figure 13-2. An ad with a strong creative idea: UPS.
Courtesy of United Parcel Seruvice.
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dynamic guide that is the result of creativity as well as empirical research and man-
agerial experience. .

Fact finding should include a digestion and incubation time. The various facts
need to be absorbed or “digested,” and usually the best ideas emerge only after a
period of incubation.

After the information has been digested, idea generation is the heart of the
creative process. The key is to generate a large quantity of ideas—to avoid inhibit-
ing the process. Evaluating a set of alternatives is a relatively trivial problem next
to that of obtaining good alternatives to evaluate. It is somewhat ironic that in re-
fining decision theory very sophisticated methods have been developed to choose
among alternatives although we still have only the crudest notion of how to gen-
erate alternatives.

Osborn tells of a successful copywriter at BBDO who starts a job by clearing
his mind and sitting down at a typewriter and simply writing everything that
comes to mind.’ He even includes silly, worthless phrases with the thought that
they will block others if they are not included. In some cases, a piece of copy will
be generated on the first try, but, more typically, hundreds of possible ideas will be
created before several reasonable alternatives are generated.

There are certain questions that, when posed, can suggest ideas (see Table
13-1).

One of the most fertile is the suggestion to combine various concepts. There
have been several systematic approaches proposed to aid the process. One such
approach is termed HIT, or the heuristic ideation technique.® Several relevant di-
mensions of a problem area are identified. For a citrus drink, we might consider the
context in which it is used (snack, breakfast, or parties), the benefit it provides
(nutrition, preparation ease, color), and the personalities who could endorse it (an
athlete, a popular singer, a nutritionist). Then the total set of ideas is the set of all
possible combinations of these concepts. Techniques similar to this one have
been successful at stimulating new product ideas. One can readily see that prod-
ucts such as toaster waifles, breakfast milkshakes, canned whiskey sours, and
-aerosol hair sprays could have been conceived with such methods. In a similar
vein, some agencies have developed computer-aided name generators. Various
words or combinations of letters are systematically combined to provide alterna-
tive names for new products.

For some, idea generation comes easier in a group, from which more infor-
mation and associations are collectively available. The difficulty here is to over-
come the inhibiting aspects of group behavior. One technique to encourage the
free flow of ideas is brainstorming.” Developed by Osborn and used regularly at
BBDO, it features a group of six to ten people who focus on a problem. The cardi-
nal rule is that criticism is prohibited. All evaluation is withheld until later. The
wilder the idea that survives, the better, for it may stimulate anew association that
will trigger a more useful idea. The participants are encouraged to build on ideas
that appear, combining and improving them. The atmosphere is positive. The ob-
jective is quantity. Osborn reported that one such session generated 144 ideas on
how to sell blankets.

A related technique, called synectics, was developed by William J. J. Gordon."
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Table 13-1. Questions That Spur Ideas for New and Improved Products.
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to use it? Other uses If modified?

8 like? What other Iideas does this
past offer paraliel? What couid | emulate?

meaning, color, motion,

e o

I

Source: Philip Kotler, Marketing Management: Analysis, Planning and Control (i Enilewood Cliffs, NJ: Prentice Hall,
1967), p. 247, adapted from Alex F. Osborn, Applied imagination, 3rd ed. (New York: Scribner’s, 1963), pp. 286-287,

It differs from brainstorming in that it does not focus on a clearly specified prob-
lem. Rather, a discussion is stimulated around a general idea that is related to the
ultimate specific problem. Instead of being concerned with marketing a citrus bev-
erage, the group might discuss drinking. When a variety of ideas is exposed, the
leader starts directing the discussion toward the specific problem. The sessions
tend to last longer than the sixty- or ninety-minute brainstorming sessions, based
on a belief that fatigue tends to remove inhibitions.

John Keil,? in a book on creativity, argues that there are several myths about
creativity and creative people, none of which is really supported by the facts. Keil’s
six myths of creative people are as follows:

1. Creative people are sophisticated and worldly. They are cultured, well read, and
snobbish.
2. Creative people are more Intelligent than others.
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Creative people are disorganizeu\.

Creative people are witty and seldom boring.

Creative people are more involved with liquor and drugs than others are.
prugs and alcohol stimulate creative thinking.

o v W

Like the social stereotypes of any profession, Keil essentially cautions against such
stereotyping and argues that creative people have a wide variety of habits, styles,
and values. There are boring creative people, as well as witty ones. The incidence
of alcoholism and drug abuse in this profession appears no greater than in others
such as law or medicine.

The creative process culminates in the specific activities of writing copy, il-
lustrating, and layout. Each of these activities is briefly described in the next sec-
tions.

COPYWRITING . . . . . . .-t e cemmammmmmme

Copywriting, illustrating, and layout are different activities associated with the cre-
ative stage of advertising development and are usually done by different people
who specialize in one or the other. Copywriting in print is the activity of actually
putting words to paper, particularly those contained in the main body of the text
(the main arguments and appeals used), but also including attendant bylines and
headlines. In broadcast, the copywriter is, in effect, a script writer who develops
the scenario or script to be used in a radio or television medium; writing a jingle,
or the lyrics for music, may also be involved. lllustrating is usually the work of an
artist in the case of television. Layout generally refers to the activity of bringing all
the pieces together and, as will be seen, differs in the case of print and broadcast.

How does one write good copy? John Caples is a member of the Advertising
Hall of Fame, and his wisdom is worth reading. He retired in 1981 after fifty-four
years at Batten, Barton, Durstine & Osborn, the last forty years as vice president.
Caples was cne of the giants contributing to the success of BBDO. A classic direct-
mail advertisement created by Caples is shown in Figure 13-3. Caples states that
the best ads are “written from the heart.” “Write down every idea that comes into
your head, every selling phrase, every key word. Write down the good ideas and
the wild ideas. Don't try to edit your ideas at the start. Don't put a brake on your
imagination."10 In his book, he develops a checklist of important guidelines for

copywriting:

cash in on your personal experience.
Organize your experience.

Write from the heart.

Learn from the experience of others.

Talk with the manufacturer.

study the product.

Review previous advertising for the product.
study competitors’ ads.

study testimonials from customers.

©ENOY e GNS
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10. Solve the prospect's problem.
11. Put your subconscious mind to work.
12. “Ring thechanges" ona successful idea.

Following these rules is good advice in creating copy. The idea of “ring the
changes” is particularly useful and interesting. Once a successful idea has been
found, it should be used repeatedly with variations on the central theme. For ex-
ample, an insurance company found that ads featuring retirement annuities
brought the most coupon replies. So all the ad headlines featured retirement. How-
ever, the appearance of the ads was varied by using different illustrations such as
aman fishing . . . a couple sitting on the beach under a palm tree . ... an elderly cou-
ple embarking on a cruise ship. As Caples says,

Once you have found a winning sales idea, don't change it. Your client may
tire of it after a year or {wo. He sees all the ads from layout stage to proof
stage to publication stage. Explain to him that when he is tired of the cam-

paign, it is just beginning to take hold of the public."!

Copywriting obviously becomes more important in the case of long copy and
less important in the case where few words are included. Copy should be only as
long as necessary to complete the sales job—this means that long copy is often ap-
propriate only for the highly interested reader (such as people contemplating car
purchases).

General Copy Principles

While there are no (and should never be any) “rules” for what makes for good
copy,? it is worthwhile to become tamiliar with some generally accepted princi-
ples. Regardless of the specific ad medium, copy is usually more effective if'it is
simple, containing only one or two key ideas; contains a benefit or idea unique to
the brand being advertised; is extendible (can lead to several variations in a cam-
paign); and flows naturally and smoothly from beginning to end.

Good ads are specific, using facts and figures and believable details instead of
generalities. An example is the 1993 MCI telephone campaign that offered cus-
tomers written “proof positive” of the savings they would get every ninety days,
compared with those from other phone carriers. Another example is the Toyota ad
in Figure 13-4: notice how much more credible the claim about local parts sourc-
ing is because specifics are provided. Another “rule” is to frequently mention the
brand name and key consumer benefit; and to conclude the ad by linking back to
its beginning, with a strong call to some kind of action.

One overriding rule for developing copy is to keep the format simple, unclut-
tered, and straightforward. Whether in print or in broadcast, the tendency for in-
cluding too much information or for complicating the television commercial with
too many scene changes, or scenes that are not well integrated, should be avoided.
This principle of simplicity extends to the language used as well. Like cluttered for-
mat, complicated language is unlikely to induce people to spend the time to “figure
it out.” The message should always be true to the product. Claims should be sub-
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stantiable, and the style should not be radically altered over the life cycle of the
product.

Print Copy Principles

For print ads, one of the key elements is the headline, which must flag down the
target reader and pull him or her into the body copy, offering a reward for reading
on. This is best achieved by headlines that appeal to the reader’s self-interest (e.g.,
by offering free, useful information), are newsy, offer new twists on familiar say-
ings, and/or evoke curiosity (e.g., by asking a quizlike question).” As good exam-
ples, see the headlines used in Figures 13-5 and 13-6. It helps if the brand name is
mentioned in the headline itself.

Since most people reading print ads never go beyond the headline, it is also
extremely important that the headline and visual complement each other so well
and “tell the story” so easily, thata reader who only looks at the headline and main
visual can “get the message” without having to read a word of the body copy. The
choice of the headlines and visuals in the ads in Figures 13-1 and 13-2 earlier have
this desirable quality.

As for the body copy itself, it should be detailed and specific (recall Figure
13-4 earlier), support the headline, and be readable and interesting. Story appeal
is another effective copy device, as can be seen in the Paco Rabanne ad in Figure
13-7 or the John Hancock ad in Figure 13-8. Copy shouid be only as long as needed
to do the selling task (high-involvement purchases may call for detailed copy), but
body copy can be made readable by the use of subheads and captions.

As an example of an ad that displays many of these principles, examine the
print ad in Figure 13-9. Note that it flags down the target reader (pediatricians),
promises them a newsy benefit in the headline, the visual tells the story, specific
facts are presented (with a captioned graph), subheads are used, and there is a
call-to-action (phone number).

Research by Michael Houston, Terry Childers and Susan Heckler has shown
that attribute information is recalled better when it is presented both as a picture
and in words (for example, a teddy bear to depict softness in a fabric softener ad)
than when it was presented only as words with a different attribute conveyed in
the picture. However, this extra recall effect of pictures that exemplify verbal prod-
uct attribute information appears to occur only when the verbal information is it-
self of low imagery (does not involve visualization of a concept or relationship)."
Such imagery or visualization occurs more easily if the ad uses concrete rather
than abstract words, if the ad is believable, and if the ad does seem to create more
liking for the ad and the brand.!® The message of the ad is also more memorable if
its various parts are consistent rather than inconsistent, for example an ad for ICY
vodka from Iceland, showing a bottie apparently made out of ice and using copy
reading “Smooth as Ice . .. Icy cold. Icy clear .. e

Other research has discovered that more imagery is evoked if the picture
makes it easy for the consumer to plausibly imagine himself or herself in engaging
in that behavior."” The effects of an ad's pictures on brand attitudes (liking) seem
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Do You Make These
Six GCommon Mistakes
On Your Taxes?

Sixmnmnistakssmncauseywbig
headaches on your taxes. An oversight
here, an omission there. From unneces-
sary tax payments 1o full biown IRS
audits—you can end tp paying t6o much
... Or worse. But now, using TurboTax® or
MacinTax®, you can avoid these simple
but costly mistakes:

The Arithmetic Error
“B 1oty even the simplest forms

contain complex calculations. And
with all the late-night scrambiing, an
innocent mistake could cost you plenty.

The Transcription Error

With all those numbers being

juggled from schedule to schedute,
it's no wonder the figures are so often
transcribed incorrectty or entered on the
wrong line.

The Omitted Form
3 Even “ordinary” returns require

anywhere from six to a dozen
forms to compiete. s easy to miss one or
end up rushing al over town to find the one
you need.

The Misintorpreted

Instruction

Al best, IRS instr can be

The fastest, sasiost way to do your taxes
right. With a new Windows interface and enhanceq
capabilties for 1994, America's #1-seling tax sofiware
ever. Just gather your records and receipts, sit down
at your computer and let TurboTax's award-winning
EasySieg™ tax preperation system guide you though
every step of the way. Then print out your forms, sign
thern and drop them in the mail. I1's that easy!

New “smart footures™ save time and

and mistakes on the fly—while

fough to understand. At worst they can be
mind-boggling. What you need are clear
directions in plain English,

The Overiooked Deduction

You'd have to be a professional tax

preparer to know ali the deduc-
tions you're entitled to. If you miss just
one, it could cost you hundreds of dollars,

The Exceeded Guideline

The fastest way to trigger an IRS

audit is to exceed the “normal”
range on one of your deductions. You need
to know what the IRS looks for on a line-
by-line basis.

When you do your taxes with
TurboTax, mistakes like these ure virtually
impossibie. And filing your taxes couldn’t
be easier.

Figure 13-5.
Courtesy of Intuit Inc.

you're entering your data into our Windows and
Macintosh software—to improve the accuacy of you
feturn. And the SmartAudit™ feature hunts down

1T Ves, iy i

B Ao o0 oy FCE s nd 966 L copy of T

you girectly 1o each ilem and tells you what to change
and how. Alf in a fraction of the time you'd spend
checking and revising YOUr 7etum manually,

Get mere out of Quicken® with TurbeTax.

Our TaxLink innovation lets
Ul Ti.rboTax

work with TurboTax and
Quicken-—America’s #1 personal ——
o] ]

recalcubated fesults. (Windows version only.}
Take sur powerful CO-ROM for a spin.
TurboTax an CO-ROM offers concise, full-motion video
and audio assistance, plus over 60 RS publications
and expert tax advice from Marshail Loeb, -
former managing editor of Fortyne magazine

More returns filod and mere awards won
Shan sny other tax seftware, Over 40 milkion
retums have boen filed using TurboTax, making it the
m'smwmwm&
order today. And see for yourself why the new
TurboTax is easiy the best tax software evert
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A curiosity headline: Turbotax.
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e

Figure 13-6. A newsy, informative headline: Gold Medal Flour.
Reprinted with permission of General Mills, Inc.
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Billsuoater
(]
Married, two children

Income
Single Income $35,000

Bstimated Expenses
Tncome t 38,500
Rent 8,500
Food, Clothing
Insurance 13,000

$30,300
Needs

Long-term security
for his family
To build investments

Answer

John Hancock Variable
Life - Insurance with
the following range
of investment options:

Stocks, Bonds,

Money Market,
Aggressive Stocks and
Total Return

]

Bill Heater is feeling
more at ease about his
family's future since he
invested his raise in
John Hancock Variable
Life. The pelicy
guarantees Bill a death
benefit while it offers
him the opportunity to
‘make money through a
variety of investment
options. Plus, he can
change these options as
his needs or market
conditions change.

For more information
about Variable Life,
including charges and
expenses, please contact
your John Hancock
representative for a
prospectus. Read it
carefully before you
invest or send money.

]

Real life, real answers.

ke Remi ol Voriable Life Imwvaacs Ce. Baeron. W 6200

Figure 13-8. Story appeal: John Hancock.
Courtesy of John Hancock Financial Services.
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CHAPTER 13

Tochnical Broaktbrough
Now Take Instant Clinical Temperatures
Without Disturbing Your Patients

Say Goodbye to Old-Fasbioned »
* Invasive Thermometers
CARLSBAD RESEARCH CENTER,
CALIFORNIA—Now you can take
p quickly and ly
with better patient cooperation and
e k thanks
to test medical technology.
It's called FirstTemp™: a.
all-purpose

light, hand-held,
clinical thermometer from

When placed just at the ear's
opening, i i
ludmg from tympamc mem-
brane in one second’ This measure- o :
ment is very accurste, because the | P oo el a
tympanic membrane shares the blood p,ens baty—con be fnt anciswbod

‘ y'h!h‘t h g hm*wﬁ—
€8 the  LYPO-  independent Research Supports likely deliver the quickest, most
£ eonhoh“lsn‘i‘;m RrstRmp's Accuracy reliable tempersture.
perature}. The 1
temperatureisdis-  Vermont, v =
played on a backlit -
LCD screen. =
Reduces Risk of Spreading Orally »
and Sexually Transmitted Diseases =
FirstTemp makes no contagion- s
preading contact with mem- -
branes. And the probe is covered with B Exx LIRS e
a fortable, disposable specul
that fits adults and infants safely, The e i e wos comperd
covers are applied and ejected dwelteg recel Smometsc. The nosrimaste Frstlomp
without being touched. FirstTemp isa
major advance in reducing the risk of ol 0507
m‘“‘ i orally Y Wide Range Helpful in
Hypotbermia Cases
Doctors ? FirstTemp's range of 60°F to 110°F
wﬁfmlmm e Patient Fiow, (15.5°C to 43.3°C) makes it particu-
! larly useful in cases of hypothermia.
FirstTernp offers new advantages to 9F and °C readings are availabl
physicians and hospital personnel: at the flick of a switch.
You get the temperature quickly and For more information about First-
accurately, while its comfortable, non- & Temp, call (800} 535-5158 {US) or (800)
invasive nature elicits unprecedented Usehd kor sl ages FAmbuisory Com. LU/CCUER ~ 628-1414 (California). Clinical refer-

patient compliance. &5 well 2 Pediatrics and NICU. ences available upon request.

For More infcrmation, Clrule 236 en Quisk Response Card.

Figure 13-9.  Good overall print ad: First Temp.
Courtesy of Sherwood Medical.
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to increase if they contain product-relevant information, especially for highly in-
volved consumers.”

Television Copy Principles

Television scripts (which are discussed further shortly) must usually be written to
take advantage of the visual nature of the medium, by using demonstrations, pack
close-ups, and the like. The message contained in the pictures is especially impor-
tant now that many consumers pay oniy limited attention to advertisements."”
Since TV ads are fleeting and cannot usually easily communicate much informa-
tion, simplicity (and frequent and early mention of the brand name and key idea)
are strongly recommended. TV ads get higher recall scores if they contain more
frequent visual representations of the brand name, package, and key product at-
tributes.

TV ads also get higher persuasion scores if the shots in the ad are more “con-
nected” and better-linked to each other.2? While there seems to exist a belief that
TV ads should use more shots because viewer attention spans are getting
shorter—the average number of shots per ad is up from eight in 1978 to thirteen in
1991—research has actually found that as the number of shots per ad goes up, the
ad’s recall and persuasion scores go down, even among young viewers.”! Amaz-
ingly, it has been found that if the camera angle is such that the product or person
appears bigger, stronger or bolder, the ad is evaluated more favorably, though this
happens mostly for consumers processing the TV ad in a low-involvement fashion
(see Chapter 5).2 It bears repeating, however, that the key factor making for a per-
suasive TV ad is as simple as the presence of a strong brand-differentiating bene-
fit.”® While the creative execution is certainly important, if you want a persuasive
ad, make sure you've got the right (strong and convincing) message!

Radio Copy Principles

For radio ads, a key principle usually is to write copy that “creates a picture in the
mind’s eye” of the listener. The radio ad must pull the listener in from whatever is
being done when the ad comes on, into an imagined situation, through use of the
human voice, sound effects, humor, and music. Research shows that sound effects
increase imagery activity and, through that, the evocation of feelings that are not
verbally described in the ad. Though it can occasionally be distracting, product-
related imagery usually increases the ad’s likability and the recall and recognition
of ad claims.*

It is usually also important in radio to mention the brand name and the key
selling benefit early and often. Short words and short sentences are usually easier
to understand on the radio. Obviously, radio ads can use various creative tools,
and a typology of different kinds of radio ads has been developed.” Two examples
of humorous award-winning radio ad scripts are presented in Figure 13-10. The ad
for Callard and Bowzer illustrates the frequent repetition of the brand name and
the use of mnemonic devices, while the ad for the Pork Producers Council illus-
trates the use of sound effects and dialogue that work on the listener’s imagina-
tion. '
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AGENCY: Lord, Geller, Federico, Einstein, New York
CLIBNT: Callard & Bowser

CREATIVE DIRECTOR: Arthur W. Einslein Jr.
COPYWRITERS: Lynn Stiles, John Cloese.
PRODUCERS: Lynn Stiles, Arthur W, Einstein Jr,
RECORDING STUDIO: Molinaire,

Plenty of commercials demand attention, but sa few of
them reward it. With Cleese's absurdly complicated Callard
&Bowserupots,ywﬂndywﬁd{hng‘mgonmrywod.
Remarkably, in the age of the commercial-za;

spots are hardly soft-sell. After all, how could you nol
remember the product name after a performance like this?

