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PREFACE

Some writers are motivated by their profession’s artistic challenges. Others
are energized by its financial incentives. Broadcast/cable copywriting of-
fers the stimulating opportunity to have it both ways: to experience con-
stantly evolving tests of your verbal artistry while enjoying significant
monetary rewards for successfully passing those tests. Whether you are an
experienced media professional seeking to hone your writing ability further or
a novice wordsmith striving to gain employment in radio and television, this
book is designed for you.

Broadcast/Cable Copywriting, Fifth Edition, introduces you to the special
requirements and pitfalls of creating the continuity, commercials, and off-air
presentations that are the life’s blood of electronic communication. Unlike
the limited-access world of full-length entertainment and documentary script
creation, broadcast/cable copywriting is a widespread enterprise that requires
thousands of practitioners. It is a function that every local outlet must per-
form; an activity in which every advertising, public relations, and other
corporate entity communicating via radio/television must engage. And de-
spite their comparative brevity, commercial continuity pieces exemplify all
the requisites of media form and content that electronic journalism and
feature-length fiction demand. Thus, guided exposure to these short, standard
elements of the copywriter’s repertoire also will acquaint you with the stylis-
tic techniques you’ll need to master long-form projects.
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On the other hand, like many wordsmiths before you, you may discover
that the opportunity, the compensation, and the challenging diversity of
copywriting are difficult to abandon in favor of the more sober environment
of the newsroom or the much less stable world of program script creation. Do
not be surprised if you decide to spend your entire career as a copywriter
and/or continuity supervisor, marketing services manager, or agency creative
director.

Over the years, electronic media copywriting has become much more
than the audio/visual hawking of goods. Audiences now view the best com-
mercials as entertainment in their own right, with entire television specials
built to showcase the copywriter’s art. And like any art, copywriting requires
continuous training. “Writing,” Professor Dennis Brown reminds us, “is not
like riding a bicycle, a skill which if learned once is not forgotten. It is more
like music—we must practice constantly not just to improve but to maintain
our competence.”! Broadcast/Cable Copywriting, Fifth Edition, strives to
assist in such productive practice.

As in the previous edition, this volume is divided into four main parts.
After an appraisal of the copywriting marketplace (Chapter 1) and how our
jobs reflect communication process considerations (Chapter 2), Part One con-
tinues with an inventory of the tools (Chapter 3), human motivations (Chap-
ter 4), and audience characteristics (Chapter 5) that the writer must learn to
manage. Part One concludes by examining copy creativity, definition, and
validation as well as prominent regulatory and stylistic constraints (Chapter
6). This first section thereby sets the stage for Part Two, which probes radio’s
key elements (Chapter 7), commercials (Chapter 8), and additional endeavors
(Chapter 9). The parallel Part Three then uses a similar chapter trio (Chapters
10, 11, and 12) in the exploration of television. Finally, Part Four delves into
the interlocking process of campaign construction: first, for the conventional
radio/television campaign (Chapter 13); next, for the more specialized crea-
tion of public service appeals (Chapter 14); and last, for the hazardous practice
of political, controversy, and crisis advertising (Chapter 15).

For teachers using Broadcast/Cable Copywriting as a class text, a separate
Instructor’s Manual provides a model syllabus, a selection of industry copy
acceptance guidelines, and a series of Suggested Exercises to facilitate appli-
cation of the techniques this Fifth Edition explores.

Throughout the book, a great many rules and precepts are advanced. Even
though each has been tested time and time again in the intensely competitive
electronic media, each (except for those ordained by government or industry
regulations) can also be broken, given a specific and unique set of circum-
stances. Knowing the general rules, however, ensures that when you do decide
to ignore one, your decision is not inadvertant but is based on a careful,
conscious, and calculated appraisal of why this proven principle does not
apply to the assignment at hand.



Preface

You are cautioned not to view the separate chapters of this book as
independent and self-standing wholes. Do not, for example, think that you
will acquire all of the information pertinent to writing radio commercials
simply by reading the chapter bearing that title. Instead, the fifteen chapters
in this Fifth Edition are mutually supportive. Each contributes additional
perspectives to what is covered in others. Thus, guidelines introduced in
conjunction with television commercials are at least partially applicable to
public service announcement writing, and vice versa. In the constantly mu-
tating world of electronic copy, nothing remains totally discrete for very long.