CLRENSE: You know, it's often ococurred to me that
you're listening to these Callard & Bowser candy
commaercials while driving the car or doing brain sur-
gery or ironing shirts if you're a man. 80 how are you
going to recall the name Callard & Bowser if you can't
write it down? Well, the answer is just remember
quack, woof and the jetters CB. . . . CB—think of Chi-
cago Bears, or Charlotte Bronte, or even . . . yes,
Chauncey Balkin. He's my mother's cousin’s uncle’s
ex-tobacoonist—lives in San Diego—don't know
whether you know him. If not, perhaps best stick to
Charlotte Bronte really. Yes, so you've got quack,
woof, Charlotte Bronte. And that's all you need, so
off we go, quack, woof, Charlotte Bronte. Quack gives
you duck, the duck's a mallard, 80 the first name
starts with a C as in Charlotte and rhymes with mal-
lard—Callard. And the woof gives you dog, the dog's
a schnauzer, gecond name starts with a B as in Bronte
and rhymes with sohnauzer—Bowser! Callard &
Bowsger, the name o remember for very special, rath-
er sophisticated Englich candy. Now if you can't re-
member quack, woof, Charlotte Bronte, don't rush
into candy stores shouting, “Meow, cluck, Loulgsa
May Alcott,” . . ., just do without.

Figure 13-10.

AGENCY: Flelcher/Maya/Associaler, Kansas City

CLIENT: Nationa! Pork Producers ¢ wuneil

CREATIVE DIRECTOR/AGENCY PRODUCER: Jofff Wirth
PRODUCTION COMPANY/COPYW RITERS: Dick Orkin's Radio
Rauch, Iiollywood

Have you noticed that the tinde associations for various
foud commodities have been running some of the cleverest
advertising around in recent years? Could be a dissertation
topie here for some chow-hound of a marketing student.
At any rate, pork is well served by the commercial cited
here. The spot will get most of us on its side right away
with its reference to that common enemy of dinnerlime
mankind, the lima bean. (Please—no letters from the Lima
Bean Council.) And it goes on from there with a neat
interweaving of the sophisticated and the childiike.

ANKOUNCBR: Mikey Miller has.always been a picky
eater.

WOMAN: Mikey, eat your lima beans.

MIXEY: (child's voice) I don't like ‘em.

WOMAN: You haven't even tried them.

MIXEY: I don't want to.

WOMAN: Hore comes the lima-bean airplane. {airplane
noise) .

MIXRY: I'm not eating lima beanas,

ANNOUNCER: All Mikey wanted to eat was . . .
MIKREY: 8'ghetti.

ANNOUNGNR: He grew to adulthood, got married,
found a job but continued to be just as picky as sver.
MIERY: (adult voice) What's for dinner?

WIrs: Pork tenderioin with green peppercorn sauce
and lima beans.

MIKEY: [ hate lima beans.

WIFM: Michasl, you haven't even tried them.
MIXKY: I don't iike 'em.

WIrN: Here comes the lima-bsan choo-choo. Whoo
whoo.

MIKWY: (food in his mouth) I don’t lixe 1tma beans.
WIFE: Well, at least try the pork tenderloin with
green peppercorn sauce.

MIKEY: Why can’t we have 8'ghetti?

WIFE: Mike, you've never even tasted pork tenderloin
before, have you?

MIKEY: I don't care.

WIFE: Pork's leaner than ever before. It's Jufcy. Itv's
tender. Mmmmmmmm . . .

MIKEBY: Then you eat it.

WIre: Mike, don't you ever get tired of eating the
same thing week in and week out? Try the pork ten.
derloin!

MIXEY: Oh, all right. (takes bite) Oh, this 18 good.
wirm: I knew you'd like it.

MINEY: I'!m gonna eat this every day for ever and ever
until I die.

wIrs: Which meay be very soon.

MIKEY: What?

wWIrs: Nothing.

Radio ads using mnemonics and sound effects.

© 1986 ASM Communications, Inc. Used with permission from Adweek.
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outdoor Copy Principles

For outdoor ads, where the message must be communicated in a few seconds, the
copy and visual (such as a large pack shot) must be extremely short, simple,
strong, and obvious—there is no time for subtlety. Outdoor ads are recalled more
if they have fewer words, are about more involving productg, are creatively more
distinct, and are on the right-hand side of highways than on the left-hand side
(from the drivers’ perspective).”

Retail Copy Principles

Retail ads usually must contain specifics about the merchandise being offered
(such as exact sizes, colors, and prices) in order to stimulate immediate buying ac-
tion. Yet they must also be created in a manner consistent with (and must strive to
reinforce) the image of the store. An example of a retail ad was presented earlier, in
Chapter 3 (Figure 3-5).

Business-to-Business Ads

Since business-to-business ads are usually written to an audience seeking problem-
solving or profit-improving information, they should usually be informative and of-
fer specifics, serious (but not boring), and (ideally) offer case histories of how the
advertised brand helped someone else in a similar situation. The software com-
pany Lotus, for example, in advertising its Notes product to corporate users, ran
ads in September 1993 citing successful adoption by twelve different companies,
each named explicitly, with a paragraph describing each specific case. (See Figure
13-11 for another excellent example.) ' ,

Long copy ads are good,” but they should focus on a. single benefit, and it
helps if they have a singte dramatic image. While the ads need to be factual and in-
formative, they should nonetheless contain some drama or human interest, ac-
cording to a study by Roper Starch Worldwide.?® A coupon or phone number can
be used to provide more-detailed information and generate alead for a subsequent
sales call, either in person or via the telephone.

Advertising on the Internet

As this edition of the bouk is being written, advertisers are just beginning to ad-
vertise on the Internet, the worldwide web of computer networks that promises to
become another avenue of electronic commerce. Advertisers set up “home pages”
that can be accessed by “web browser” software, and occupy “storefronts” in “on-
line malls.” It is far too early to tell how advertising will evolve on the Internet, but
according to Ogilvy and Mather Direct, one of several agencies venturing in this
medium, Internet advertising should not be intrusive, should take place only in
designated newsgroups and list servers, should offer full disclosure of what is be-
ing sold and under what terms, should only perform consumer research with the
consumer’s consent, and should not resell consumer data without express user
permission.”
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ILLUSTRATING . . . . . . ... it iieceeeee

The activity of illustrating is of crucial importance for many consumer nondurable
products where pictures or photographs are used to convey a central idea, and
there is little or no need for long explanations or a recitation of copy points. Nor-
mally, an artist will be involved in selecting materials or will actually draw original
pictures for the advertising. :

Artwork is equally if not more important than writing copy, particularly
where the goals of the advertising are attention getting or building awareness. As
in writing copy, pictorial materials should be developed that are tied into the self-
interest and understanding of the audience, “tell a story” at a glance, are relevant
to the product and copy theme, and accurate and plausible in the context of the
selling message. Another popular rule is to include pictures of at least some or all
of the product.

lllustrating also involves decisions as to what “identification marks” to in-
clude. These fall into one of three categories: company or trade name, brand name,
and trademarks. In family-branding strategy, the company. name, such as Del
Monte or Levi Strauss, will obviously play a major role. In other cases, the com-
pany name may not even be mentioned or deemphasized, as in many of the deter-
gent brand advertisements of Proctor & Gamble.

The decision regarding brand name will probably have been made prior to ac-
tual copywriting, but it may not. A great deal of time and research effort may be re-
quired to. arrive at the right brand name. Trademarks, service marks, and
certification marks like the Good Housekeeping seal of approval must also be con-
sidered for inclusion in the visual materials. Often a caricature or identifying sym-
bol such as the Pillsbury doughboy, the Green Giant, or Mr. Peanut will be
included, and decisions as to how they will be positioned will be required. The vi-
sual content, color, artwork, and identification mark decisions are a crucial aspect
of print advertising, and choices will heavily determine the effectiveness of the fi-
nal result.

The United States Trademark Association lists the following as desirable
characteristics of a trademark: it is brief, easy to remember, easily readable and
speakable, easily adapted to any media, suitable for export, and subtle; has no un-
pleasant connotations; and lends itself to pictorialization.

Although color ads are assumed to have more impact than black-and-white
ads (which usually cost less money to run), Lester Guest provided one of the few
studies that examined the differential effect of color.® He asked respondents to
evaluate companies after being exposed to advertisements. Half the respondents
saw a color version of the advertisements and the other half saw a black-and-white
version. The ones in color consistently did better across advertisements and years
(the study was replicated three times), but the differences were small and usually
not statistically significant. Guest concludes that “these studies do not support the
contention that companies sponsoring colored advertisements receive a bonus of
greater prestige as a consequence of color only.”

Many of the same kinds of decisions must be made with respect to the video
portion of a television commercial. Here, however, the emphasis is on actionand
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the dynamics of each scene. The director must take into account how one scene
will blend into the next, how video materials will serve to enhance and reinforce
the audio message, which will be mainly attention-getters, which will carry the
copy points, and so on. Chapter 15 has a description of the production of an Amer-
ican Express commercial that illustrates many of these points. The task is further
complicated in television by the addition of music or sound effects other than
voice.

LAYOUT. . . ..ttt ettt e e e e e e e e

The layout activity involves bringing all the pieces together before the advertising
is sent out for production. A layout can be in relatively unfinished form, a prelimi-
nary layout, or can be a very detailed specification of all aspects of the production
requirements, a comprehensive layout. (See Chapter 15.) The decision as to how
detailed the layout is to be will rest on the agency’s trust in the supplier firms.
Many agencies choose to send on only preliminary layouts to allow room for a sig-
nificant amount of creativity in the production process.

Layout involves decisions as to how the various components of headline, il-
lustration, copy, and identification marks are to be arranged and positioned on the
page. The size of the advertisement will obviously have an effect on this decision.
There are five considerations to take into account in developing print layout:

1. Balance: the arrangement of elements to achleve a pleasing distribution or visual im-
pression. ‘

2. Contrast: using different sizes, shapes, densities, and colors to enhance attention value
and readability.

3. Proportion: the relation of objects to the background in which they appear and to each
other.

4. Gaze-motion: the headline, lustration, copy, and identification marks in that order will
usually provide the most logical sequence for gaze-motion (in some cases, however, it may
be useful to alter this typical pattern).

5. Unity: the qualities of balance, contrast, proportion, and gaze-motion should be com-
bined to deveiop unity of thought, appearance, and design in the layout. Coupons, for ex-
ampie, should not be placed at the beginning of an advertisement unless the copy theme Is
buiit around the idea of clipping the coupon. Unity is best achieved by keeping the layout
simple and unciuttered and to ease the reader’s task in comprehending the advertisement.
Simplicity can be carried forward in many instances by judicious use of "white space” in
which most of a large part of the advertisement shows nothing.

Concerning layout, Stephen Baker, an art director, draws a distinction between “ar-
ranging elements on a page” and “visualizing an idea.” He states

The former is a designer’s (or layout man’s) feat; his innate sense of compo-
sition, balance, color is brought fully into play. On the other hand, presenting
the clearest visual interpretation requires a strong desire to communicate
with the audience, a flair for the dramatic, the ability to think in pictorial
terms (usually referred to as “visual sense”™) and, probably most significant, a
firm understanding of the advertiser’s goal
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Various classifications have been developed for print ad layout styles.® These in-
clude:

1. Picture window (aiso calied Ayer #1): a large picture or iliustration with tightly edited
copy fitting into the small space alloted to it.

2. Mondrian/grid: named after the Dutch painter, these break out space into a series of se-
verely demarcated rectangles or even-sized boxes.

3. Type-specimen: these exhibit large type size with no fllustration at all.
4. Copy-heavy: no lllustration, or only a small visual, rely mostly on words.
5. Frame: artwork or lllustrative material framing the copy (or vice versa).

6. Silhouette: the elements form an overall siihouette, or shape, against the background;
for example, white space pushed toward the edges of the ad.

7. Multipanei: these look like comic-strips.
8. Circus: like multipanel, with even more components (.g., grocery stose ads).

9. Rebus: photographs, fllustrations or diagrams are inserted into the copy, which is usu-
ally quite long.

Some research by Chris Janiszewski has shown that the arrangement of ad el-
ements on a page also determines which of the brain’s hemispheres processes
which element of the ad. Usually, the right hemisphere is better suited for the pro-

- cessing of pictures, and these are better placed on the left side of the page in order
to be processed by the right hemisphere. The opposite applies for words. He rec-
ommends that if the key information in the ad consists of certain verbal claims, the
ad will be more effective if the pictorial attention-grabbers are placed to the right
of those key verbal claims, and verbal attention grabbers are placed to the left of
those key verbal claims. Such an arrangement will lead to less interference in the
processing of the key verbal claims, because each of the attention-grabbing kind of
information will be sent to the inappropriate hemisphere (pictures to the left hemi-
sphere instead of the right, words to the right instead of the left).*

The layout of a television commercial is the storyboard; various examples of
storyboards have appeared in earlier chapters. Here, again, it can be generated in
a relatively primitive form, in which only artist sketches and suggestive copy are
included, or in a more comprehensive form that details more precisely what actors
are to say, how scenes will blend in, and the precise location of identification
marks, background music, special effects, and so on. The copy/art team creating a
TV commercial will indicate the nature of the camera shots and camera move-
ments, the level and type of music, and so on. Of course, much will change as the
commercial is actually shot and then edited, by the director selected for the com-
mercial (see Chapter 15).%

TYPES OF TELEVISION COMMERCIALS .. ......

Audio and visual elements can be combined to produce several types of television
commercials, just as a story can be told in many different ways. Emphasis can be
placed on the story itself, on the problem to be solved, on the central character
such as in a testimonial, or on special human emotions or storytelling techniques
such as satire, humor, fantasy, and so on. Albert Book and-Norman Cary™ provide
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a useful classification of the possible alternatives, based on the point of emphasis,
focus, or style adopted. Each is referred to as a particular kind of commercial
structure to emphasize that a commercial is other than an unrelated jumble of
ideas and techniques. The thirteen types of structure identified by them follow:

1. Story line: a commercial that tells a story; a clear, step-by-step unfolding of a message
that has a deﬂnlte»beglnnlng, middie, and end.

2. Problem-solution: presents the viewer with a problem to be solved and the sponsor's
product as the solution to that problem. Probably the most widely used and generally ac-
cepted example of a TV commercial. e

3. Chronology: delivers the message through a series of related scenes, each one growing
out of the one before. Facts and events are presented sequentially as they occurred.

4. Special effects: no strong structurai pattern; strives for and often achieves memorabil-
ity through the use of some striking device, for example, an unusual musical sound or pic-
torial technique.

5. Testimonial- aiso called word-of-mouth advertising; it uses well-known figures or an
unknown “man in the street” to provide product testimonials.

6. Satire: a commercial that uses sophisticated wit to point out human foibles, generaily
produced in an exaggerated style; parodies on James Bond movies, Bonnie and Clyde, Hair,
and the like.

7. Spokesperson: the use of an on-camera announcer who, basically, “talks.” Talk may be
fast and hard sell or more personal, intimate sell. ] _

8. Demonstration: uses some physical apparatus to demonstrate a product's effective-
ness. Anaigesic, watch, and tire commercials empioy this approach heavily.

9. Suspense: somewhat similar to story-line or problem-solution structures, but the
bulldup of curiosity and suspense to the final resolution is given a heightened sense of
drama. .

10. Slice-of-life: a variation on problem soiution; begins with a person at the point of, and
just before the discovery of, ah answer to a problem. This approach is heavily used by de-
tergent manufacturers.

1. Analogy: offers an extraneous example, then attempts to relate it to the product mes-
sage. Instead of delivering a message simply and directly, an analogy uses one example to
explain another by comparison or implication: "Just as vitamins tone up your body, our
product tones up your car’'s engine.”

12. Fantasy: uses caricatures or special effects to create fantasy surrounding product and
product use: Jolly Green Giant, White Knight, White Tornado, the washing machine that be-
comes 10 feet tall.

13. Personality: a technical variation of the spokesperson or announcer-on-camera,
stralght-sell structure. Relies on an actor or actress rather than an announcer to deliver the
message. Uses a setting rather than the background of a studio. The actor plays a character
who talks about the product, reacts to its use, or demonstrates its use or enjoyment ci-
rectly to the camera.

These structures are, of course, not mutually exclusive, but rather serve to
provide points of focus for analysis, copy production, and research. For example,
in testimonials and, perhaps, in spokesperson and demonstration commercials,
the credibility of source and/or the mode of presentation are likely to be most im-
portant. Customer reactions to source could receive special attention, utilizing the
ideas on source credibility given earlier in Chapter 12. In story-line, problem
solution, and perhaps the chronology and analogy structures, focus would tend to
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center more on the type of argument (for example, one- versus two-sided or refu-
tation) or the order of argument (primacy-recency, stating a conclusion) dimen-
sions. Each of these seven types of commercials also tends to be more factual in
orientation.

The remaining six types all are more emotional in orientation and can be dis-
tinguished on the basis of whether the emotion-arousing capacity or the charac-
terization being used relates to source or message. The personality and slice-of-life
structures, for example, are likely to be more source oriented. The choice of the
personality to be used or the characters who will play the role in the slice-of-life sit-
uation are emphasized. The special effects, fantasy, satire, and suspense struc-
tures are all fundamentally emotional in orientation. Special effects, for example,
might be used to arouse emotions with respect to fear, sex, or status. The principal
objective would be emotional arousal, and interest would center‘on whether the
particular emotion was evoked in the target consumer.

A slightly different typology has been developed by Henry Laskey, Ellen Day,
and Melvin Crask. They divide TV ads into two main types of Informational versus
Transformational (see Chapter 9 for a discussion of these terms). Informational
commercials are then subdivided into comparative; those using a unique selling
proposition; “preemptive”; generic/product class; and those using hyperbole.
Transformational ads are classified as either generic; based on the use-occasion;
using brand image; or communicating user image.”’

CREATIVESTYLES .. ... ... .- cnenaenann-n.-

As has already been suggested, creating advertising is a little like creating art. Two
artists viewing the same scene may paint it quite differently, but both can produce
high-quality paintings and “effective” products. In this portion of the chapter, sev-
eral of the creative giants of advertising and examples of their work are presented.
An important factor that tends to distinguish them is the nature of the product or
market situation. As will be seen, however, there are points of emphasis and style
that tend to characterize the approach and make it recognizable.

Just as an art critic can distinguish a Picasso from a Monet, so an experienced
copy director can distinguish the work of a David Ogilvy from that of a Leo Burnett.
The styles of creative giants in advertising have, over time, become exaggerated to
the point of caricature. Furthermore, right or wrong, their approaches become as-
sociated with a considerable amount of advertising of the agency with which they
are associated. Thus, any description of their creative style may tend to be exag-
gerated. Such an exaggeration is useful for our purposes, however, because it
helps to illustrate the diversity among creative teams in the advertising profes-
sion.