Like the four previous editions, this latest version of Broadcast/Cable
Copywriting deepens your comprehension of the subject through numerous
examples and illustrations. Many of these models are quite current. Others
are more historic and are featured because they have made enduring contribu-
tions to the practice of effective radio/television communication. It is espe-
cially gratifying to be able to include samples contributed by many of my
former students (in order of appearance): Andrew Schmittdiel, Christopher
Conn, Sheila O’Donnell, Paul Boscarino, Dan Nelson, Jerry Downey, Susan
Montgomery, John Schroeder, and Stephen Serkaian. These people are true
professionals who have established themselves in the communications busi-
ness and who continue to excel there as they did in the classroom we once
shared.

One final bit of housekeeping before we begin. In an effort to increase the
number of examples while still keeping the length of the book manageable,
we have condensed the format of the sample scripts. IN ACTUAL PRACTICE,
ALL COPY SEGMENTS THAT ARE SINGLE-SPACED IN THIS BOOK NOR-
MALLY WOULD BE DOUBLE-SPACED, AND ALL COPY HEREIN DOU-
BLE-SPACED WOULD BE TRIPLE-SPACED.

Now, lets proceed, in the words of creative director Curvin O’Reilly, to
“Have some fun. Despite all signs to the contrary, advertising is still the toy
department of the business world. Enjoy."”2

ACKNOWLEDGEMENTS

First and foremost, the author wishes to thank his wife, Chris, for her eternal
belief in this project and its author, as well as for her patience, understanding,
and continuous encouragement during Broadcast/Cable Copywriting’s five-
edition evolution.

Appreciation is expressed to the many professionals in the electronic
media and publishing industries who collectively provided the wealth of
script and other illustrative material for this Fifth Edition. Many of their
names appear in the text following the copy or other creative achievements

Xix



Broadcast/Cable Copywriting

they made available. The multiple quotes from ADWEEK and Winners have
been reprinted with the permission of ADWEEK.

Further thanks are due to the following respected colleagues who re-
viewed the manuscript for this book: Robert Habermas, Liberty University;
Anthony J. Miceli, Gannon University; Patton B. Reighard, Appalachian State
University; and Joe Richie, Ohio University.

Allyn and Bacon’s communications editor Stephen Hull and Grace
Sheldrick of Wordsworth Associates continue to provide the editorial support
and productional expertise that are essential in the publishing of a very
complicated manuscript package. Thanks, too, to Dr. B. R. Smith, chairman
of Central Michigan University’s Broadcast & Cinematic Arts Department,
and Patti Hohlbein, its administrative secretary, for the resource and service
support associated with the compilation of this book and its exhibits.

Finally, gratitude goes to our two children, Darcy and Blaine, who have
grown up with this seventeen-year project and put up with all of its distrac-
tions.

Thank you, the reader, for your company as we now explore together the
specific components and techniques of copywriting for the broadcast and
cable media.

Endnotes

XX

1. Dennis Brown, “Students Need More Writing Instruction, Not Less,” Chronicle of
Higher Education (October 19, 1988), B 3.

2. Curvin O'Reilly, “Why Some People Have More Ideas,” ADWEEK (February 15,
1988), 57.



CONTENTS

List of Illustrations xiii

Preface XVvii

B PART ONE Copywriting Dimensions

Chapter 1 The Copywriting Marketplace 1
Freelance 2

Advertising Agency 3

Corporate In-House 6

Government/Institutional In-House 7

In-Station 7

Other Employment Options 9

Continuity—The Copywriter’s Main Product 10

Portfolio Creation 11

Endnotes 14

vii



Broadcast/Cable Copywriting

viii

Chapter 2 Copywriting and the
Communication Process

Communication Fundamentals 16

The Radio/Television Communication Process
Endnotes 27

Chapter 3 Tools of Our Trade

Print Punctuation Versus Radio/Television
Punctuation 28

Tools to Read/Consult 41

Tools to Pound on, Write with, Write on 43

Time—The Tool That’s Master of All 47

Tooling Up 55

Endnotes 56

Chapter 4 Rational and Emotional Attractions
Rational Attractions 58

Emotional Attractions 70

An Appeals Addendum 89

Endnotes 89

Chapter 5 Making Sense of Our Audience
Audiences and Attitudes 91
Psychographics 99