The first set of examples profiles the works of David Ogilvy, William Bern-
bach, Rosser Reeves, and Leo Burnett. These creative giants have had major im-
pacts on advertising over the years, and it is useful to study their styles and classic
examples of their work. This is followed by three copy directors who have
achieved prominence and recognition in recent years: Philip Dusenberry, Lee
Clow, and Hal Riney. Each has had a major impact on the creative output of the ad-
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vertising agencies with which they are associated and, in many respects, represent
the state of the art in advertising in the 1990s.

David Ogilvy: The Brand Image

David Ogilvy—who, now retired from the business, lives in a chateau in France—is
most concerned with the brand image. Due in part to the nature of the products
with which he works, this usually means that he is concerned with developing and
retaining a prestige image. He argues that, in the long run, it pays to protect a fa-
vorable image even if some appealing short-run programs are sacrificed in the
process. In his words,

Every advertisement should be thought of as a contribution to the complex
symbol which is the brand image. If you take that long view, a great many
day-to-day problems solve themselves. . . . Most of the manufacturers who find
it expedient to change the image of their brand want it changed upward. OFf-
ten it has acquired a bargain-basement image, a useful asset in time of eco-
nomic scarcity, but a grave embarrassment in boom days, when the majority
of consumers are on their way up the social ladder. It isn’t easy to perform a
face-lifting operation on an old bargain-basement brand. In many cases it
would be easier to start again, with a fresh new brand. . .. A steady diet of
price-off promotions lowers the esteem in which the consumer holds the prod-
uct; can anything which is always sold at a discount be desirable?>

Ogilvy goes on to say that the personality of the brand is particularly important if
brands are similar:

The greater the similarity between brands, the less part reason plays in brand
selection. There isn’t any significant difference between the various brands of
whiskey, or cigarettes, or beer. They are all about the same. And so are the
cake mixes and the detergents, and the margarines. The manufacturer who
dedicates his advertising to building the most sharply defined personality for
his brand will get the largest share of the market at the highest profit. By the
same token, the manufacturers who will find themselves up the creek are
those shortsighted opportunists who siphon off their advertising funds for pro-
motions.®

When Ogilvy obtained the Puerto Rico account, he indicated that what was needed
was to “substitute a lovely image of Puerto Rico for the squalid image which now ‘
exists in the minds of most mainlanders.”

One of the most distinctive aspects of many of Ogilvy’s most well-known cam-
paigns is the use of prestigious individuals to convey the desired image for the
product. In two cases he actually used clients to represent their own products:
Commander Whitehead for Schweppes Tonic and Helena Rubinstein for her line of
cosmetics. One of the original advertisements for the Schweppes campaign is
shown in Figure 13-12. Others he “created” or developed from individuals or ideas
not explicitly part of the original company. One of the most successful was the
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The man from Schweppes is here

Mazr Commander Edward White-
head, Schweppesman Extrsordinary
from London, England, where the
House of Schweppes has been a great
institution since 1794.

The Commander has come to these
United States to make sure that every
m Schweppes Quinine Water

over here has the original
bittersweet flavor essential for an au-
thentic Gin-snd-Tonic.

He im the original Schweppes
elixir the secret of Schvm
carbonation is
in his brief case. “Schwepper-
vescence,” says the Commander,
“lasts the whole drink through.”
Schweppes Water makes
your favorite drink a truly petrician
—and Schweppes is now avail-

Figure 13-12.

An early advertisement for Schweppes.
Courtesy of Schweppes US.A. Limited.
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campaign for Hathaway shirts in which a male character with an eye patch was fea-
tured. Ogilvy tells how the campaign evolved, for a product with an initial adver-
tising budget of only $30,000.

I concocted eighteen different ways to inject this magic ingredient of “story
appeal.” The eighteenth was the eye patch. At first we rejected it in favor of a

- more obvious idea, but on the way to the studio I ducked into a drugstore and
bought an eye patch for $1.50. Exactly why it turned out to be so successful, 1
shall never know. It put Hathaway on the map after 116 Years of relative ob-
scurity. Seldom, if ever, has a national brand been created so fast, or at such
low cost. . . . As the campaign developed, I showed the model in a series of sit-
uations in which I would have liked to find myself: conducting the New York
Philharmonic at Carnegie Hall, playing the oboe, copying a Goya at the Met-
mpol:'fan Museum, driving a tractor, fencing, sailing, buying a Renoir, and so
forth.

Ogilvy will, when possible, obtain testimonials from celebrities. Usually their
fee will go to their favorite charity. Thus, Ogilvy has used Queen Elizabeth and Win-
ston Churchili in “Come to Britain” advertisements and Mrs. Franklin Roosevelt
saying that Good Luck margarine really tastes delicious. His agency, Ogilvy &
Mather (now part of the WPP Group) continued this approach in the 1980s for
American Express in a print campaign showing interesting photographs of famous
celebrities who were card members, with no copy but for the line “Member since
19xx” (see Chapter 10). A campaign for the Reader’s Digest featured many national
figures explaining that they relied on such a magazine because of their busy
schedules.

Ogilvy, in addition to being very creative, is also research-oriented. He looks
to the experiences of direct-mail advertisers and the various advertising reader-
ship services for possible generalizations. He also looks to his colleagues and com-
petitors for insights. From these sources he puts forth various guides, rules, and
commandments for the creation of advertising by his staff. The following are his
eleven commandments for creating advertising campaigns.

1. What you say is more important than how you say it. Two hundred years
ago Dr. Johnson said, “Promise, large promise is the soul of an adver-
tisement.” When he auctioned off the contents of the Anchor Brewery he
made the following promise: “We are not here to sell boilers and vats, but
the potentiality of growing rich beyond the dreams of avarice.”

2. Unless your campaign is built around a great ideaq, it will flop.

3. Give the facts. The consumer isn’t a moron; she is your wife. You insult
her intelligence if you assume that a mere slogan and a few vapid adjec-
tives will persuade her to buy anything. She wants all the information you
can give her.

4. You cannot bore people into buying. We make advertisements that people
want to read. You can’t save souls in an empty church.

5. Be well mannered, but don’t clown.



THE ART OF COPYWRITING 443

6. Make your advertising contemporary.

7 Committees can criticize advertisements, but they cannot write them.

8. If you are lucky enough to write a good advertisement, repeat it until it
stops pulling. Sterling Getchel’s famous advertisement for Plymouth
(“Look at All Three”) appeared only once and was succeeded by a series
of inferior variations which were quickly forgotten. But the Sherwin Cody
School of English ran the same advertisement (“Do You Make These Mis-
takes in English?™) for 42 years, changing only the typeface and the color
of Mr. Cody’s begrd.

9. Never write an advertisement which you wouldn’t want your own family
to read. Good products can be sold by honest advertising. If you don't
think the product is good, you have no business to be advertising it. If you
tell lies, op weasel, you do your client a disservice, you increase your load
of guilt, and you fan the flames of public resentment against the whole
business of advertising.

10. The image and the brand: it is the total personality of a brand rather than
any trivial product difference which decides its ultimate position in the
market. .

11. Don't be a copy cat. Nobody has ever built a brand by imitating somebody
else’s advertising. Imitation may be the “sincerest form of plagiarism,”
but it is also the mark of an inferior person.*

william Bernbach: Execution

Perhaps the most exciting agency in the 1960s and 1970s was the one William Bern-
bach established in 1949, Doyle Dane Bernbach (now, as DDB Needham, part of the
Omnicom group). It has been enormously successful although apparently violating
several well-established dictums of the advertising business. One of-the most sa-
cred laws in evaluating an advertisement is to determine if it really communicates
a persuasive message or if it is merely clever or memorable. The primary job of an
advertisement is to sell-to communicate a persuasive message. David Ogilvy's first
rule for copywriters is “What you say is more important than how you say it.” Bern-
bach replied that “execution can become content, it can be just as important as
what you say . . . a sick guy can utter some words and nothing happens; a healthy
vital guy says them and they rock the world.” In the Bernbach style, the execution
dominates.

To say that Bernbach emphasized execution is, of course, a rather incom-
plete description of his style. What kind of executior:? Although it is difficult to ver-
balize such an approach because it does not lend itself to rules, there are certain
characteristics that can be identified. First, Bernbach did not talk down to an au-
dience. An audience is respected. As Jerry Della Femina, a colorful advertising ex-
ecutive, put it: “Doyle Dane’s advertisement has that feeling that the consumer is
bright enough to understand what the advertising is saying, that the consumer
isn’t a lunkhead who has to be treated like a twelve year old.” The copy is honest.
Puffery is avoided, as are clichés and heavy repetition. The advertising demands
attention and has something to say. Second, the approachis clean and direct. Bern-
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bach pointed out that “you must be as simple, and as swift and as penetrating as
possible. . .. What you must do, by the most economical and creative means pos-
sible, is attract people and sell them.” Third, the advertisement should stand out
from others. It should have its own character. In Bernbach’s words,

Why should anyone look at your ad? The reader doesn’t buy his magazine or
tune in his radio and TV to see and hear what you have to say. . . . What is the
use of saying all the right things in the world if nobody is going to read them?
And, believe me, nobody is going to read them if they are not said with fresh-
ness, originality and imagination . . . If they are not, if you will, different*®

Finally, the often repeated rule that humor does not sell is ignored. Doyle
Dane Bernbach frequently uses humor to gain attention and to provide a positive
reward to an advertisement reader. Robert Fine, one of Bernbach’s copywriters,
said

We recognize that an advertisement is an intrusion. People don't necessarily
like advertisements, and avoid them if possible. Therefore, to do a good ad-
vertisement you're obligated, really, to reward the reader for his time and pa-
tience in allowing you to interrupt the editorial content, which is what he
bought the magazine for in the first place. This is not defensive. It just takes
into account the fact that an advertisement pushes its way uninvited into
somebody’s mind. So entertainment is sort of repayment.*’

Doyle Dane Bernbach deemphasizes research, believing that it tends to gen-
erate advertisements too similar to those of competitors. The assumptions are
that others are doing the same type of research, interpreting it the same way, and
generating the same policy implications. In Bernbach’s words,

One of the disadvantages of doing everything mathematically, by research, is
that after a while, everybody does it the same way. . . . If you take the attitude
that once you have found out what to say, your job is done, then what you're
doing is saying it the same way as everybody is saying it, and you've lost your
impact completely.*®

One of Bernbach’s first accounts in 1949 was Levy's bread, a relatively un-
known New York bread. Bernbach developed radio spots that featured an unruly
child asking his mother for “Wevy’s Cimmanon Waison Bwead” and getting his pro-
nunciation corrected. In addition, subway posters were used. One showed three
slices of bread, one uneaten, one with a few bites gone, and the third with only the
crust remaining. The copy read simply “New York Is Eating It Up! Levy’s Real Jew-
ish Rye.” Without using a single product claim, Levy's bread reportedly became
one of the best known brands in town.” An ad from the campaign appears in Fig-
ure 13-13.

Doyle Dane Bernbach also generated the now-classic Avis campaign (see Fig-
ure 6-10).%° The “We're Number 2, We Try Harder” campaign was effective for vari-
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You don’t have
to be Jewish

to love Levy’s

real Jewish Rye
Figure 13-13. One of Bernbach’s ads for Levy’s bread.
Courtesy of Best Foods, Inc.

ous reasons. It dared to admit that a firm was indeed in second place. At the same
time, it turned this fact to advantage by indicating that a customer could expect
better because Number 2 would naturally tend to try harder. It was the perfect ap-
plication of two-sided communication: state the opposing position first (Hertz is
the largest), and then rebut it (we try harder). The campaign was supported by red
“We Try Harder” buttons and by a real effort to improve the Avis service. The ser-
vice was affected, in part, owing to the impact of the campaign on Avis employees.

onically, despite the fact that the campaign was directed at the giant Hertz, the
:mpact fell primarily on Avis's other competitors. When the campaign began, Avis
and National were neck and neck and Hertz was chead. The campaign made the
rent-a-car industry seem to be a two-firm affair. As a result, National and the other
competitors were damaged much more than Hertz. In fact, because primary de-
mand was stimulated, Hertz probably benefited from the Avis advertisements. The
campaign received an impetus when Hertz decided to reply directly. This reply.
which was a controversial strategy, was perhaps the first time the top dog actually
recognized a competitor publicly. The strategy was triggered in part by a need to
boost the morale of Hertz employees. This whole situation is a good example of
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how advertising has an impact on employees, which usually is not considered in
campaign planning.

_ It was the Volkswagen campaign that really established the Bernbach ap-
proach. As Jerry Della Femina said, “In the beginning there was Volkswagen.”' It
ushered in a decade of the hot, creative agencies that attempted to duplicate the
Doyle Dane Bernbach success. The Volkswagen advertisements, like many Doyle
Dane Bernbach advertisements, almost always had a large photograph of the prod-
uct in a setting with a headline and copy below. The headline was usually provoca-
tive and tempted readers to continue to the copy. One advertisement showed
steam coming out of a nonexistent radiator with the caption “Impossible.” A head-
line under a picture of a flat tire read “Nobody’s Perfect.” Several advantages of the
car were listed under the headline “Ugly is only skin-deep.” The two real classics
were the lines “Think Small” and “Lemon.”

The Lemon advertisement was particularly noteworthy. (See Figure 13-14.)
Many of the advertisements directly disparaged the product, an approach that was
frowned on in many circles and never used to the extent it was in the Volkswagen
campaign. Even for the Volkswagen campaign, Lemon was extreme and was ap-
proved by the Volkswagen management only after some tribulation. The copy went
on to identify a defect caught by 1 of 3,389 inspectors and discussed the elaborate
quality-assurance program of the firm.

The campaign eventually moved into television. One of the early television
advertisements was described as follows: '

The camera looks through the windshield of a car traveling on a dark, snow-
covered country road. Heavy loads of fresh snow bend down pine and fir
branches. No announcer’s voice is heard; the only sound is that of an engine
prosaically purring along. In shot after shot the headlights illuminate the
falling snow ahead, piling up deeper on the winding, climbing, untracked
road. Robert Frost’s haunting lines about the woods on a snowy night are in-
evitably evoked. Curiosity and a measure of suspense are created: Who is dri-
ving and where? What errand has taken him out on such a night? Finally the
headlights swing off by a large dark building and are switched off. A high door
opens and a powerful snowplow rolls past as the announcer’s voice begins,
“Have you ever wondered how the man who drives the snowplow drives to
the snowplow? This one drives a Volkswagen. So you can stop wondering.”>

The Volkswagen advertising was particularly fresh when contrasted with the
competition. Most Detroit advertising, for example, tended to use drawings rather
than photographs so that the impression of elegance could be enhanced. Their
copy tended to be rather predictable and bland. The Volkswagen use of pho-
tographs, which very realistically set forth the product in all its commonness, and
its copy with a tendency to laugh at itself, had to be refreshing.

The campaign was by any measure a phenomenal success. Sales climbed im-
pressively, even when the domestic compacts were introduced, and other foreign
cars were severely hurt. The advertising undoubtedly contributed to sales perfor-
mance. The advertisements were consistently well read, even, on occasion, sub-



Figure 13-14. A classic Volkswagen ad from Bernbach.
Copyrighted by, and reproduced with the permission of, VW of America, Inc.
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stantially outscoring cover stories and editorial features.® They were talked about
by the man in the street and won all sorts of creative awards in the profession. The
Volkswagen story is a good illustration of the Bernbach approach to copywriting.

Rosser Reeves: The USP

Especially under the scrutiny of advertising critics, it is considerably easier to jus-
tify or explain advertising that is clever, tasteful, and entertaining than advertising
that is not so described. In that regard, the approaches of Ogilvy or Bernbach are
somewhat easier to defend than the style attributed to Rosser Reeves of the Ted
Bates agency (now part of Backer Spielvogel Bates, itself part of the Saatchi
group). Reeves did not, of course, try to produce advertising that is not tasteful,
but he did make it clear that he wrote not for esthetic appeal but to create sales.
He challenged the “artsy, craftsy crowd” by observing, “I'm not saying that charm-
ing, witty and warm copy won't sell. I'm just saying that I've seen thousands of
charming, witty campaigns that didn’t sell.”>*

His conception of the appropriate role of advertising is illustrated in the fol-
lowing questions he posed: : :

Let’s say you have $1,000,000 tied up in your little company and suddenly, for
reasons unknown to you, your advertising isn’t working and your sales are go-
ing down. And everything depends on it, your family’s future depends on it,
other people’s families depend on it. And you walk in this office and talk to
me, and you sit in that chair. Now, what do you want out of me? Fine writing?
Do you want masterpieces? Do you want glowing things that can be framed by
copywriters? Or do you want to see the . . . sales curve stop moving down and
start- moving up? What do you want?*

. Reeves was particularly critical of approaches in which the copy is so clever
that it distracts from the message. Reeves proposed that each product develop its
own unique selling proposition (USP) and use whatever repetition is necessary to
communicate the USP to the audience. There are three guidelines to the develop-
ment of a USP. First, the proposition needs to involve a specific product benefit.
Second, it must be unique, one that competing firms are not using. Third, it must
sell. It therefore must be important enough to the consumer to influence the deci-
sion process. The most successful USPs such as “M&M candies melt in your mouth
instead of your hand” result from identifying real inherent product advantages.
The determination of a USP generally requires research on the product and on con-
sumer use of the product. When a good USP is found, the development of the ac-
tual advertisement is a relatively easy process. Among Ted Bates’ USPs are
“Colgate cleans your breath as it cleans your teeth,” “Viceroys have 20,000 filter
traps,” and “Better skin from Palmolive.” _

Reeves relied heavily on product research to support specific claims. This
support often took the form of rather elaborate experiments. The research tended
to be reliable in the sense that others, if they wished, could replicate it and gener-
ate similar conclusions. In one case, Ted Bates and Colgate:spent $300,000 to prove
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that washing the face thoroughly (for a full minute) with Palmolive soap would im-
prove the skin.5® The concern over support of claims is, of course, a useful precau-
tion to avoid FTC action. Reeves did not obtain the documentation only for legal
purposes. The fact is that good research can be used to help make the claim more
credible.

Once an effective USP is found, Reeves believed that jt should be retained
practically indefinitely. Such a philosophy requires vigorous defending, especially
when a client gets tired of a campaign, which usually happens before the campaign
even starts. One client asked Reeves, “You have seven hundred people in that of-
fice of yours, and you've been running the same advertisement for me for the last
eleven years. What [ want to know is, what are those seven hundred people sup-
posed to be doing?” Reeves replied, “They’re keeping your advertising department
from changing your advertisement.” According to Reeves, Anacin spent over $85
million in a ten-year period on one advertising commercial. Réeves pointed out
that the commercial “cost $8,200 to produce and it made more money than Gone
With the Wind.”® The psychological learning theories with their emphasis on habit
formation via repetition provide some theoretical support for the use of heavy rep-
etition in advertising.

The Reeves approach was undoubtedly successful. However, the approach is
highly controversial. People object to the style and to the repetition. The use of a
USP is particularly troublesome in political campaigns, when many feel that a more
thorough discussion of issues is appropriate. In 1952, the Reeves approach was ap-
plied to the Eisenhower campaign.” Reeves made a set of twenty-second spot com-
mercials for Eisenhower. They all started with the statement “Eisenhower Answers
the Nation.” Then an ordinary citizen would ask a question such as, “What about
the high cost of living?” Eisenhower would then reply. To the cost-of-living ques-
tion, he said, “My wife, Mamie, worries about the same thing. I tell her its our job
to change that on November fourth.” Such advertisements may have been effec-
tive, but they created a storm of controversy about the nature of political adver-
tising campaigns that exists to this day.

Leo Burnett: The Common Touch

The Leo Burnett agency differs from other larger agencies in that it is not located

in New York but, rather, in Chicago. Perhaps partially because of that, it is associ-

ated with the common touch. Burnett often used plain ordinary people in his ad-

vertisements. The Schlitz campaign featured a neighborhood bartender. A Maytag

advertisement showed a grandmother with thirteen grandchildren and a vintage

Maytag. In that respect he contrasts rather vividly with David Ogilvy. Burnett put
_ it this way:

As I have observed it, great advertising writing either in print or television, is
always deceptively and disarmingly simple. It has the common touch without
being or sounding patronizing. If you are writing about baloney, don't try to
make it sound like Cornish hen, because that is the worst kind of baloney
there is. Just make it darned good baloney.
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Not only is great copy “deceptively simple—but-so are great ideas. And if it
takes a rationale to explain an ad or a commercial—then it'’s too complicated
for that “dumb public” to understand.

I'm afraid too many advertising people blame the public’s inability to sort out
commercial messages or advertisements in magazines on stupidity. What a
lousy stupid attitude to have! I believe the public is unable to sort out mes-
sages, not just because of the sheer flood of messages assaulting it every day,
but because of sheer boredom! If the public is bored today—then let’s blame
it on the fact that it is being handed boring messages created by bored adver-
tising people. In a world where nobody seems to know what'’s going to hap-
pen next, the only thing to do to keep from going completely nuts from
frustration is plain old-fashioned work! Having worked many, many years for
peanuts and in obscurity, I think I know how a lot of writers feel today and |
sympathize with them, but I also wonder if a lot of writers aren’t downright
spoiled.®

Burnett further described his orientation by indicating that the best copy-
writers have “a flair for expression, putting known and believable things into new
relationships. . .. We [the Chicago school of advertising] try to be more straight-
forward without being flatfooted. We try to be warm without being mawkish.”® The
key words are warm and believable. The approach aims for believability with
warmth. v

In the spirit of providing a common touch, Burnett looks for the “inherent
drama” of a product—the characteristic that made the manufacturer make it, that
makes the people buy it. The objective is to capture the inherent drama and make
it “arresting itself rather than relying upon tricks.” Burnett is impatient with a dull
factual recitation or a cleverness with words or a “highfaluting rhapsody of plain
bombast.” The preferable approach is to dig out the inherent drama and present
it in a warm, realistic manner. The inherent drama is “often hard to find, but it is
always there, and once found it is the most interesting and believable of all adver-
tising appeals.”™

The Green Giant Company has been with Burnett since the agency was es-
tablished in 1935. One early advertisement illustrates the use of the inherent
drama concept. Burnett wanted to communicate the fact that Green Giant peas
were of good quality and fresh. He used a picture of a night harvest with the cap-
tion “Harvested in the Moonlight” and included an insert of the giant holding a pod
of peas. As Burnett states, “It would have been easy to say, ‘Packed Fresh’ in the
headline, but ‘Harvested in the Moonlight’ had both news value and romance, and
connoted a special kind of care which was unusual to find in a can of peas.”® A se-
ries of four advertisements that featured paintings by Norman Rockwell also were
used in early campaigns. One showed a farm kitchen with a boy enjoying a platter
of corn on the cob. Jerry Della Femina comments on the Green Giant campaign:

Burnett even tells people what a corny agency he has, but he’s not corny. He
is a very brilliant man. . . . That Jolly Green Giant is fantastic. He sells beans,
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corn, peas, everything. When you watch the Jolly Green Giant, you know it’s
fantasy and yet you buy the product. Do you know what Libby does? I don't.
Most food advertising is like gone by the boards, you don’t even see it. But the
Jolly Green Giant, it's been automatic success when he’s on the screen.®

The Pillsbury account arrived in 1945. One series of advertisements was
termed the Pillsbury “big cake campaign.” A large picture of a cake with several
slices removed dominated the advertisements, another example of inherent
drama: letting an appetizing picture do the selling. The Marlboro campaign started
in the mid-1950s. The Marlboro cowboy, the tattoo, the Marlboro Country ap-
proach is still going strong and is probably considered one of the classic cam-
paigns. The country flavor and the use of the tattoo provided the common touch.
Another early product that used the common touch was Kellogg's cereal. For ex-
ample, in the campaign for Kellogg's corn flakes, the headline “the best to you each
morning” was used in conjunction with an appealing human interest photo (see
Figure 13-15).

In what follows, several creative directors who have achieved prominence in
recent years are profiled, and some of their well-known agency styles are dis-
cussed. It is interesting and useful to compare and contrast them with David
Ogilvy, William Bernbach, Rosser Reeves, and Leo Burnett. We will also provide
some insights into their lifestyles, their particular approaches to creating adver-
tising, and the agencies with which they are associated.

Philip Dusenberry: Entertainment and Emotion

Producing television commercials can be dangerous! During the shooting of a
commercial for Pepsi-Cola in 1984, the central figure, the well-known rock star
Michaél Jackson, was injured when his hair caught on fire. Although obviously un-
planned, it became a national news event. Philip Dusenberry, vice chairman and
executive creative director of Batten, Barton, Durstine & Osborn, was the person
responsible for development of this famous campaign. Another Dusenberry-BBDO
effort was an eighteen-minute film of President Reagan shown at the Republican
Convention in the summer of 1984 before the president’s acceptance speech. The
film showed people, all presumably Reagan supporters, getting married, eating ice
cream cones, delivering newspapers, and generally feeling “proud to be an Ameri-
can.” According to Dusenberry, too much mention of issues is simply “boring.” The
film was intended to appeal to the viewer’s sense of pride and the needs for devel-
oping feelings of patriotism and loyalty. This film also became national news when
the networks refused to air it, The criticism was that it did not address the issues
and lacked balance.

Dusenberry advocates flexibility and “shunning of the familiar” as basic
tenets for good creative strategy. “Don't get too happy too soon with the first idea
that comes into your head.” His style is one that tries to make heavy use of emo-
tion and warmth, and to create commercials that are very entertaining, through
the use of star endorsers and star commercial directors (such as Bob Giraldi, who
directed the Pepsi commercials with Michael Jackson). He uses the latest cine-
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All us mon oot Kollogy's Corn Flakies.

“The best to you
each morning”

Best Liked (World’s favorite)
« » » Best flavor (Kellogg’s secret)
.. .Worst to run out of

;‘conn FLAKES

Figure 13-15. A Kellogg’s Corn Flakes advertisement.
Courtesy of the Kellogg Company.
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matic techniques, including rapid cutting and eye-catching visual images and tries
out special effects worthy of Steven Spielberg or George Lucas. One Pepsi com-
mercial, called “Archeology,” won the top advertising prize at the International
Film Festival at Cannes, the industry’s most coveted award, and several others. It
shows a twenty-third-century teacher leading a class through the ruins of a
twentieth-century home. The class comes across a Coke bottle, and asks what it is.
The puzzled teacher doesn’t know, as the screen reveals the pnrase “Pepsi, the
choice of a new generation.”67 Most of his work focuses more on the people who
use a product and on the benefits or enjoyments it brings than on the product it-
self. It is characteristic of this style to “elevate people above the product” and to
use people in lively and engaging situations. In the Pepsi campaign, the emphasis
is on “Pepsi people,” for example. This approach is especially clear in his ads for
General Electric, in which warm, homey images are used to say that “GE brings
good things to life.” This style does have its critics—some in the-industry say his
~ work relies too heavily on stars and does little to promote the attributes of the
product it is supposed to sell.

Dusenberry has been described as a “rabid baseball fan” and one-time aspir-
ing big league catcher. Among his many other accomplishments is a screenplay he
wrote called The Natural. It met nothing but rejections before catching the eye of
the actor-director Robert Redford. Redford directed and played a starring role in
the film, which became a box office hit and a popular videocassette. As we will see,
many of the creative giants in advertising have made similar impressive creative
contributions outside the field of advertising. The son of a Brooklyn cab driver,
Dusenberry left college early and became a professional singer and then a disk
jockey before becoming an advertising copywriter.

For many years, BBDO was considered a rather conservative agency and the
Pepsi campaign emphasizing “Choice of a New Generation” was a significant break
with traditional styles. As stated by one reviewer, “the long Coke versus Pepsi bat-
tle over which one could sing a better jingle or portray people having more fun at
picnics finally came to an end, or at least entered a Jull.”® The attempt was to reach
out to the younger generation in their own language, not just through a single cam-
paign format. In addition to Michael Jackson, takeoffs on popular science fiction
movies at the time, such as E.T. and Close Encounters of the Third Kind, were used.
Much of this turnaround in style is attributed to Allen Rosenshine, BBDO'’s chair-
man, chief executive officer, and former creative director. According to Rosen-
shine,

When parity products develop creative strategies, they all come out the same.
Using line extensions and market segmentation to differentiate only adds to
the problem. All aimed to be authoritative, assertive, competitive, and con-
vincing about why one product was better than the other. For BBDO, it be-
came clear that the way to go was to leave the rational sell behind. We are far
more devoted now to the concept that advertising is a consumer experience
with the brand. We are more sensitive too and careful that the experience is
enjoyable, pleasant, human, warm and emotional, while no less relevant
from the sales strategy viewpoint.®
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Lee Clow: Irreverence

Clow has been identified as “the force behind some of the most remarkable U.S. ad
campaigns of recent years.” Among his major accomplishments was a sixty-
second minimovie for Apple Computer’s Macintosh, showing a club-wielding sym-
bol of freedom smashing the 1984 Orwellian nightmare. Although aired only once,
it generated enormous publicity. Although its successor, a commercial called
“Lemmings,” was not as successful, it nevertheless established an irreverent style
that has become Apple’s trademark in advertising. The creative genius behind
these commercials was Lee Clow, executive vice president and creative director of
Chiat/Day/Mojo, a Los Angeles-based agency.

Other major campaigns with which he has been associated are for products
such as Nike brand sports apparel, PepsiCo’s Pizza Hut, and Porsche automobiles.
In one famous billboard campaign for Nike, he had unidentified Olympic hopefuls
in striking poses, such as clearing hurdles at the track, displayed on massive out-
door billboards and the sides of buildings, with only the smallest mention of the
sponsor, Nike. He has been described as having a unique ability to spot an idea and
know if it will work. In discussing his creative style, Clow argues for the need to
generate confidence and to take the lead in sticking to an idea.

If you don’t act sure of yourself, it’s very easy for other people’s faith in your
product to get shaky. Apple’s 1984 commercial, for example, was an idea that
was very easy to get nervous about. If it seems that you have some misgivings
or second thoughts about something, it’s easy for people who are less tuned
into creative communication to get nervous about it. Most ideas are a bit
scary, and if an idea isn't scary, it’s not an idea at all.”

The adopted son of an aerospace worker in the Los Angeles area, Clow is re-
ported to lead a surprisingly traditional life and to be an avid television watcher. It
is interesting that Clow attributes to DDB and Volkswagen advertising much of his
inspiration for getting into advertising and has described this campaign as the
“single greatest advertising work in the history of the business.” Volkswagen ad-
vertising was launched during the so-called creative revolution of the 1960s, and
Clow acknowledges creative artists such as the Beatles, Andy Warhol, and major
events during the period, such as the assassinations of President Kennedy and
Martin Luther King, Jr., and going to the moon, as having a major impact, on his
creative development. The fact that he works in advertising, the antithesis of many
of the values espoused during this period, doesn’t seem to bother him.

Although Clow reputedly does not actually draw many ads himself, he is a
major force in developing the concepts on which many famous Chiat/Day cam-
paigns are based. His style is designed to create impact and he emphasizes the
need for an honest dialogue with the consumer and respect for consumer intelli-
gence.

If you think you have a better mousetrap or car, or shirt, or whatever, you’ve
got to tell people, and I don't think that has to be done with trickery, or insults,
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or by talking down to people. | think it can be an honest dialog with the con-
sumer. Good advertising is a dialog with people. . . . The smartest advertising
is the advertising that communicates the best and respects the consumerss in-
telligence. It's advertising that lets them bring something to the communica-
tion process, as opposed to some of the more validly criticized work in our
profession in which they try to grind the benefits of a soap or cake mix into a

poor housewife’s head by repeating it 37 times in 30 seconds.™

Hal Riney: Small-Town Warmth

You may not have heard of Hal Riney, but you have probably seen and chuckled at
Frank Bartles and his none-too-talkative friend Ed Jaymes advertising their Bartles
and Jaymes Premium Wine Cooler (actually made by the Gallo Winery) and “thank-
ing you for your support.” One of the most successful ad campaigns of the 1980s,
the characters and the line were the brainchild of ad man Hal Riney, who now runs
the San Francisco ad agency that bears his name. The process of creating these
two folksy characters was actually quite serendipitous: they first decided to give
the new wine cooler initials that could be used to order it in a bar (just like “J&B”
Scotch), settled on B&J, then expanded these initials to the names of Bartles and
Jaymes, by looking at a phone book, and then began to dream up characters to go
with these names. Initially, the characters selected were two down-on-their-heels
Madeira (wine) merchants in London who had to get rid of their wine inventory,
but these became two cattle farmers instead. Riney then procured the services of
an old fraternity brother and fishing buddy to play the silent heavy, Ed, and an ac-
tual Oregon cattle farmer to be Frank.” The series (that ran to over 100 different
spots) began with Frank explaining that, in order to start their wine cooler busi-
ness, Ed had “taken out a second mortgage on his house and written to Harvard for
his MBA.” Since Ed had a balloon payment coming up on the mortgage, Frank
asked people to start buying their wine cooler-and began thanking people for their
support, which became the standard closing line. The campaign was so successful
that it enabled the brand to jump from 40th to 1st place in wine cooler sales a few
months after being launched in 1985, and even attracted a few checks from people
who wanted to help Ed out with his balloon payment.

In addition to the Bartles and Jaymes wine cooler campaign, Riney’s agency
is also responsible for the Gallo Wines campaign in which the ads evoke familial
love, cutting from moment to emotional moment, with cathedral-like music from
Vangelis, with an “All the best” from Gallo. Another campaign is for Perrier, in
which quick-cut scenes of children and nature reassure you that whatever had to
happen to make Perrier just right did indeed happen. And, like Phil Dusenberry,
Riney was part of Ronald Reagan'’s reelection ad campaign in 1984, showing warm
scenes of small-town American life and coming up with the establishing line, “It's
morning again in America.” More recently, Riney's agency created the famous Sat-
urn car campaign, “A different kind of company. A different kind of car.” What all
these campaigns share is a sentimental, emotional tone that pulls at the heart-
strings, using a series of evocations, with mellow sequencing, soft voices, small-
town realism, soft wit, and very often Hal Riney’s own gravelly narration. Riney’s
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agency also often eschews market research, onen preféerring to rely on its own in-
tuition about what feels right in a particular situation.

Riney is known as a perfectionist, who makes complex ads that looks like
films-using quick cuts, overlapping dialogue, and other elements that attempt to
Create emotional nuance. Realistic casting and stage props are another element of
his style—for a Henry Weinhard beer commercial, he remodeled an old log cabin,
an hour-and-a-half from the nearest highway, into an 1882 saloon, instead of con-
structing it on a sound stage. (A Henry Weinhard beer storyboard is reproduced in
Figure 13-16.) For a beer spot featuring Eskimo traders, he and director Joe Pytka
traveled to the Arctic Circle to find faces that looked just right.™ Such realism is
considered crucial because it makes it easier to appeal to genuine human emo-
tions. Riney made good use of such realism in his recent launch campaign for Sat-
urn cars.

Riney grew up in semirural Oregon, son of a schoolteacher mother and an
itinerant salesman father who left home when Riney was six. He began working in
advertising in San Francisco in the mid-1950s, at BBDO, then with a small agency
called Botsford Ketchum, and then with Ogilvy & Mather. In 1976, he started his
own agency, with the blessings of Ogilvy. His style, along with that of Chiat/Day in
Los Angeles (discussed earlier) and Weiden and Kennedy in Portland, Oregon
(which created the very successful “Bo knows” commercials featuring BoJackson,
for Nike), has led to the emergence of a distinctly high-profile “West Coast” school
of advertising that in recent years has emphasized the need to take creative risks
in creating memorable and (often, but not always) sales-increasing advertising.

IS EXECUTION MORE IMPORTANT

THANCONTENT? . ... .. ... ... .. . .

There are, of course, many other advertising agencies and many other creative ap-
proaches and styles that could be presented and discussed. Those reviewed in this
chapter are, however, fairly representative of the range of creative output, at least
in the leading agencies. Of course, there are dozens of other creative people asso-
ciated with highly successful agencies and creative output that could have been re-
viewed as well.

One way to think of the range of creative styles is to think of a continuum
from the “what you say is crucial” camp (such as Reeves’ USP style) to the “how
you say it is crucial” view (represented by the more freewheeling creative styles of
Clow and Riney). To the extent this book is going to advocate a position on who is
right, we would suggest that both are necessary—a message must be both on
strategy in terms of “what” it is communicating and highly creative in “how” it com-
municates that message. Even though this chapter has focused on the importance
of the creative process, we must point out that according to research by David
Stewart and David Furse the single most important factor in an ad’s impact on per-
suasion, recall, and message comprehension is the presence of a strong brand dif-
ferentiating message—which is a content, not an executional variable.” But even
the most appropriate content will get lost in today’s crowded airwaves and pages
if it is not said boldly, with the taking-on of creative risk.’*
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COQK: Come and get it!
VO: Back when the West was young ...

COWBOY: Herwy's?
O in tact to get the Weat's fnest bmer..
2nd COWBOY: Henry Weinherd's?

VO But while It may SS6M UNUSUS 10 narve tken
50 Much time 8nd trouble just for & Detter besr
COOK: Now for supper..

VO R realy wasn't

COOK: There's a few things thafs,not on the

COOK: Our fresh fish tonight is
Drook trout akmondine

“CHUCK WAGON"

:60 Commercial

VO: Even & good DR was & rarily.
COOK: Armbody want a Honty's?

VO: Because R woulks ohen heve 10 come from
' - huncireds of miles away. -
COOK: Just corme o fown. COWBOY. Where'd they heve 1 send 10
10 got thet beer?
20t COWBOY:

m:hmbnb‘tnhﬁlw
Ioin of bulleio in & ight cream asucs.

COOK: There's roast antelope with 8 peach
brandy glaze, braised jack rabbit on frui,
ralesnake friktiers wilh herbed 1omeloes...

Figure 13-16. One of Hal Riney’s campaigns: Henry Weinhard beer.
Courtesy of Blitz Weinhard Brewing Company.
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Thus, the best advertising combines both meaningful content and brilliant
Creative execution. While the strategy part of the mixture is amenable to rigorous
analysis (such as that developed in this book), the creative part is as much art and
genius as it is science, which is what makes the advertising business rely so much
on the talents of people like the ones just profiled. :

SUMMARY. . ................... .. ... ..

The creative process concerns the translation of a marketing proposition into the
verbal and visual devices that will communicate the essence of that proposition in
ways that are attention getting and persuasive. Working in teams, copywriters, and
art directors try to come up with creative ideas that set their advertising apart
from the clutter. Such idea generation is an extremely challenging task, and various
techniques have been developed to facilitate the idea generation process. The best
ideas are those that are “on strategy” as well as executionally very distinctive.
In evaluating proposed advertising, it is important to remember that the riski-
est advertising is often that which takes no risks at all—playing it safe can mean
advertising that is ineffective: Therefore, the “rules” of advertising copy should not
be so venerated that they are never broken: the best ads are sometimes those that
break all the rules. However, this does not mean that we should learn from the ex-

. perience of the great practitioners of the art, or from what copy-testing research

can teach us. Such experience and research has taught us much about what makes
for good ads in print, radio, television, outdoor, retail, and business to business,
and some of this learning was reviewed in this chapter.