Progressive Motivation 108

An Audience Sense Summation 113
Endnotes 114

Chapter 6 CDVP Factors
Creation 115

Definition 124

Validation 138

Prohibition (Regulatory) 143
Prohibition (Stylistic) 147

16

19

28

57

91

115



A CDVP Reassurance 153

Endnotes 154

B PART TWO Radio Copywriting

Chapter 7 Key Elements of Radio Writing
Standard Radio Format 158

Productional Terminology
Using Sound Effects 164
Using Music 167

The Radio Copywriter as Poet

Poetic Packaging 173

Other Techniques for the Radio Poet

Radio’s Essence 188
Endnotes 189

Chapter 8 Radio Commercials

Commercial Noncopy Data
Generic Classification of
Radio Commercials

Putting ‘PUNCH’ in the Radio Spot

The Ten Radio Commandm
Commercial Conclusions
Endnotes 233

Chapter 9 Additional Radio Endeavors
In-House Noncopy Data Block

IDs and Transitions 236
Program Promos 244
Outlet Promos 247
Enhancers and Features

159
171
176
Block 190
193
208
ents 213
233

235

250
254

On/Off-Air Listener Participations

Interviews and Semiscripts

260

Contents

156

190

235

ix



Broadcast/Cable Copywriting

Special Commercial Challenges 265
Endnotes 277

B PART THREE Television Copywriting

Chapter 10 Key Elements of Television Writing 278
Television Conceptual Vehicles 278
o A Bubble about Animation 293
Basic Television Production Methods 300
Television Productional Terminology 303
“The Audio-Video Coalition 319
Endnotes 323

Chapter 11 Television Commercials 325
TV Commercial Noncopy Data Block 325
Compulsory Demonstrability—The D.D.Q. 327
Getting Recognized and Remembered 337
® Video DR, Infomercials, and Co-Op 338
Retail and Business-to-Business Pitches 348
“The Storyboard Presentation 356
® Avoiding the Storyboard 362
Endnotes 366

Chapter 12 Additional Television Endeavors 368
In-House Noncopy Data Block 368
£Outlet IDs and Promos 368

‘Program Promos and Trailers 374

Interviews and Semiscripts 389

Trade and Consumer Presentation Events 393
Specialized Venues 397

Casting and Voice-Over Considerations 403

Endnotes 408



Contents

B PART FOUR Campaign Copywriting

Chapter 13 Radio/Television Campaign
Construction 410
Isolating Brand Character 410
Concept Engineering—Fashioning the
Campaign Proposal 417
Proposal-Related Activities and Implements 433
Four Case Studies 438
A Campaign Conclusion 451
Endnotes 452

Chapter 14 Public Service Campaigns 454
The Three Hallmarks of Successful PSAs 455

PSA Noncopy Data Block 462

Ten Public Service Postulates 465

Campaign Case Studies 480

What'’s in It for the Copywriter 484

Endnotes 486

Chapter 15 Political, Controversy, and

Crisis Campaigns 487
Political Advertising 487

Controversy Advertising 502

Crisis Advertising 515

A Final Word from the Soda Bar 526

Endnotes 527

Index 531

Xi



LIST OF ILLUSTRATIONS

Chapter 1
1-1 A Typical Copywriting Portfolio 13

Chapter 2
2-1 The Basic Communication Process 17
2-2 The Radio/Television Copywriter’s Communication Process 20
2-3 “Talking Down” Schematic 25
2-4 “Talking Over” Schematic 26

Chapter 3
3-1 Banquet “Hot Bites” Photoboard 52

Chapter 4
4-1 Supercuts “Bad Haircut” Photoboard 60
4-2 Standard Federal “Road Trip” Storyboard 62-63
4-3 Anthropomorphism Definitional Cartoon 75
4-4 Arizona Tourism “If You Knew Arizona” Pic 77
4-5 Hefty Bag “Hefty/Wimpy” Photoboard 87

Chapter 5

5-1 Brown & Haley “Screaming Woman” Photoboard 95
5-2 Philips “Vacuum” Photoboard 98

xiii



Broadcast/Cable Copywriting

5-3 Beaver Canoe “Morning Rocker” Photoboard 109
5-4 Henry Ford Hospital “Pianist” Photoboard 111