As in art, two or more creative people can look at the same problem and de-
velop advertising that is quite different. These differences are differences in the
creative style of the individual or agency. Even though different, the advertising
and the campaigns that evolve can be “successful.” For example, the styles of
William Bernbach and Rosser Reeves are very different in terms of philosophy and
execution, but each has been associated with highly successful advertising. Seven
profiles of leading creative people in advertising and the agencies with which they
are associated were presented and discussed. The first four, David Ogilvy, William
Bernbach, Rosser Reeves, and Leo Burnett, are notable for setting the standards of
creative style in the early 1950s and 1960s. The next three, Philip Dusenberry, Lee
Clow, and Hal Riney, represent current leaders in an analogous set of currently
leading advertising agencies.

. Although descriptions of creative styles are difficult and tend to become ex-
aggerated and stereotypical, it is nevertheless useful to compare and contrast
them. In the more recent profiles, some additional information is provided on the
background and other activities of the person, to provide insights into who cre-
ative people are and where they come from. ’

DISCUSSION QUESTIONS AND EXERCISES

1. Select two print ads aimed at consumers that have recently run (either in mag-
azine ads or in newspapers), one of which you consider to be a “good” ad and
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one a “bad” ad. Then write a one-page assessment on each, justifying your as-
sessment.

Repeat the exercise in question 1 for a pair of radio ads, a pair of television ads,
a pair of retail ads, and a pair of business-to-business ads.

Take a marketing positioning statement, based on a situation analysis for a
brand and product category that you may have worked on for some marketing
project and attempt to come up with five creative ideas that could be used in
creating advertising for the selected brand.

Now select one of these creative ideas for further development and create
rough or mock ads (a print ad, a television storyboard, and a radio script) that
build off that creative idea.

Ogilvy, Bernbach, Reeves, and Burnett are all creative giants in advertising
who have retired or passed on. Compare and contrast their styles with those
of Dusenberry, Clow, and Riney, who are current leaders in the field. Who is
more like whom? Why?

The creative styles of Bernbach and Reeves are probably two ends of a contin-
uum, yet both are associated with highly successful agencies and campaigns.
One could conclude that creative style makes no difference. Do you agree or
disagree? Why or why not?

. Suppose that you were chairperson of a billion-dollar agency and were having

te choose among three candidates for the position of creative director. Discuss
the qualities you would look for in filling the position. What are the character-
istics of a top-quality creative person?
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At the more operational level, companies and agencies often have two or
more strategies or executions they are considering using. For example, AT&T may
wonder if it makes more sense to focus on a “low price” message in marketing long-
distance calling, or whether the “human contact” appeal is more powerful. Which
one should they pick? How should they test the two?

Let’s say you are American Express, wanting to turn around your flat-to-
declining trends in the number of charge cards and share of charges in the market.
You are now testing various campaigns suggested by the new agencies you are
considering. Should you test to see which speculative campaign gets the highest
recall scores, or is some other copy-testing criterion more relevant to your situa-
tion?

If you have an ad that apparently isn’t “working,” how can you find out why it
isn’t working?

Such questions, and many others, are addressed in copy testing and diag-
nostic evaluation (which we will simply call copy testing for brevity). A significant
industry has evolved in the United States and, increasingly, in other countries
made up of companies in the business of supplying this kind of service.! But while
copy testing can serve many useful purposes, it can also serve to inhibit the cre-
ative process, if-clients insist on running only those ads that “score well” on vari-
ous copytests. So the choice of whether or not to copytest, and how to copytest,
has to be made with care.

The chapter begins with a section on copy-testing strategy, which addresses
these sorts of questions. Four widely-used criteria in copy testing and examples of
related services are then presented and discussed. This is followed by a review of
other tests. A final section is devoted to evaluating copy tests.
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COPY-TESTING STRATEGY .. .......... e e

There are three factors that have to be addressed in copy testing: (1) whether or
not to test, (2) what and when to test, and (3) what criteria or test to use. Every ad-
vertising manager must consider these factors in the context of the overall adver-
tising plan. Copy testing implies that funds will be allocated to research on
consumer reactions to the advertising before the final campaign is launched.

Should You Copy-Test?

The first decision is really whether or not to spend more money on research. It is
interesting that in terms of total advertising volume, the usual decision is “no.”
Most local advertising is not tested, and there are many cases in national advertis-
ing where copy is used without formal copy testing of any kind. (A recent survey
found that about 18 to 19 percent of the largest advertisers and agencies claimed
that they did not pretest their TV commercials.?) Not only are there money costs
involved in testing, but there are time costs as well. Copy testing can mean weeks
or months of delay in launching a campaign.

On the other hand, if you are managing a new product entry involving a $20
million advertising budget, investing in copy testing makes sense. Relying solely
on the judgments of a creative team, your own experience, or somebody’s intuition
is very risky when so much is at stake. What is needed is a test of how potential
consumers will react, that is, copy testing.

- Having said that, it should be pointed out that several “hot” creative agencies
strongly believe that their creative product tends to be more fresh and original be-
cause they do not test their ads before running them. Many creative people in
agencies (but certainly not all) hold a rather negative view of copy testing, viewing
it as a report card, a policeman, something that only tells them what is working or
not, but not why. Of course, total creative license (with no copy testing) has also
been known to have led to ad campaigns that have “bombed” in the marketplace,
so most creatives appreciate the “rea'ity check” it provides. But it is clearly im-
portant to select a copy-testing system that the creatives respect and believe in,
and find useful, and it is important that ads not be created simply to score well on
the copy-testing system being used, in a political, “gaming” fashion.

When and What Should You Test?

What and when to test? Copy testing can be done at (1) the beginning of the cre-
ative process, (2) the end of the creative process (at the layout stage), (3) the end
of the production stage, and/or (4) after the campaign has been launched. In gen-
eral, tests at the first three stages are called pretests and those at the final stage
are called posttests.3 Various types of tests can be used at any of the four stages
and will differ by whether broadcast or print advertising is involved.

Testing at the beginning of the creative process often involves qualitative re-
search, such as focus group interviews. to get reactions to copy ideas. These are
better suited to the testing of alternative strategies than to the testing of execu-
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tional ideas, because the executional ideas may be too “rough” to be really
testable.

At stage 2, rough mock-ups of the finished copy or, in television, partially
complete commercials are tested because of the lower expenses involved (a fully
produced commercial typically costs in excess of $200,000). While these rough ads
(called animatics, photomatics, livamatics, etc.) are reasonably good predictors of
final effectiveness, they must be used with caution in situations where the success
of the ad will eventually depend substantially on the actual casting of characters,
the actual and final editing of scenes, and so on.

According to a recent survey of leading advertisers and agencies, most
pretesting of TV commercials is currently done using such animatics (a video of
drawings of the scenes of the commercials, with audio dubbed on), using con-
sumer focus groups or mall intercepts, with the key tests being the clarity of com-
munication and the believability of key copy points.! The trend over the last ten
years seems to be more towards such quicker, qualitative research, using such
rough test ads. We will discuss such rough testing in greater detail below in this
chapter.

Stage 3 is often bypassed, particularly in cases where the advertising has
been shown or aired several times and the new copy is not radically different. A ba-
sic issue is whether to develop and test just one version of the advertising, or
whether two or more versions should be developed and tested. It is logical, but
also expensive, to have alternatives to test. In general, it is more expensive to test
at the third and fourth stages. When there is much at stake, when millions of dol-
lars of media time and expensive creative and production effort are involved, a
substantial investment in copy testing at all stages is easily justified.

What Criteria Should Be Used?

What criteria or copy test should. be used? Copy-testing services can be distin-
guished by the nature of the response variable used in the test. Although many
other factors enter into the choice of a copy test, the criterion (dependent) vari-
able is probably the most important thing on which to focus. What does a particu-
lar test measure? How accurate or valid are these measures? We now review five
criteria widely used in copy testing and gives examples of copy-testing services
based on them.

There are five basic criteria or categories of response that are widely used in
advertising research. The first is advertisement recognition. The second, used
heavily in television, is recall of the commercial and its contents. The third is per-
suasion (or attitude change). Fourth, the criterion of purchase behavior is used. A
fifth and newer measure is the testing of effects on brand loyalty or the amount of
product or service consumed. Some of these criteria will be seen to be more suit-
able for post-testing of already running advertisements, and others for pretesting,
though most can be adapted to either pre- or posttesting.

The key question in choosing among them is: what is the relevant measure of
advertising effectiveness for this brand, for this campaign, in the present market-
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ing context? Chapter 4 showed that every brand usually had an advertising “prob-
lem” at one of the “hierarchy” levels of awareness, preference (favorable atti-
tudes), trial, or repurchase, and that “diagnostic” consumer data regarding these
levels could be used to identify the specific objectives for any particular ad or ad
campaign. Further, as was discussed earlier in Chapter 5, recall (and recognition)
are usually more important objectives in low-involvement situations, with persua-
sion the criterion in more highly-involving situations (such as the American Ex-
press example the chapter opened with). Thus, every ad being copy-tested should
usually have its effectiveness criteria specified in advance, using the kind of think-
ing presented in Chapters 4 and 5 earlier in this book.

Even so, it is unlikely that only one single criterion will exist for ad effective-
ness; multiple criteria are usually required. For instance, it is often useful to think
of an ad’s recognition or recall scores as indicative of the “breadth” of that ad’s ef-
fectiveness, because they tell you “how many” people were “reached” by that ad.
In contrast, the ad's persuasion or purchase intent scores can be seen as indica-
tors of how “deeply” the ad influenced those people that it “reached”: were they
moved enough by it to prefer this brand to others, to want to try it?

Each criterion and the measures and service associated with it will be illus-
trated and discussed in the following sections.

Recognition

Recognition refers to whether a respondent can recognize an advertisement as one
he or she has seen before. An example of recognition testing is the Bruzzone Re-
search Company (BRC) tests of television commercials. These tests are done by
mail survey in which questionnaires, such as the one shown in Figure 14-1, are
mailed to 1,000 households. The sample is drawn from a specially prepared mail-
ing list of households that have either a registered automobile or a listed tele-
phone number. Interest in the task and a dollar bill enclosed with the questionnaire
usually generates a return sample of about 500. The recognition question is shown
at the top. At the bottom is the brand association question, a critical dimension of
most campaigns. On average, 60 percent will recognize a commercial, and 73 per-
cent of these can correctly select the right brand from a list of three alternatives.’
Test-retest correlations of 0.98 have been reported. '

Communicus is another company that uses recognition measures for either
television or radio commercial tests. In television, respondents are shown brief .
(ten-second) edited portions of the commercial, excluding advertiser identifica-
tion. They are asked to indicate if they have seen or heard it before, to identify the
advertiser, and to play back other identifying copy points. Some research has
shown that there is a dropoff in the percentage of people who can identify a spon-
sor, falling from an average of 59 percent in 1974 to about 50 percent in 1980, per-
haps because of increased clutter.’

The most widely known service in measuring print advertising recognition is
Starch INRA Hooper. This service began in 1923. In a typical Starch test, respon-
dents are taken through a magazine and, for each advertisement, asked if they saw
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Figure 14-1. Advertising campaign effectiveness survey.
Courtesy of Bruzzone Research Company.

it in the issue. Three measures are generated for each advertisement in the maga-
zine called noted, seen associated, and read most. Each is a percentage derived as
follows:

Noted: the percentage of readers of the issue who remember havlm seen the advertise-
ment.

Seen associated: the percentage who saw any part of the advertisement that clearly indi-
cates the brand, service, or advertisement.

Read most: the percentage who read half or more of the copy.

Studies using Starch data show that recognition depends on the product
class, the involvement of the consumer segment in the product class, and on vari-
ables such as size, color, position, copy approach, and the nature of the magazine
or media. Various reviews of these Starch (and similar) data are available.” Al-
though Starch scores are highly reliable in a test-retest sense, there is concern
about validity. The respondent can claim readership where none exists to please
or impress the interviewer or because of confusion with prior advertising for the
brand. Though this bias can be difficult to predict for a particular advertisement,
researchers such as Surendra Singh and colleagues have suggested ways to adjust
claimed recognition scores to obtain better estimates of actual recognition.?

Recognition is a necessary condition for effective advertising. If the adver-
tisement cannot pass this minimal test, it probably will not be effective. In one
study of inquiries received by an advertiser of electronic instrumentation, those
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with low Starch scores were also low in inquiries received. Tatham-Laird and Kud-
ner, a Chicago agency, finds out which specific portions of a TV ad are effective in
gaining recall by asking consumers if they recognize photographs of different
frames (opening shot, closing shot, etc.) fifteen to twenty minutes after they see
the ad. Of course, high recognition does not guarantee effectiveness, but this
agency has found a strong relationship between final overall recall and the nature
of the opening and closing shots and the amount of product linkage built into the
other shots of the ad.® There is also some evidence that “emotional” television
ads, those that do not feature much verbalizable copy, are better measured for
their attention-getting ability on tests of recognition rather than are tests of verbal
recall (this issue is discussed further later in the chapter).

It should also be noted that high recognition scores are easier to achieve than
are high recall scores, since recognition requires only a judgment about the stimu-
lus and does not require as much retrieval of information from memory as is re-
quired by, say, an unaided recall task.' Thus recognition can be created by even
partly attentive television viewing that does not lead to conscious recall. This may
make visually oriented recognition scores a more suitable measure of memory
than recall for short (fifteen-second) television ads." Some researchers believe
that recognition scores decline more slowly over time than recall scores do,
though Surendra Singh, Michael Rothschild, and Gilbert Churchill have shown that
a “forced-choice” recognition measure that is “tougher” than a usual yes-no mea-
sure does, in fact, decay over time and is a sensitive measure of the memory effect
of a commercial."

Finally, some researchers have argued that ads should be pretested using
techniques even more sensitive than recognition, such as word fragment or sen-
tence completion, or picture identification. It is argued that such measures of “im-
plicit memory” may apply better to situations when consumers process the ad
only very passively. Under such conditions, traditional recognition tests may sug-
gest that an ad had no effect, but (it is argued) consumers who saw the ad and
processed it minimally may be able to “fill in” a brand name fragment presented to
them (e.g., C__K__ may be filled-in as COKE), better than consumers who didn't
see the ad, proving that they did in fact see the ad.”

Recall

Recall refers to measures of the proportion of a sample audience that can recall an
advertisement. There are two kinds of recall, aided recall and unaided recall. In
aided recall, the respondent is prompted by showing a picture of the, advertise-
ment with the sponsor or brand name blanked out. In unaided recall, only the_
product or service name may be given. The best known recall method in television,
interviewing viewers within twenty-four to thirty hours after the commercial is
aired, is called the day-after-recall method.

Day-After Recall
The day-after-recall (DAR) measure of a television commercial, first used in the
early 1940s by George Gallup, then with Young & Rubicam, is closely associated
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with Burke Marketing Research, which was recently acquired by ASL' The proce-
dure in most recall tests, which vary by vendor, is to telephone 150 to 300 program
viewers twenty-four hours after a television commercial appears. (Some other
companies use a different time period, such as seventy-two hours.) They are asked
if they can recall any commercials the previous day in a product category (such as
soap). If they cannot identify the brand correctly, they are then given the product
category and brand and asked if they recalled the commercial. They are then
asked for anything they can recall about the commercial, what was said, what was
shown, and what the main idea was.

DAR is the percentage of those in the commercial audience (who were watch-
ing the show before and after the commercial was shown) who recalled something
specific about the commercial, such as the sales message, the story line, the plot,
or some visual or audio element. This is called the percent proven recall. A less
tightly defined measure—of people who have seen something of the ad but maybe
don’t play back a very specific element—is called percent related recail. These re-
call percentages for the ad being tested are always compared against the norm—
the historical average for ads of similar length, from similar product categories,
from similar (old/new) brands. The tests also provides specific verbatims (tran-
scripts) of what people remember of the ad and analyzes them for the nature of the
main message that got communicated.

The DAR is an on-air tes: in that the commercial exposure occurs in a natural,
realistic in-home setting. (Sometimes, to save money, the ad is aired on a local ca-
ble channel, and viewers are preinvited to watch the program on that channel.) It
is well established and has developed extensive norms over the years. The aver-
age Burke DAR was 24. One-fourth of all commercials scored under 15 and one-
fourth scored over 31. It also provides diagnostic information about which
elements of the commercial are having an impact and which are not.

Many copy-testing companies provide a similar recall measure for print me-
dia. They may place a magazine with 150 regular readers of that magazine and ask
that it be read in a normal manner. The next day readers are asked to describe ads
for any brands of interest. Similar tests have also been developed for radio: con-
sumers in a shopping mall fill out a questionnaire in a room while listening to the
radio in the background (which plays the radio ad being tested). Twenty-four
hours later, they are called back on the telephone and asked questions about recall
as well as diagnostic questions on what they like and why.

The Appendix to this chapter provides details on various recall tests as pro-
vided by ASI, Gallup and Robinson, and Mapes and Ross, in various media.

Probiems with Recall Scores

Recall measures have generated controversy over the years and, as a result, are
not as influential as they once were. One concern is that they are an inappropriate
measure of emotional commercials. Foote, Cone & Belding measured both masked
recognition (where the brand name is blocked out) and DAR for three “feeling”
commercials and three “thinking” commercials."® The DAR was much lower for the
feeling commercials (19 versus 31) whereas the recognition scores were only mar-
ginally lower (32 versus 37). The conclusion was that recognition is a better mea-
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sure of the ability of a feeling commercial’s memorability than DAR, which requires
the verbalization of the content.

Researchers have also shown that the recall of emotional ads goes up if they
are prompted not with the name of the product category of the brand in the ad (the
usual method) but, instead, with a description of the opening scene of thead.ltis
possible that this increase in recall occurs because this second method (using an
“executional prompt”) is more consistent with the way in which viewers who are
“just watching” ads on TV actually process the ad, and thus with how memory of
that ad is stored in their minds."®

A more basic concern with DAR is that it simply is-not a valid measure of any-
thing useful.'” First, its reliability is suspect. Extremely low test-retest correlations
(below 0.30) have been found when commercials from the same product class
have been studied. Second, DAR scores are unduly affected by the liking and na-
ture of the program. For example, DAR scores of commercials in néw programs av-
erage 25 percent or more below commercials in other shows. Third, the scores
vary markedly with the nature of the consumer being tested: if the consumer is a
recent purchaser of the product category, scores are higher than if the purchaser
is not really in the target market.

Fourth, and most compelling, of eight relevant studies, seven found practi-
cally no association between recall and measures of persuasion. Neither is there
evidence of a positive association between recall and sales. In contrast there is
substantial evidence linking persuasion measures with sales. As we discussed ear-
lier in Chapter 5, recall and persuasion are conceptually two very different kinds of
advertising effects, and one should never be used as an automatic proxy for the
other. Thus, ads may need to be tested separately for persuasion.

Persuasion

Forced-Exposure Brand-Preference Change
Theater testing, pioneered by Horace Schwerin and Paul Lazarsfeld in the 1950s, is
now done by McCollum/Spielman, ASI, and ARS.'®

The McCollum/Spielman test uses a 450-person sample spread over four
graphically dispersed locations.' The respondents are recruited by telephone to
come to a central location to preview television programming. Seated in groups of
twenty-five in front of television monitors, they respond to a set of demographic
and brand-product usage questions that appear on the screen. The respondents
view a half-hour variety program featuring four professional performers. In the
midpoint, seven commercials, including four test commercials, are shown.

Performer | Performer | T{C | T]C| T | C|T ! Performer | Performer
A B 1 2 3 4 [of D

C = Constant Commercials T = Test Commercial

After audience reactions to the program are obtained, an unaided brand-
name recall question is asked that forms the basis of the clutter-awareness score
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(the percentage who recalled that the brand was advertised). The clutter-
awareness (C/A) score for thirty-second commercials averages 56 percent for es-
tablished brands and 40 percent for new brands.? The four test commercials are
then exposed a second time surrounded by program material:

Program T
Intro. 1 Program 2 Program | 3 Program | 4 Program

T = Test Commercial

An attitude shift (AS) measure is obtained. For frequently purchased package
goods such as toiletries, the preexposure designation of brand purchased most of-
ten is compared with the postexposure brand selection in a market basket award
situation. The respondents are asked to select brands they would like included if
they were winners of a $25 basket of products. In product fields with multiple-
brand usage, such as soft drinks, a constant sum measure (ten points to be allo-
cated to brands proportional to how they are preferred) is employed before and
after exposure. For durables and services, the pre- and postpreference is mea-
sured by determining

¢ The favorite brand.

¢ The next preferred aiternative.

* Those brands that would not be considered.

* Those brands that are neither preferred not rejected.

An important element of the test is the use of two exposures. McCollum/Spiel-
man and many advertisers argue that fewer than two exposures represents an ar-
tificial and invalid test of most advertising. It is especially important that
“emotional” ads be tested in a multiple-exposure copy test, because (compared to
“rational” ads) such ads “build” (gain in response) more slowly with repetition,
and a single-exposure copy test would not accurately gauge the response they
would get when frequently exposed in the marketplace.

Finally, diagnostic questions are asked. Some of the areas that are frequently
explored include

» Comprehension of message-siogan.

« Communication of secondary copy ideas.

* Evaluation of demonstrations, spokesperson, message.
+ Perception of brand unigueness/brand differentiation.
« Irritating/confusing elements.

¢ Viewer involvement.

In a rare copy-test validity check, McCollum/Spielman asked advertisers of 412
campaigns (some campaigns consisted of several commercials) that were tested
over a three-year period whether the brand had exceeded marketing objectives



ADVERTISING COPY TESTING AND DIAGNOSIS 471

during the time that the campaign was being aired.” These advertising campaigns
were then divided into four groups:

« High AS (attitude shift) and high A/C (awareness/communication).
« High AS and low A/C.

* Low AS and high A/C.

« Low AS and low A/C.

The results are shown in Figure 14-2. Clearly, the AS persuasion measure was a
good predictor of campaign success. The A/C recall measure, on the other hand,
may have diagnostic value but it had little relationship to campaign success.

The ARS approach is similar except that their proven recall measure is the
percent of respondents that seventy-two hours later claim having seen the adver-
tisement and can give some playback of it.”? (See the Appendix for details). ARS ob-
tained a correlation of 0.78 with their proven recall measure and the unaided brand
awareness level achieved by twenty-four new brands in test markets. Their pre-
and postpersuasion measure had a correlation of 0.85 with the trial rate of twenty-
six new brands in test markets. Further, the ARS persuasion score correctly
predicted which of two commercials would achieve higher test market sales.

ASI (see Appendix for details) relies on a pre- and postmeasure of brand se-
lection in a prize-drawing context. Reliability studies across 100 commercials in fif-
teen product categories yielded test-retest reliability correlations of from 0.81 to
0.88. Fifteen hundred commercials per year are tested by ASI, so well developed
and current norms are available.”

The Buy Test design of the Sherman Group does not involve a central loca-
tion. The respondents are often recruited and exposed to advertising in shopping

100% [
75%}
50%[
25%[
LowC/A _ HighCA/
Low AS High AS High AS
Number of 67 110 188
Campaigns

Figure 14-2.  The percentage of campnlfna exceeding marketing objectives by their
performance in the McCollum/Spielman text.
Source: Adapted from Peter R. Klein and Melvin Tainter, “Copy Research Validation: The Advertiser’s Per-

spective,” Journal of Advertising Research, 23, October/November 1982, pp. 9-18. Copyright © 1983 by
the Advertising Research Foundation. :
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malls. A series of unaided questions on advertisement and copy recall identify
those in the recall/understand group. The advertising involvement group are those
who had a favorable emotional response, who believed that the brand positioning
fit the execution, and who felt that the advertisement was worth looking at (or
reading). The buying urgency group is identified in part by intentions to buy, im-
proved product opinion, and the motivation to tell someone something about it. A
basic measure, the BUY score, is the percentage of those exposed who become
part of all three groups. In 75 percent of fifty cases, the BUY score generated dif-
ferent outcomes from other persuasion measurements. In twenty test-retest con-
texts, the average difference of the BUY score was within three percentage points.

On-Air Tests: Brand-Preference Change )

In a Mapes & Ross test, commercials are aired in a preselected prime-time position
on a UHF station in each of three major markets. Prior to the test, a sample of 200
viewers (150if it is an all-male target audience) are contacted by phone and invited
to participate in a survey and cash award drawing that requires viewing the test
program. Respondents provide unaided brand-name awareness and are ques-
tioned about their brand preferences for a number of different product categories.
The day following the commercial exposure, the respondents again answer brand
preference as well as DAR questions. The key Mapes & Ross measure is pre- and
post-brand-preference change. (The Appendix has details.)

A Mapes & Ross study involved 142 commercials from fifty-five product cate-
gories and 2,241 respondents who were recontacted two weeks after participating
in a test. Among those who bought the product category, purchases of the test
brand were 3.3 times higher among those who changed their preference than
among those who did not change .

Purchase Behavior

The fourth criterion is actual brand choice in an in-store, real-world setting. These
tests focus on the effects of exposure to shifts in actual purchase behavior. Two
well-known tests are those using coupons to stimulate purchasing and those in-
volving split-cable testing.

Coupon-Stimulated Purchasing
In the Tele-Research approach, 600 shoppers are intercepted in a shopping center
location, usually in Los Angeles, and randomly assigned to test or control groups.
The test group is exposed to five television or radio commercials or six print ads.
Around 250 subjects in the test group complete a questionnaire on the commer-
cial. Both groups are given a customer code number and packets of coupons, in-
cluding one for the test brand, which can be redeemed in a nearby cooperating
drugstore or supermarket. The selling effectiveness score is the ratio-of purchases
by viewer shoppers divided by the rate of purchases by control shoppers. Pur-
chases are tracked by scanner data. Although the exposure context is highly artifi-
cial, the purchase choice is relatively realistic in that real money is spent in a real
store.

A similar method is used by General Mills: Two sets of cable households are
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shown what is ostensibly a new TV pilot program, but only one of these two cells
sees an embedded test ad (other noncompetitive ads are also shown). Both sets of
consumers are then told “We are going to award you five coupons, each worth
$1.00 good for breakfast cereals. You could choose all five coupons for the same
breakfast cereal, or you could use the five coupons in any other way you'd like.”
They are then asked which brand or brands they want their five coupons for, and
how many coupons for each brand. The coupon choices are then compared across
the two (exposed and nonexposed) cells, and the measure of purchase interest is
the percentage of people choosing one or more coupons for the test brand.

Coupon Use or Inquiries: Split-Run Tests

A somewhat different test is often used in the industrial marketing context, in
which ads are designed to generate inquiries (often via coupons) that, it is hoped,
will eventually be converted into sales via sales calls. Here, it is often possible to
conduct a split-run test, in which two different versions of an ad are created and
placed into one magazine print run in such a way that ad versions A and B are
placed into random halves of the print run. Each ad has a coupon or other re-
sponse device (such as a tollHree telephone number), and each ad has a unique
code or “key” number to track which of those pulled each response that come in.
Once these logistics are in place, it is easy to test which one of the two ads being
:ested is the more effective in generating inquiries or leads.

Split-Cable Testing

Split-cable testing by firms such as BehaviorScan will be described in detail in Chap-
ter 16. A panel of around 3,000 households is recruited in test cities. An ID card pre-
sented by the panel member to the checkout stand, coupled with a computerized
scanner system, allows the purchases of the member to be monitored. The in-store
activity is also monitored. Further, panelists have a device connected to their TV
set that allows BehaviorScan to monitor what channel is tuned and also to substi-
tute one advertisement for another. Thus, panelists can be divided into matched
groups and different advertising directed at each.

In Chapter 16, the use of split-cable testing to conduct advertising weight
tests will be discussed. Such split-cable facilities can and are also used to test one
set of advertisements against another or to evaluate a host of options, such as the
time of day or program in which the ad appears, the commercial length, or the
bunching of exposures (versus an even distribution through time). These tests are
very expensive, costing in the hundreds of thousands of dollars, and are typically
not used to test one ad against another but rather two different creative strategies,
each tested as a multiexposure ad campaign lasting several months.

AT&T used the AdTel (Burke) split-cable system to test a new “Cost of Visit”
campaign against the established “Reach Out” campaign.”® Research had deter-
mined that a substantial light-user segment had a psychological price barrier to
calling and overestimated the cost, particularly at off-peak times.

The campaign objective was to communicate among the light users how in-
expensive a twenty-minute telephone visit can be and to stimulate usage during
off-peak times. The “Cost of Visit” theme contained surprise (of the low cost), the
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Figure 14-3. AT&T long distance lines residence.
Courtesy of AT&T Communications.

appropriateness of a twenty-minute visit, and the total cost of $3.33 (some be-
lieved that it would cost $20.00). One of the ads, “AT&T Long Lines Residence,” is
shown in Figure 14-3.

Two matched AdTel panel groups of 8,000 were created. During a fifteen-
month period the two campaigns were aired, one to each group. Each household
received three exposures per week (300 gross rating points per week). Compared
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to the “Reach Out” campaign, the “Cost of Visit” campaign increased calls during
the deep-discount period by 0.6 calls per week among all households and 1.5 calls
per week among light-user households. Projections indicated that the campaign
would generate $100 million in extra revenue during a five-year period.

Two additional analyses are of interest. During the six months after the test
ended, usage fell off but not to the level prior to the test. However, it was clear that
reinforcement advertising was needed. The “Cost of Visit” campaign changed two
key attitudes more than the “Reach Out” campaign: the attitude toward the value
of a long-distance call and the attitude about the rates.

Split-cable testing is the ultimate in testing validity because it allows the ad-
vertiser to control experimentally for the effects of the other marketing mix ele-
ments and ‘accurately measure the effect of advertising on short-term sales.
However, as mentioned, it can cost from twenty to fifty times that of a forced ex-
posure test ($100,000 to $200,000) and take six months to one year or more before
the results are known. By that time, new brands or changing consumer preferences

_could make the results somewhat obsolete. Further, the sales results themselves,
when viewed in isolation, offer no clue about the longer-term effect of the adver-
tising on a brand’s equity or goodwill. For these reasons, most firms use the split-
cable testing method far less than other alternatives.

Measuring Increases in Loyalty and in Consumption Frequency

In recent years, more and more advertisers have begun to create advertising that
aims not at creating mere brand preference or favorable attitudes but at deepening
already existing favorable attitudes. As discussed earlier in Chapter 4 on “Behav-
ioral Dynamics,” in most product categories, consumers are not loyal to just one
brand but instead divide their consumption among several well-liked brands. The
advertising objective for any one of these well-liked brands is thus to increase its
“share of category requirements” for such consumers.

Many copy-testing services have begun to modify their standard methods to
capture these “franchise-deepening” effects of an ad. For instance, Mapes and Ross
compares data from consumers exposed to an ad versus some not exposed to it,
among consumers who already consider the brand as being in their list of favored
brands, on both actual postexposure buying patterns as well as on different kinds
of attitude statements. They then analyze which specific attitude statements best
predict actual increases in units bought, and see which ads best increase these key
attitude statements.

Similarly, McCollum-Spielman claims to have developed a system in which
the ‘effects of an ad are analyzed separately across consumer segments for that
brand that have shown high, medium, or low loyaity to it in the past, so that the
loyalty-bolstering effects of the ad sought for the “highly loyals” can be measured
separately from the usage-increasing effects sought for the “low loyals.””

Researchers Brian Wansink and Michael Ray have also begun to develop
copy-testing methods and measures designed to test the extent to which an ad in-
creases the consumer’s desire to consume the advertised brand more often, or in
newer consumption situations, or to substitute it for a different product category
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altogether (i.e., its “use-up rate”), instead of simply preferring that brand over
others.” ’

Normed versus Customized Measures of Effect

Standardized copy-test measures are useful because they come with norius some-
times based on thousands of pdst tests. Thus, the interpretation of the test be-
comes more meaningful. In fact, some copy-test services provide scores that have
been adjusted such that the executional impact of the particular ad execution be-
ing tested is separated from the impact of the product category itself, the newness
of the brand itself, the length (duration) of that ad, and so on. They point out that
most—up to 80 percent—of an ad’s score on recall and/or persuasion can be a
function not of the ad itself but of these background variables. Thus, it is clearly
useful to use these standardized, normed tests.

However, some objectives, particularly communication objectives, are nec-
essarily unique to a brand and may require questions tailored to that brand. For
example, Chevron ran a series of twelve print ads in 1980, such as the one-shown
in Figure 144, mostly telling people that Chevron made a lot less profit than peo-
ple thought.® A posttest sample of 380 respondents were interviewed. Belief
change was measured on the item “Chevron makes too much profit” for those
aware of the advertising. The ads had a small effect, as those agreeing fell from 81
percent to 72 percent.

Interestingly, however, data from the same study showed that people seeing
these print ads and the very positive “Energy Frontier” television campaign actu-
ally had less attitude change toward Chevron than did those seeing only the tele-
vision ads. Thus, the print ads (20 percent of the budget) actually reduced the
impact on the attitude toward the firm. Creating a positive attitude obviously had
a positive impact on all belief dimensions. Calling attention to a source of irrita-
tion—oil company profits—tended to counteract the positive attitude change. The
Chevron experience graphically illustrates the risk of measuring a part of a cam-
paign in isolation.

DIAGNOSTICCOPY TESTS . . . . . . . ... ... ....

An entire category of advertising research methods is designed primarily not to
test the impact of a total ad but to help creative people understand how the parts
of the ad contribute to its impact. Which are the weaker parts of the ad, and how
do they interact? Most of these approaches can be applied to mock-ups of pro-
posed ads as well as finished ads.

Qualitative Research

Focus groups research is widely used at the front end of the development of an ad-
vertising campaign. In one study of the techniques used by 112 (out of 150 sur-
veyed) of the top advertisers and agencies, focus groups were used 96 percent of
the time to generate ideas for advertisements, and 60 percent of the time to test re-
actions to rough executions.* As mentioned near the beginning of this chapter, the
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use of such qualitative techniques, using “rough” ads, has increased over the last
ten years.

Audience Impressions of the Ad

Many copy tests add a set of open-ended questions to the procedures designed to
tap the audience’s impressions of what the ad was about, what ideas were pre-
sented, interest in the ideas, and so on. One goal is to detect potential mispercep-
tions. Another is to uncover unintended associations that may have been created.
If too many negative comments are elicited, there may be cause for concern. A
Volkswagen commercial showing a Detroit auto worker driving a VW Rabbit be-
cause of its superior performance was killed because a substantial part of the au-
dience disliked the company disloyalty portrayed.®!

Adjective Checklists

The BRC mail questionnaire, shown earlier in Figure 14-1, includes an adjective
checklist that allows the advertiser to determine how warm, amusing, irritating, or
informative the respondent thinks it to be. Similar checklists are used by ASI, Tele-
Research, and other firms and agencies. The agencies Leo Burnett and Young & Ru-
bicam use a similar phrase checklist extensively, often called a VRP (for viewer
response profile). Several of their phrases tap an empathy dimension. “I can see
myself doing that,” “I can relate to that,” and so on. Some believe that unless ad-
vertisements can achieve a degree of empathy, they will not perform well.

Copy-Testing Emotional Response

Many advertising agencies have begun testing their ads using exhaustive batteries
of possible emotional and feeling responses, to gauge whether their ads are evok-
ing the targeted emotions and whether some undesirable negative emotions are
being evoked by accident. Various sets of verbal scales have been reported that
can be used to gauge such emotional response, and such scales are used by Ayer
and McCann-Erickson, among others. Leo Burnett reportedly tests such re-
sponses using computer-aided consumer interviewing: the consumer first selects
one of a few major emotional categories to describe the feelings evoked by the ad,
and then computer then moves to a more finely-grained typnlogy of emotions
within that major category, and so on.

BBDO prefers to use a non verbal system, in which consumers who see th= ad
are presented with fifty-three photographs of peoples’ faces, each face carefully
chosen to display one of twenty-six particular emotional states from among the
universe of emotions. Consumers select the faces that best reflect their own feel-
ing states, and researchers tabulate how often particular photos are chosen. Sta-
tistical analysis then places each ad in a two-dimensional emotional space, with
the dimensions being active-passive and positive-negative. (These two dimensions
are often found in research on emotions.) When this system was used by BBDO on
the Gillette ad called “The Best A Man Can Get,” the emotional strategy objective
of making men feel better about their shaving experience was apparently met: the
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ad made men report increased feelings of pride and confidence, as well as joy and
happiness.® '

Physiological Measures

Several kinds of physiological instruments are used to observe reactions to adver-
tisements.* In general, they attempt to capture changes in the nervous system or
emotional arousal during the exposure sequence. The first two reviewed focus on
eye movement.

Eye Camera

This is a:device that photographs eye movements, either by photographing a small
spot of light reflected from the eye or by taking a motion picture of eye movement.
A device records the point on a print advertisement or package, where the eye fo-
cuses sixty times each second. Analysis can determine what the reader saw, what
he or she “returned to,” and what point was “fixed upon.™ In package research, are-
spondent can be asked to find a test brand placed on a shelf of competing pack-
ages.

Pupiliometrics

Pupillometrics deals with eye dilation. Eyes dilate when something interesting or
pleasant is seen and constrict when confronted with unpleasant, distasteful, or un-
interesting things. One interesting application is its use in screening new television
programs.® Several related eye-movement devices are used, including the tachis-
toscope, blur meter, distance meter, illumination meter, and stereo rater.®

CONPAAD

Conjugately programmed analysis of advertising (CONPAAD) has a respondent op-
erate either a foot or hand device which controls the intensity of the audio and
video channels of a television set. The viewer must exert effort to sustain the sig-
nals, which have been programmed to decay in a specific pattern. His or her effort
to keep audio and video going is used as a measure of attention and interest in the
advertising.¥’

Brain Waves

Some companies test ads by means of the amount, nature, and distribution of the
brain waves evoked. Consumers are placed into seats and have electrodes placed
on different parts (front, back; left, right) of their scalps. As the ad is shown to
them, the brain wave activity in various regions of their brains is recorded through
electroencephalography (EEG). These measures cover various frequency ranges
and are averaged over time and normalized for each individual being tested. Analy-
sis of the frequency and amplitude of this activity can be interpreted to check the
attention-getting power of different parts of the commercial, as well as of the ad as
a whole. For instance, recognition of parts of the the ad has been shown to be re-
lated to increased left hemispheric processing for those parts. The left hemisphere
is typically associated with more effortful, analytic, attentional processing, so that
an increase in such processing indicates more voluntary information processing.”
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The possible problems with such data, as with other physiological data (such
as galvanic skin response, etc.) are (1) the contaminating effects of “artifacts” (ir-
relevant instrument or person-related factors that don’t really measure the effec-
tiveness of the ad) and (2) the somewhat difficult-to-interpret nature of the data
(what does reduced or increased brain wave activity really mean in terms of cog-
nitive processes, for example?).