Chapter 6
6-1 Baltimore Symphony “Major League Team” Photoboard 118-120
6-2 Reynolds Cooking Bags “Car Wash” Photoboard 121
6-3 Allnet “Sloppy Typing” Photoboard 131
6-4 Intercontinental “International Venues” Photoboard 136
6-5 Michigan Department of Public Health “Butt Mouth” Photoboard 152

Chapter 7
7-1 Network Production Music “Gym Session” Cartoon 169
7-2 Fulcrum Phrase Diagram 180

Chapter 8
8-1 Jersey Fresh Musical Lead Sheet 205

Chapter 9
9-1 KHOP “Hot and Wild” Contest Mailer 259

Chapter 10
10-1 Tuborg 1st draft Storyboard 288-289
10-2 Tuborg 2nd draft Storyboard 290-291
10-3 Tuborg “Danish Kings” Photoboard 292
10-4 Uniroyal Radials “Snows” Photoboard 295
10-5 Cookie-Crisp “Cookie Crook” Photoboard 296
10-6 Ocean Spray Cranberry Sauce “Pigasus” Photoboard 297
10-7 Will Rogers Institute “Obesity” Photoboard 299
10-8 National Safety Council “Designated Driver” Slide 301
10-9 Television Shot Length Continuum 306
10-10 Yoo-Hoo “Teacher” Photoboard 307
10-11 Ontario Tourism “Football Huddle” Scene 308
10-12 Klondike “Clown” Photoboard 310
10-13 Paul Masson “Locker Room” Photoboard 311

Chapter 11
11-1 Michigan Agriculture “Out of the Blue” Photoboard 329
11-2 Bic Banana “Shakespeare” Photoboard 332
11-3 GTE “Dandelion” Photoboard 333
11-4 Broxodent “Brrrush” Photoboard 334
11-5 Ault Dairies “Oh Henry! Cousin” Photoboard 339
11-6 Champion “Lonely Road” Photoboard 349
11-7 Snyder’s “Quartet of 15s” Photoboards 352

Xiv



11-8
11-9

Chapter 12
12-1
12-2
12-3
12-4
12-5
12-6
12-7

Chapter 13
13-1
13-2
13-3
13-4
13-5
13-6
13-7
13-8
13-9

Chapter 14
14-1
14-2
14-3
14-4
14-5
14-6
14-7

Chapter 15
15-1
15-2
15-3
15-4
15-5
15-6
15-7
15-8
15-9

List of Illustrations

Continental Bank “Hole” Photoboard 357
Allied Chemical “Road/Ditch” Storyboard 360

NBC “Style” Graphics 371

WJLB “Strong Enough” Photoboard 375

Ontario Place “Family Testimonials” Storyboard 392
In-Store TV 402

Scotts “What Dandelions” Photoboard 404

Weight Watchers “Red Dress” Photoboard 406
Ore-Ida “Tuba” Photoboard 407

Ocean Spray “Lemonade Stand” Photoboard 416
Orelia “Bikini” Photoboard 417

Jiffylube “J-Team” Photoboard 426

Jiffylube “Coast to Coast” Photoboard 427
Jiffylube “Woman Meets J-Team” Photoboard 428
Concept Engineering’s Proposal Hour Glass 433
Riceland Rice “Heber Springs” Photoboard 440
Riceland Rice “Pierre Part” Photoboard 441
Riceland Rice “Perdita’s” Photoboard 442

U.S.D.A. Forest Service “Evolution” Photoboard 467

Michigan Department of Public Health “Partners” Photoboard 468
Goodwill Industries “Productive Man” Photoboard 469

Drug-Free America “Glamorous World” Photoboard 470
American Medical Association “Teen Suicide” Photoboard 472
American Red Cross “Mime” Photoboard 474

American Medical Association “Age Myths” Photoboard 478

Ross Perot “The Storm” Crawl 495

Dow “Farmer’s Granddaughter” Photoboard 505

Today “The Sixties” Photoboard 508

Friends of Animals “Hearts” Photoboard 509

Waste Management “Butterfly” Photoboard 510

National Education Association “Music Class” Photoboard 512
LifeStyles “Three 15s” Photoboards 516

Tylenol “Corporate Statement/Gates” Photoboard 519

Eastern Airlines “Growth” Photoboard 525

XV



m Chapter 1

The Copywriting
Marketplace

In order to understand the prerequisites and pressures of radio and television
copywriting, we must, at the outset, find out something about the employ-
ment situations into which the copywriter is thrust. When we refer to copy
jobs, we are not talking about the singular and largely inaccessible world of
the entertainment scriptwriter, a world that regularly employs only a few
hundred people. Nor are we referring to the discrete reportorial world of the
media journalist. Instead, our focus encompasses that multitude of situations in
which nonnews copy, the life’s blood of all electronic media activities, is created.