“On-Line” Monitoring of Commercial Response

A device used by respondents to register interest is part of ASI in-theater tests. It
is a dial that can be turned up or down to indicate high or low interest. Data from
the dial interest recorder are used to provide diagnostic information on what parts
of the commercial were of high or low interest. Market Facts has developed a sys-
tem in which a respondent presses a button when something in the commercial
strikes her or him as especially interesting or irritating. The respondent is then
shown the commercial again and asked why the button was punched at each point.
The result is a second-by-second understanding of audience reaction. Similar tech-
niques have been used by Linda Alwitt and colleagues to study how soon, and how
often, a brand should be shown in a commercial (the answers depend on whether
the ad is trying to leverage a brand’s existing equity, or to change it).*

David Aaker, Douglas Stayman, and Michael Hagerty have used a computer
joystick to measure respondent reactions to feelings of warmth while viewing com-
mercials. This procedure can also be used to monitor other feelings, such as irri-
tation, humor, or liking.”’ James MacLachlan and John Myers have used the time it
takes the respondent to make a choice between competing brands as a measure of
the relative effectiveness of advertising. This is called response latency and has
several other applications in advertising research.*" Another potentially useful
technique is called facial action coding. By observing changes in facial expression
during exposure, several kinds of emotional responses can be monitored.?
G. David Hughes and colleagues have developed dial-turning continuous measure-
ment methods to obtain affective (feeling) and other measures of responses to ads,
and have found that the “wearing-out” of an ad can be anticipated via such mea-
sures because they show when consumers cease to do any “fresh” processing of
such ads.®

TRACKINGSTUDIES . .. ............... - e

When a campaign is running, its impact is often monitored via a tracking study. Pe-
riodic sampling of the target audience provides a time trend of measures of inter-
est. The purpose is to evaluate and reassess the advertising campaign and perhaps
also to understand why it is or is not working. Among the measures that are often
tracked are advertisement awareness, awareness of elements of the advertise-
ment, brand awareness, beliefs about brand attributes, brand image ratings, occa-
sions of use, and brand preference. For durables such as cars, consumers are
asked what brands they would consider buying on their next purchase, and what
brand they are most likely to buy next. Of particular interest is knowing how the
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campaign is affecting the brand, as opposed to how the advertisement is commu-
nicating.

Figure 14-5 shows the tracking of an advertising campaign directed at chil-
dren for a beverage product. Personal interviews were held with children from six
to twelve years old. They were shown visual stimuli such as pictures of brand
packaging or line drawings of advertising characters. The mostly open-ended
questions were consistently coded over five years. The interest was in the “main
character,” who was the personification of the brand and playback of the “story” of
the advertising, the main creative element.*

The successful campaign of year 1 was expanded with additional executions
which apparently did not have comparable impact. The disappointing results of
year 2 led to a fresh round of copy development aimed at making it more “modern”
and “relevant” for kids. However, the decline continued in year 3. An analysis of
verbatim playback suggested that the predictability of the main character’s ac-
tions were too predictable and new ads were developed which placed it in a more
heroic role, “rescuing” children in adventurous situations. In year 4, the main char-
acter measure turned up. For the next season, the campaign used situations from
a child’s real life to attempt to make the advertising more relevant. The result in
year 5 was a dramatic increase in recall of the central creative element and an im-
portant increase in two other measures. The tracking program provided in this
case actionable information over time, allowing the advertising to be adjusted
around the same theme to become more effective.

The Eric Marder firm provides one approach to obtaining tracking data with-
out doing customized studies.®® They maintain a panel of 3,000 women from 1,000
areas. Each woman keeps a record of all television commercials she sees in the
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course of one randomly assigned day each month. Before watching television on
her assigned day, she records her buying intention for each product category. On
the assigned day she watches television normally except that she records the time,
the channel, and the brand advertised from every ad she sees, and her buying in-
tention immediately after exposure. The received messages (RMs) are defined as
the total number of commercials recorded per 100 women. The persuasion rate
(PR) is defined as the net percent of the RM that produces a shift in buying inten-
tion from some other brand to the advertised brand. Subscribers obtain quarterly
reports of the RM and PR from all competing brands in the product class.

SELECTING COPY TESTS: VALIDITY

AND RELIABILITY _ . ... ... ... ........

A very wide range of copy-testing alternatives has been developed and is available
to the advertiser. Beyond the question of whether to test copy at all lies the ques-
tion of what particular test or tests should be used. The question has occupied the
attention of professional and academic researchers since copy testing first began,
and a great deal has been written on the subject. Much of the interest lies in as-
sessing the validity and reliability of various types of tests. The subject is also im-
portant because considerable stakes are involved by research supplier companies
who tend to offer a particular kind of testing service or rely on one testing method.
The Advertising Research Foundation maintains a standing committee to-monitor
and encourage the development of new and better testing methods, and its annual
conferences generally relate to questions of the strengths and limitations of par-
ticular methods or techniques.

The basic question in test selection is whether or not a test is valid and reli-
able. Does it really measure the effectiveness of advertising? More specifically, are
the particular measures used in any one test true measures of the constructs in-
volved? Is the test reliable and will it measure the same thing each time it is used?

‘Can one test measure everything or are multitests required? These are some of the

questions of copy-test selection.

Appropriate (:opy-Test Measure(s)

The first problem in assessing copy-test validity is that, if the advertisement is to
be tested with respect to a communication objective and a copy test evaluated in
that context, there must exist an operational objective—a measurable and useful
variable that represents the objective. As Chapter 4 indicated, the development of
an operational objective is no simple task. In fact, researchers must often work
with a vague or ill-defined set of objectives. Clarity in what is being sought from the
ad—and therefore being tested in the copy test—is crucial. One measure cannot
generally substitute for another: recall does not measure persuasion, and one
must decide which of those is being sought for-a particular ad.

Obviously, therefore, the validity of a particular copy test will depend on the
advertising response that is desired. A campaign that is designed to gain aware-
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ness may not best be measured by a test that focuses on immediate behavioral re-
sponse. A campaign that attempts to create an image or an association with a feel-
ing such as warmth might require many repetitions and a subtle measurement
method, perhaps asking some questions directed at the use experience. A single-
exposure test with a coupon-redemption measure may not be appropriate at all.
Thus, the usefulness of the various criteria used in testing needs to be evaluated in
the context of the advertising objectives involved.

The choice of a copy-test measure should also be guided by the riskiness of
the decision involved. To begin a major new campaign involving strategic depar-
ture is a high-risk decision that requires a total evaluation of all the constructs
mentioned earlier. It is also important to assess whether the copy appears to an-
tagonize respondents in any way. A total evaluation should also involve enough di-
agnostic information about consumer reactions to the execution so that the
decision could be based on all the evaluative and diagnostic measures. It is possi-
ble to get high awareness but negative reactions.

Total ad evaluation is not always economically practical or necessary. Exten-
sions of existing campaigns are low-risk decisions requiring only partial evalua-
tion. In particular evaluations, persuasiveness or attitude change will sometimes
be the issue and attention will be of little concern. Sometimes clarity of communi-
cation will be the issue, and a subjective judgment of its persuasiveness will suf-
fice. Sometimes the major concern will be focused on possible negatives in
execution. In each case, the objectives of the copy test will differ.

Best Scales: The ARF Study

Once such objectives have been set, which copy-test measures are most valid for
each objective? In a recent study conducted by the Advertising Research Founda-
tion,” which involved six copy-testing measures, five pairs of packaged-goods
commercials, and sales measures obtained over a year using split-cable testing, it
was found that

« The best (most predictive of sales differences) copy-testing measure for persuasion was
a simple poor-to-excellent rating of the brand, obtained after exposure.

« The best copy-testing measure for salience was the number of times the brand was men-
tioned first in unaided awareness for that category.

« The best copy-testing measure of communication was “other than to get you to buy the
product, what was the main point of the commercial?”

« A big predictor of sales was an agree/disagree rating for the statement “this ad is one of
the best I've seen recently.”

« Ads led to sales if they were rated high on either or both of “tells ine a lot about how the
product works" and “this advertising is funny or clever,” but not if they rated high on "I find
this ad artistic” or “this ad doesn’t give any facts, it just creates an image.”

competitive Context

Since the ad being tested will eventually run amid competitive clutter, with such
clutter decreasing the effectiveness of the tested ad,* researchers David Stewart,
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Paul Miniard, and others have pointed out that the success or failure of a particu-
lar ad campaign can only be assessed completely if the measurements are con-
ducted in a competitive context. Further, when copy-testing an ad, measures should
be collected not only for the brand in question but also for competitive brands.
Thus, though an ad may not show increases in favorable beliefs or overall attitudes
for the target brand, it may show effects of leading to declines in the beliefs and at-
titudes for competitive brands—which will not show up in a copytest unless these
competitive measures, too, are collected, including relative measures (e.g., “which
of these brands is better on this attribute?™),

Further, if comparative advertising is being employed, measures of the per-
ceived similarity between the two brands should also be collected, before and af-
ter exposure, since one effect of the ad might be to increase the perceived
similarity of the brands being compared.* Relatedly, since an ad may change cer-
tain consumer beliefs about the tested brand (or competitive brands) other than
those explicitly discussed in the ad, by consumers making their own inferences
about those nondiscussed beliefs, copytests should obtain before-and-after mea-
sures of such inferential beliefs as well, in addition to measuring beliefs explicitly
featured in the ad.*”

Target Market

A second issue here is that, given that a target population can be sensibly defined,
the subjects in the test should be representative of the target population. Ideally,
they should be selected randomly, and the sample size shoula be large enough so
that the results are statistically valid. Of course, compromises must be made. It is
often not feasible economically to obtain large random samples, especially if per-
sonal interviews are involved. The bias introduced by nonrespondents is a prob-
lem that is particularly crucial in some tests. People differ widely in their
propensity to answer questions, to participate in laboratory experiments, to be
subjects in physiological tests, and to be members of consumer panels. The dan-
ger is that those who refuse to participate may respond differently from those who
do. In addition, mall-intercept methods obviously access only mall shoppers, and
cable-based tests miss those not connected to a cable. There is also a question as
to whether one or even three or fouy‘ cities can provide a representative sample.
Consequently, the results may not represent the population for which the sample
was drawn.

Reactivity

Third, and perhaps most significant, is the reaction of the respondents to the test
environment and the measuring instruments. Research has shown that consumers
expecting to be quizzed on ad recall or recognition performed better on such tests
than consumers not expecting those tests.*® Such reactions can distort the results.
When a respondent is in a test situation, he or she tends to act differently. The
main problem in any advertising study is the tendency of respondents to act as
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they should act (called reactive effect, role selection, the guinea pig effect, etc.).
There is evidence that this problem is minor in a system such as BehaviorScan
when the panel member becomes acclimated to the system. However, it is of great-
est concern in systems which demand that the respondent give an attitude re-
sponse. Is the respondent willing and able to respond accurately?

There are techniques to minimize the reactive effect. One is to divert respon-
dents from the actual purpose of the experiment. Thus, a respondent may be told
that she or he is evaluating television programs instead of their accompanying
commercials. This technique, however, by no means eliminates all such bias. Fur-
thermore, it has moral and ethical implications. How much deception should a re-
spondent be subjected to without his or her consent? Another approach is to use,
wherever possible, nonreactive measures. Thus, one might unobtrusively observe
store traffic or sales. Direct-mail tests can usually be conducted with little reactive
effect, since a nonreactive response measure to the direct-mail advertisement is
usually available.

Rough versus Finished

A fourth issue is whether a rough mock-up can adequately predict the response
from the finished ad. Several copy-test firms have reported high correlations with
mock-up measures and finished copy measures. The seriousness of the problem
will depend on the difference between the mock-up and the finished commercial
and the impact of this difference on audience response. For example, it is verv dif-
ficult to test humor, emotional response, or overall ad likability in rough form 'On
the other hand, rough ads such as animatics are well-suited to testing copy-point
comprehension and can thus be used for strategy testing, although some research
shows that animatics may overstate comprehension because they are more static
than finished ads.*

Number of Exposures

A fifth issue is the frequency of response. To what extent can a copy test predict
the response to a campaign that will involve dozens or even hundreds of expo-
sures? Can a single exposure provide meaningful results, or should a minimum of
two or three be used? Still another issue is the context in which the test advertise-
ment is embedded. The use of a cluster of advertisements embedded in a program
or magazine is the most realistic but adds complexity and is possibly confounding.

Natural versus Forced-Exposure

Finally, such approaches as the theater tests or mall intercept exposure contexts
are termed forced exposure tests because the setting is artificial and the respon-
dent is required to watch. The others, such as the BehaviorScan split-cable testing,
are termed on-air tests because the exposure is a natural home setting in the con-
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text of watching a show. Approaches such as the ASI Apex method are on-air but
the respondents realize they are in a test and are not watching a show they would
watch at a time they would normally watch it. Thus, there is still concern that the
exposure context may affect the results.

Thus, running through the validity considerations is a spectrum from artifi-
cial to natural. At one extreme would be forced exposure to a commercial mock-up
with a paper-and-pencil response using a mall-intercept sample. At the other
would be the BehaviorScan system, in which the audience member realizes that he
or she is in a panel but otherwise everything is completely natural, including mul-
tiple exposures over time.

There are suppliers in each of the three major categories of copy-testing re-
search: laboratory tests, simulated natural environment tests, and market tests. In
television, laboratory and simulated natural-environment tests involve forced ex-
posure, whereas market tests tend to be on-air recall tests. A study of advertiser
and agency executive opinion on preferences between different versions of on-air
and forced-exposure tests® revealed the most preferred to be single-exposure,
multiple-market tests in the on-air case (rather than single-exposure, single-
market; multiple exposure, single market; or multiple exposure, multiple market).
In the forced-exposure case, in-theater and laboratory tests were preferred to mo-
bile trailer and in-home forced-exposure tests. These data, of course, indicate
overall general preference, and test choices should be made on the basis of the
particular situation involved.

Copy-Test Reliability

Copy-test selection must also take into account the reliability of a particular test.
Will it measure the same thing each time it is used? Much work has also been done
on this question. In a study by Kevin Clancy and Lyman Ostlund, for example, a
second measure taken at a later time was developed for 106 on-air recall-tested
commercials. The authors report reliability coefficients (the correlation of scores
taken at one time with those taken at another time) of 0.67 (and when product cat-
egory effects were removed) of 0.29.* These are comparatively low, and, on this
basis, the authors challenge the reliability of on-air recall tests. It has been shown
that reliability of preference measures is often even lower than that for recall mea-
sures, especially if single-exposure preference measures are being used.*

Alvin Silk* has pointed out some of the dangers of using the test-retest ap-
proach to reliability assessment. It is important that test-retest conditions be
equivalent. If, for example, consumers have been exposed to the advertising in dif-
ferent contexts between the two testing occasions or to competitive advertising,
the testing conditions may not be equivalent, and a low correlation may not signify
low reliability. Research by Jacob Hornik has even shown that the copy-test scores
can vary depending on the time of day—immediate recall is highest if the ad is
tested at 9 A.M. because people are most alert at that time!* It is indeed difficult to
make straightforward-assessments of copy-test reliability using the test-retest pro-
cedure because of such factors.
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Copy-Test Sensitivity, and Other Considerations

Copy-test selection should take into account several other considerations con-
cerning the nature of a particular test or supplier providing the test. In addition to
reliability and validity, for example, Joseph Plummer recommends®® that tests be
assessed on five other criteria:

1. Sensitivity: The test should be able to discriminate between different commercials
within brand groups.

2. Independence of measures: The different test measures shouid have little interrelation-
ship across many testing experiences.

3. Comprehensiveness: The test should provide, in addition to basic evaluative scores,
some information that will indicate the reason for the levels of the evaluative scores.

4. Relationships to other tests: The test should provide similar resuits for the same stimuli
tested by a similar but different measurement system.

5. Acceptability: The test must have some acceptance by those responsible for decisions in
terms of 2 commitment to work with the test findings.-

In choosing a supplier, obviously the reputation of the company, such as its ser-
vice and delivery record, availability of norms, and stature in the industry, will be
important. Things like geographic location and costs of the service relative to com-
petitive offerings also come into play. )

These are some of the considerations that need to be taken into account in
assessing test validity. Figure 14-6 provides an overview of some of the important
ways in which copy tests can differ. Each dimension involves validity issues and
trade-offs with cost.

The PACT Principles

In 1982, a coalition of twenty-one advertising agencies developed the following
principles of copy testing, called PACT ( positioning advertising copy testing), which
summarizes much of what we have developed earlier in this chapter and intro-
duces a few o'hers:”

1. A good copy-testing system provides measurements which are relevant to the objec-
tives of the advertising.

2. Agood copy-testing system is one which requires agreement about how the results wili
be used in advance of each specific test.

3. Agood copy-testing system provides multiple measures because single measurements
are generally inadequate to assess the performance of an advertisement.

4. A good copy-testing system is based on a model of human response—the reception of
a stimulus, the comprehension of the stimulus and the response to the stimulus. ’

5. A good copy-testing system allows for consideration of whether the advertising stimu-
lus should be exposed more than once.

6. A good copy-testing system recognizes that the more finished a piece of copy is the
more soundly it can be evaluated, requiring, as a minimum, that alternative executions be
tested in the same degree of finish.
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The Advertisement Used
* Mock-Up
* Finished Advertisement
Frequency of Exposure
Single exposure test
* Multiple exposure test

How it's Shown

* Isolated
* In a clutter
* In a program or magazine

~ Where the Exposure Occurs

* In a shopping center facility
¢ At home on TV

* At home through the mail

* In a theater

How Respondents are Obtained

* Prerecruited forced exposure
* Not prerecruited/natural exposure

Geographic Scope
"« One city
* Several cities
* Nationwide
Alternative Measures of Persuasion
* Pre/post measures of attitudes or behavioral that is, pre/post attitude shifts

* Multiple measures that is, recall/involvement/buying commitment

* After only questions to measure persuasion that is, constant sum brand
preference

* Test market sales measures that is, using scanner panels

Bases of Comparison and Evaluation

* Comparing test results to norms
* Using a control group

Figure 14-6. Alternative methods of copy testing.
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7. A good copy-testing system provides controls to avoid the biasing effects of the expo-
sure context.

8. Agood copy-testing system is one that takes Into account basic considerations of sam-
ple definition.

9. A good copy-testing system is one that can demonstrate rellabllity and validity.

EXAMPLE OF A COPY-TESTREPORT. . . . . ... ..

An example of the data obtained from a copytest is provided in Figure 14-7, repro-
duced from Advertising Age. Note the use of both persuasion and recall criteria,
and the comparison of this ad’s test scores—irom the target market—with norms.

SUMMARY. .. ..... cceeeeena e e e s

During and after the creation and production process, the advertiser must decide
whether to invest in copy-testing research and what kinds of tests to use. An in-
dustry of research supplier companies has evolved to supply copy-testing ser-
vices. There are hundreds of methods used to test copy. Much advertising is
placed without formal copy testing, particularly by local advertisers for whom the
investment in advertising does not warrant the extra expense. Certain “creative”
agencies also do not believe in pretesting commercials, arguing that it restricts the
creativity of their work. Copy testing tends to be done mostly by large national ad-
vertisers where the risks and investments are high.

Copy testing can be done at the beginning of the creation process, at the end
(layout) stage of the creation process, at the end of the production stage, and after
the campaign is launched. Tests at the first three stages are called pretests,
whereas those at the fourth stage are posttests.

Criteria used in copy testing can be usefully grouped into five types: recogni-
tion, recall, persuasion, behavior, and loyalty. BRC uses mail questionnaires to
measure television commercial recognition and brand-name association. Commu-
nicus for television, and Starch, for print, uses personal interviews. Day-after recall
is widely used but controversial because of its inability to predict persuasion or
behavior, especially for emotional appeals. Persuasion has been measured in
forced exposure or on-air contexts, by change in brand preference after an expo-
sure to an ad on a UHF station, by change in prize-list brand preference in a theater
test, by comparison of the effect on brand preference with a nonexposed control
group, by measures of advertising involvement and brand commitment, and by
measures tailored to particular advertising objectives. Behavior measures include
coupon-stimulated buying after a forced exposure to an ad, split-run tests of ad-
generated inquiries, and scanner-based monitoring of panelists in a split-cable
testing operation.