Copy is the short piece of written craftsmanship that propels, promotes,
defines, and ultimately helps to pay the bills for every carrier of radio and
television programming. Unlike full-length (long-form) program scripts,
which are the exclusive province of a handful of East or West Coast special-
ists, pieces of copy must be created by writers at virtually every station, cable
system, and other local electronic medium. Copy must also be generated by
the many agencies, corporations, and institutions that seek to make an impact
on and through those telecommunications delivery vehicles.

The typical piece of copy is ten, fifteen, thirty, or sixty seconds long.
Nevertheless, like the full-length script, it must tell a tale or reveal a truth
within the time allotted. This is why some writers view copy creation expe-
rience as invaluable preparation for a career in news or long-form program
writing. As Guy McCann points out, “A copywriter practices a disciplined
form of creativity which requires study of a subject, identification of benefits
and the generation of useful ideas that achieve precisely defined objectives. A
copywriter, it might be said, must have a pragmatic inspiration when required
and on schedule.”!

Some wordsmiths aspire to media management and realize that success
both in media and in management depends on the deft supervision of written
words. They quite rightly view copywriting experience as a valuable prepara-
tion for later administrative roles. Other writers, however, see copywriting as
a complete career in itself. Along the way, these folks learn that, although job
contexts differ, traditional writers and copy writers share several key traits.
As author and ad agency owner Lois Wyse puts it, both novels and pieces of
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Part One Copywriting Dimensions

copy “require the ability to express ideas in succinct, powerful and caring
terms.”? But merely “having the urge to write doesn’t necessarily make you
a writer,” adds Professor Howard Good. “Writing requires attention, disci-
pline, and a strong backside.”3

Assuming your backside is hardy, study and practice in the contexts and
techniques of copywriting can pay significant professional dividends whatever
your own long-term expressive goals may be. Most of this book is about
techniques. But for a few pages, let’s look first at the major employment
contexts from which copy springs.

Freelance

This term has a decidedly mercenary origin. It was first applied to warriors
too poor or unaccomplished to have their own land or liege lord. They hired
themselves and their lances out to anyone who would employ them in order
to establish a reputation and accumulate a little wealth. Set designer Dane
Krogman recounts that the Duke of Argyll organized freelancers when he
unified the Scots against the English. “But it didn’t do any good. They got
beaten and went back to being lances for hire. It’s the same thing for anybody
who'’s a freelancer today—you’re true and loyal to whoever’s paying you the
most money for that particular day.”4

Freelancing is one way for young copywriters to test, even on a part-time
basis, their ability to create marketplace material that successfully serves a
commissioned need. Initially, this might be constructing anything from pub-
lic service spots for the local YMCA to commercials promoting a home-town
merchant. Ultimately, if such small assignments are successfully dispatched,
the freelancer may move beyond writing to become a one-person advertising
agency: “pitching” area business folk on the need for radio and television
exposure, creating the commercials, supervising their production, and even
handling the actual time buys on stations and cable systems.

Part-time freelancing is a prudent way for the fledgling writer, like the
obscure warrior, to fashion a reputation and make a little money before
attempting to slay the fiercer dragons lurking in full-time employment and
comprehensive media campaigns. For seasoned writers, too, freelancing on a
full- or part-time basis can be professionally, psychologically, and economi-
cally satisfying. As veteran writer Susie Burtch testifies: “You don’t have to
hold the client’s hand or be on the phone all day. I earn a full-time salary,
there’s no overhead, I'm my own boss and set my own hours. And as far as I'm
concerned, you just can’t get a better deal.”> Tom Tawa, one of advertising’s
most successful freelancers, adds, “You are totally in control of your own
time. There’s none of that guilt if you want to go skiing or running. I have
time for doing things I never had the time to do—like my taxes.”®