Diagnostic testing, to evaluate the advertisement content at all stages of the
process, includes qualitative research, audience ad impressions, adjective check-
lists, checklists of emotions evoked by the ad, eye movement, and the monitoring
of audience response during the commercial. Within the laboratory-physiological
methods group, measuring devices such as the eye camera, polygraphs, tachisto-
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scopes, pupillometers, brain wave measures, and computer-assisted effort mea-
surement are the major alternatives. Recent developments in this area include re-
sponse latency and face-coding methods. Simulated natural environment tests
include those based on intercept research and mobile trailers, fixed facility re-
search, and in-home interviewing. Many of the recognition, rather than the recall,
methods fit into this category. Services provided by ARS, ASI, Starch INRA Hooper,
and Bruzzone Research are representative of these kinds of tests.

A tracking study provides measures of advertising impact over time by taking
periodic (monthly, quarterly, or yearly) surveys of audience response. Awareness
of the advertising or of specific claims or elements of the advertising is often in-
cluded, but any measure relevant to the objectives can be used.

Given the vast array of alternative methods and commercial services for
copy testing, the question becomes how to choose sensibly among them. The ba-
sic question is whether a particular test is valid and reliable. Three major factors
must be considered with respect to validity. First, the test must measure what the
campaign seeks to achieve. A test designed to measure one objective (e.g., recall)
is different from one that aims to measure another objective (e.g., persuasion).
Second, subjects in the test should be representative of the target population.
Third, reactions of the subjects to the testing situation that might bias the results
should be minimized. Copy-test validity concerns usually focus on the appropri-
ateness of the response measure, the reactive (or guinea pig) effect of being in an
experiment (especially when the exposure setting is not natural and when an atti-
tude measure is required), the use of mock-ups, and the representativeness of the
sample. v

Generally, it has been found that no one test or method is sufficient to satisfy
all the needs of copy research, but that tests designed to measure different con-
structs can indeed do so. Which tests are better, particularly whether recall or
persuasion tests are better for testing television commercials, is a continuing de-
bate in the industry. Test reliability must also be considered. Here, again, because
of the difficulties of measuring reliability, there are no definitive answers. The
norms developed by suppliers over years of testing remain the advertiser’s best
guide to this question.

Many other practical considerations about the supplier (reputation, service,
location, costs, and so on) and the service or test (sensitivity, independence, com-
prehensiveness, relationships to other tests, and acceptability) should be in-
cluded in the selection process. The overriding considerations in this decision are
that the test or tests chosen should be governed by the objectives of the advertis-
ing, the amount of investment involved, and the extent to which there is little or no
past experience on which to guide decision making in a particular product or mar-
ket situation.

DISCUSSION QUESTIONS ... .. e e e e e e e

1. Make a list of the factors you would consider in deciding whether to invest in
copy-testing research at each of the four stages of testing given in the chapter.
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2.

10.

11.

12

L

Why measure recognition anyway? Why would it ever be of value to have an
audience member recognize an ad when he or she could not recall it without
being prompted and could not recall its content? Why not just measure recall?
Compare the BRC recognition method with the Communicus method. What are
the relative strengths and weaknesses?

. DAR is widely used. Why? Would you use it if you were the product manager

for Lowenbrau? For American Express? Under what circumstances would you
use it?

Review the validity problems inherent in the McCollum/Spielman theater-
testing approach. Compare these to

a. The Mapes & Ross method.

b. The ASI Apex method.

¢. The Tele-Research approach.

d. The Behavior Scan approach.

. Why conduct tracking studies? Why not just observe sales?

How will adjective checklists help a creative group? What about eye-movement
data?

Suppose that the advertising objective is to entice people to try a new brand.
Predictive validity is whether recall predicts purchase, whether ‘memorability
predicts purchase, whether arousal and interest predict purchase, or whether
attitudes predict purchase. From what has béen reviewed in previous chap-
ters, discuss the validity question at each of these levels.

The various methods of copy research are representative of the various meth-
ods of research in social science, particularly psychological and sociological
research methods. Give an example in which the methods used by psychoana-
lytic (Freudian) or clinical psychologists, stimulus-response (behavior) psy-
chologists, multidimensional scalers, attitude researchers, and sociologists
are employed in copy research. '
Laboratory methods are often criticized for their artificiality in copy-testing re-
search. Are there any counterarguments? Discuss.

Discuss the advantages and disadvantages of an in-theater method compared
to a market test and a recall method versus a recognition method.

Design an ideal test of copy effectiveness. Assuming the measures would be
made in a natural environment, eritically examine the difficulties involved.

One estimate is that as much as $125 million is spent annually on copy testing. Robert
Mayer of Young & Rubicam advertising agency suggests that there are “33,000 ways” to
test advertising copy. Basal skin response, brain waves, eye movement, pupil dilation,
physical effort, aided and unaided noting and recall, copy-point recall, visual and slo-
gan recall, interest and attitude toward the advertisement, knowledge and sales re-
sponse are some of the measures used. Copy-testing designs include prepost or
post-only studies, single versus multiple exposure, projectable versus nonprojectable
samples, natural exposure versus forced exposure. Other alternatives include where
the exposure should take place (in-home, in-theater, mobile trailer, shopping center in-
tercept, fixed facility), whether the testing is done in groups (such as the family) or in-
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APPENDIX: NOTES ON FOUR COPY-TESTING
SERVICES. . . ... ......... .

AS! Marketing Research Inc. :

ASl s one of the U.S.’s largest copy-testing companies. Founded in 1962 as a unit of

- Columbia Pictures, it initially focused on testing ads for persuasion but expanded
to testing ads for recall and purchased the copy-testing business of Burke in 1990,
which was the dominant provider of day-after-recall copy tests. ASI has offices in
New York, Cincinnati, and Los Angeles. They have strategic alliances with a variety
of companies, including the BASES Group (for using copy-test scores in new prod-

- uct introduction models), NFO Research (for copytesting among narrowly defined
target markets), Longman-Moran Analytics and Nielsen Household Services (for
brand equity measurement), and Infratest Burke (for global copytesting services).
They offer a variety of copy-testing services, four of which are described briefly be-
low:

“Recall Plus”

This is an on-air, in-home ad exposure system using cable TV as the exposure
medium, providing percentage scores on “related recall” (compared to norms),
qualitative verbatims (transcripts) of what ad content was recalled, diagnostic
data, and measures of attention and brand linkage. The test TV ad is embedded by
ASlin a standardized TV program environment (an unaired, thirty-minute situation
comedy), containing four noncompeting test ads and one nontest ad. Tests are
conducted in at least two cities, among two hundred respondents in each city (se-
lected according to sex and age quotas) randomly drawn from cable TV house-
holds in that city. Respondents are contacted by phone and asked to preview a
new TV program, and then reinterviewed after exposure the following day. After
confirming program viewership, four product category cues are provided to test
for unaided recall. If the respondent cannot correctly identify the advertised
brand/company name, more specific prompts are given to get aided recall. The
level and depth of recall and communication is probed. Other questions obtain fur-
ther information on attention, “brand linkage,” and consumer demographics. Ad-
ditional reexposure to the ad can be done to obtain diagnostic data (the ad is
re-run on another cable channel while the re-interview is in progress). Ads can be
tested in both rough and finished formats. The test has an estimated .87 reliability
coefficient.

“Persuasion Plus”

The methodology is essentially the same as that for the recall test above, with the
difference being in the measures collected. At the initial phone contact with the re-
spondent, prior to ad exposure, questions are asked on brand preference, and the
same questions are then asked on the re-interview following exposure (in the con-
text of a “prize drawing”). The measured change is used to compute a “Tru-share
persuasion score,” using a mathematical model that adjusts for market-oriented
variables such as brand share and brand loyalty, and this is then compared to
norms.
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“Print Plus”

The test print ad is inserted (“tipped-in”) into either a current issue of general dis-
tribution magazine (e.g., People), or in ASI’s propreitary controlled-environment
test magazine. Testing is done in at least five geographically dispersed nmarkets,
with a sample size of 175 per city. The magazine is personally placed with qualified
readers of the magazine, who are asked to be part of a survey, asked preexposure
brand preference questions in the context of a “prize drawing,” are told to read the
magazine normally, and are then called-back the following day. After confirming
that the magazine was read, questions are asked to obtain unaided and aided re-
call, ad content playback, and diagnostics (the respondent is asked to look at the
ad while these are asked). Under the guise of having “misplaced” the original
brand preference data for the prize drawing, those questions are re-asked to get
“postexposure” preference. Demographic classification questions conclude the
reinterview. Recall and persuasion scores are provided, relative to norms, as well
as qualitative ad content playback verbatim transcripts.

*NFO/ASI Targeted Copy Testing”

To copy-test TV ads among narrow, targeted segments, ASI mails the test TV ads
embedded in a thirty-minute program, on videotape, to appropriately selected
members of NFO’s national consumer mail panel, who play it on their home VCR.
Twenty-four hours after exposure, the standard ASI recall phone interview is con-
ducted. ASI claims very good correlation of these related recall scores with their
standard-method scores.

“Creative Response Workshop Plus”

Using a system developed by the Leo Burnett ad agency, ASI also conducts shop-

ping mall-intercept interviews in which respondents see a TV ad on a personal
_computer, answer questions on the computer on how “involving” and “relevant”

the ad is to them, answer open-ended diagnostic questions (the answers are

recorded digitally on the computer), and finally provide second-by-second reac-

tions to every scene of the ad, using a “dial” methodology developed by ASI.

Mapes & ROsS

Mapes & Ross, founded in 1972, pioneered persuasion copy tests under “real-
world” conditions. They offer services to copy-test TV, magazine, newspaper, and
radio ads, as well as other services to obtain quick reactions to an ad’s communi-
cation points, to test the effect of ads in retaining the loyalty of existing users, to
measure brand and corporate imagery, and tracking studies. Descriptions of some
of these follow. Note that the Mapes & Ross ‘magazine copytesting system is very
similar to ASI's, described earlier.

“On-Air" TV Commercial Evaluation

Commercials are aired in a preselected prime-time position (usually a movie) on a
UHF or independent station, in one or more test cities. Prior to the test, a sample
of viewers are contacted by telephone and invited to participate in a survey that
requires viewing the test program (a drawing for three cash awards is an incen-
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tive). Appointments are set up to interview the respondents the day after the pro-
gram is aired. Among nonadvertising questions, respondents are questioned about
their brand preferences for six different product categories, including the test cat-
egory. Respondents provide brand names on an unaided basis. The test ad is ex-
posed in a specified time slot, within a standard commercial break during the first
half hour of the program.

The day following the airing of the test program those who watched the pro-
gram are asked—again on an unaided basis—their brand preferences for a number
of product categories including the test category. The respondents are then asked
on an aided basis (using category and brand prompts) about the recall of six com-
mercials that appeared within the program. Open-ended questions pertaining to
what the commercial was about, what ideas were presented, interest in the ideas,
and reactions to the commercial are asked of all respondents claiming recall. As an
option, respondents can be asked to provide ratings on a ten-point scale on state-
ments about the test brand or test commercial. Demographic and brand bought
last questions complete the interview. The scores provided can be compared to
norms. Image questions can also be asked and compared to those from a nonex-
posed control group. '

“Newspaper Ad Evaluation”

Regular readers of the newspaper are prerecruited by telephone and invited to
read and give reaction to editorial content appearing in the test issue. At the time
of recruitment, preexposure brand preference data are collected (in an unaided
and masked fashion). After exposure, a phone interview confirms readership and
then obtains the postexposure preference data in the same way. Recall questions
follow, as do recall content probes. Norms are provided for the pre-post persua-
sion shifts,

“Radio Ad Evaluation”

Similar to the newspaper method. The test ads are run in a specified time slot
within a standard commercial break during the first half of the radio program to
which preinvited radio listeners are listening.

“Equimax Measurement of Increased Usership/Loyalty”

Mapes & Ross first develops an attitudinal questionnaire linking attitudes to usage
behavior, working jointly with the client. Ads are then tested to see how they affect
these predictive attitudinal measures.

Gallup and Robinson

This Princeton-based firm was founded in 1948 by Dr. George Gallup and Dr. Claude
Robinson, two of the pioneers in public opinion survey methods. Dr. Gallup, a Jour-
nalism Professor at Northwestern University, spent many years working at Young
& Rubicam before starting this company. Their copytesting services cover a very
wide range, many of which try to measure “Impact,” in which consumers who re-
call test ads seen a day earlier in a rcal-world €xposure environment provide open-
ended responses to seven questions on ad content, the thoughts and feelings they
had when they saw the ad, changes in buying interest created by the ad, and so on.
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Their specific tests include an “In-View” TV ad test, in which the ad is aired
on a syndicated program on an independent TV channel, where it is seen by 150
precontacted viewers, who are called back twenty-four hours later to get data on
unaided and aided recall (called “Intrusiveness™), persuasion, copy-point commu-
nication (“ldea Communication Profile”), persuasion, and so on. Magazine ads can
be tested by placing them either naturally or in a tip-in basis into magazine copies
that are placed with 200 consumers who are recontacted a day later to collect the
recall and “impact” data. An adjustment in scores is made for the magazine's issue
size (number of pages). Newspaper and radio ads are tested in a similar fashion to
TV ads, by using preinvited respondents. All scores are interpreted relative to
norms for 300 djfferent product categories. The magazine tests have a reliability
between 0.72 and 0.95 depending on the test used (the same ad tested twice in the
same magazine issue, via an A/B split, has the 0.95 figure, for instance).

One of their new services is called “InTeleTest.” TV ads are inserted into an
hour-long TV pilot program on a videocassetté that is personally left with selected
respondents for later in-home viewing on their VCR. As an incentive, the respon-
dent's name is entered into a monthly drawing for $300. The respondent fills out
some questions immediately before and immediately after viewing the tape, and is
called back on the telephone a day later for various questions. The ad is also taped
by itself on the videocassette (following the program), for reexposure, after which
the respondent provides additional diagnostic and other data.

Research Systems Corporation (ARS)

Research Systems Corporation, based in Evansville, Indiana, is well-known for its
ARS Persuasion copy-testing system. Data are collected using a laboratory envi-
ronment to obtain respondent product choices in simulated purchase occasions
before and after advertising exposure. The ARS Persuasion measure is simply the
percent choosing the advertised product after exposure, minus the percent choos-
ing the advertised product before exposure. The shift measured by RSC must ex-
ceed a norm (e.g., a +3.0 percent increase in persuasion for an average soft-drink
commercial) before it is predicted to an actual market share increase.

The service also measures a test ad’s related recall and key message commu-
nication scores, through traditional recall interviews seventy-two hours after the
laboratory session that collects the persuasion-shift score. Again, the test ad’s at-
tention/memorability score, and ability to deliver a brand-differentiating key mes-
sage, are compared to norms. It calculates a Persuasion Rating Points (PRPs) score
for the ad and its media schedule, combining the ARS persuasion score with gross
rating points (GRPs), which measure media weight. According to RSC, extensive va-
lidity and reliability tests have been conducted on the ARS persuasion measure, in-
cluding relating ARS persuasion scores to split-cable sales tests, supporting its
use. In particular, they claim a strong relationship between sales changes and
PRPs. While the firm’s exact testing methodology is not publicly published, its
standard test of persuasion, recall, and diagnostics, conducted among about 200
men and women in each of two cities, costs about $16,000.
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This chapter dlscusses two aspects of such 1mplementatlon Flrst we dlSCUSS
the production process for an ad, both print and television. We then move on to a
broader discussion of the relationship between the client and agency, looking at
that relationship not only at the time of the production of the ad but throughout
the advertising process. What do both the client and the agency need to do to max-
imize the mutual benefits from the relationship, and to get advertising that is both
creative, on strategy, and leads to increased sales?

THE ADVERTISING PRODUCTION PROCESS . . . ..

The production of advertising is a process involving many people, much time, and
significant expenditures of money. Although the major components of this process
can be described, it is very difficult to explain precisely how eifective ads are ac-
tually created. It is like asking an artist to explain how to create and produce a
great painting. Although we might recognize greatness in the finai output of the
process, it is difficult to set up a creation and production system that will always
guarantee such greatness. Behind any print advertisement or television commer-
cial lie hundreds of decisions involving artistic and other judgments by teams of
people inside and outside the agency.
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Production decisions are important because all the investment on research
and development for a new product or maintaining sales levels of an established
product is at stake. A produced ad is the means through which advertising objec-
tives are carried out and strategy is executed. All the attention to careful specifi-
cation of objectives can be ruined by a poor finished ad. And producing ads is
expensive. Creating, producing, and conducting the research done on one televi-
sion commercial, for example, can involve hundreds of thousands of dollars. Al-
though media costs will be even more expensive (on average, media costs
represent about 85 percent of a total advertising budget), their success, too, uiti-
mately depends on the nature of the finished ad. The average cost of producing a
single national television commercial, without including the ad agency’s mark-up,
was $222,000 in 1993, according to a survey by the American Association of Ad-
vertising Agencies.'

This section of this chapter reviews the ad production process. A general
model is first presented that traces the various stages and activities involved in
the overall process. The creation stage part of the model comes first; this is the
part we discussed in Chapter 13, and it is only briefly reviewed here. This is fol-
lowed by a review of activities at the production stage. Production differs accord-
ing to whether copy is being produced for print media or for broadcast media. In
print media, the important components concern typography and engraving,
whereas in broadcast, casting, filming, and editing are of central importance.

What are the basic tasks involved in creating and producing an advertise-
ment? Who does what at which stage? What are the important ways of generating
ideas and carrying them forward into final production? What should an advertising
manager know about the creation and production process?

A MODEL OF THE CREATION AND
PRODUCTIONPROCESS. . . . . .. ... ......

Figure 15-1 presents a model of the creation and production process. Note that
two basic stages are involved, creation and production.

The distinction is somewhat artificial because creative activities can take
place at any point throughout the entire process, but it is a convenient distinction
for several reasons. First, the activities associated with the creation stage take
place largely within the confines of the advertising agency. Those associated with
production are usually done by outside suppliers to the agency. Second, creation
activities are in many ways similar for either print or broadcast advertising.

The creation stage involves cases the generation of words (copywriting) and
the generation of pictures (illustrating), with copywriters and art directors work-
ing as a team, whether the end result is a print advertisement or a broadcast com-
mercial. Rough ads, which may be comprehensive layouts for print ads or detailed
storyboards for TV ads, are the output of this stage, which move on to the pro-
duction stage. (These rough ads are discussed further below.)

The production stage activities, usually done by external suppliers, differ in
significant respects for print production or broadcast production. Print produc-
tion involves the graphic arts and specialists in typography, engraving, printing.



502

CHAPTER 15

Creative Process

PN

Copywriting lustrating
CREATION
STAGE ~._
Layouts
¥
|
1
Clientaipproval
Supplier Selection
PRINT  BROADCAST
»~ ' N
Typography Engraving Filming Editing
PRODUCTION \/ \/
STAGE Print "
Advertisement Commerciol
T L)
I |
[ 1 1
Print Media Broadcast Media

Figure 15-1. Model of the creation and production process.

and so on. Broadcast production, particularly in television, involves audiovisual
studios, production houses, and the basic tasks of filming and editing, which are
very similar to the production of a movie. In sum, different types of external sup-
pliers are involved for print and broadcast at the production stage.

‘The important input to the generation of advertising is referred to as the cre--
‘ative process in the model. Much attention has been given to ways of improving
this process and generating ideas. Following the generation of copy and a layout,
discussed in Chapter 13, the creative director and the agency account executive
will nextseek the client’s approval for the layout and the general.nature of the ad-
vertising to be produced. Pretest copy research may be sought at this point (using
the layout or rough stage, or alternative finished executions) to assist in the deci-
sion, following the procedures outlined in the previous chapter.

An important decision at the point of production is the selection of suppliers
to actually produce the finished advertisements. These tasks are noted in the
model as client approval and supplier selection.



