Page | 1

The Very Basics of Television Broadcast
Content Management

by
Howard Thomas

1 October 2015
Photo: Image from M.C. Escher by Taschen Books.

Page | 2
222

Contents
1 ................................................................................................................................................................................................. 4

The Business of Broadcasting .......................................................................................................................... 4
Overview .............................................................................................................................................................................. 4
Instinct ................................................................................................................................................................................. 4
Informed instinct.................................................................................................................................................................. 5
The media environment ....................................................................................................................................................... 5
Content buying..................................................................................................................................................................... 8
What is convergence? .......................................................................................................................................................... 9
What makes broadcasting different to other mass media? ............................................................................................... 14
The fight for attention........................................................................................................................................................ 15
What is special about the business of public TV? .............................................................................................................. 16
2 ............................................................................................................................................................................................... 17

Business practices. ......................................................................................................................................... 17
3 ............................................................................................................................................................................................... 17

Planning ............................................................................................................................................................ 17
Strategy plans .................................................................................................................................................................... 19
4 ............................................................................................................................................................................................... 20

Organising ........................................................................................................................................................ 20
Television broadcasting...................................................................................................................................................... 20
5 ............................................................................................................................................................................................... 21

Leading ............................................................................................................................................................. 21
6 ............................................................................................................................................................................................... 23

Controlling ........................................................................................................................................................ 23
Divisional operating budgets.............................................................................................................................................. 23
Discipline ............................................................................................................................................................................ 24
Schedules ........................................................................................................................................................................... 24
Internal policies .................................................................................................................................................................. 24
Internal personal dynamics ................................................................................................................................................ 25
External Regulation ............................................................................................................................................................ 25
Internal regulation ............................................................................................................................................................. 26
Quality control ................................................................................................................................................................... 27
7 ............................................................................................................................................................................................... 27

Managing programmes .................................................................................................................................... 27
Fit for Purpose.................................................................................................................................................................... 28
Branding ............................................................................................................................................................................. 29
Scheduling .......................................................................................................................................................................... 30
Monitoring ......................................................................................................................................................................... 33
Evaluation .......................................................................................................................................................................... 33
8 ............................................................................................................................................................................................... 34

Getting to know the audience ......................................................................................................................... 34
Entertainment .................................................................................................................................................................... 34
Insight and glamour ........................................................................................................................................................... 35
9 ............................................................................................................................................................................................... 36

Acquiring programmes .................................................................................................................................... 36
Commissioning ................................................................................................................................................................... 38
Co-production .................................................................................................................................................................... 38
Licensing............................................................................................................................................................................. 38
Barter ................................................................................................................................................................................. 39
10.............................................................................................................................................................................................. 39

Human resource management ........................................................................................................................ 39
Work design ....................................................................................................................................................................... 40
Recruitment ....................................................................................................................................................................... 40
Standardisation .................................................................................................................................................................. 40
Training and development ................................................................................................................................................. 41
Freelance and contractors ................................................................................................................................................. 41
Performance review ........................................................................................................................................................... 41
11.............................................................................................................................................................................................. 41

Financial management .................................................................................................................................... 41
Risk management............................................................................................................................................................... 41
Income ............................................................................................................................................................................... 42

© Howard Thomas 2015

Page | 3
333
Expenditure ........................................................................................................................................................................ 44
12.............................................................................................................................................................................................. 46

Media Law ......................................................................................................................................................... 46
Business law ....................................................................................................................................................................... 46
Copyright ............................................................................................................................................................................ 46
The basic principles ............................................................................................................................................................ 47
Co-production .................................................................................................................................................................... 47
Complications .................................................................................................................................................................... 47
The Legal Minefield ............................................................................................................................................................ 48
13.............................................................................................................................................................................................. 49

Audience research ........................................................................................................................................... 49
Research and interpretation .............................................................................................................................................. 49
Research............................................................................................................................................................................. 49
Why we target.................................................................................................................................................................... 51
14.............................................................................................................................................................................................. 54

Marketing .......................................................................................................................................................... 54
Marketing media principles ............................................................................................................................................... 54
Marketing news ................................................................................................................................................................. 54
Marketing to advertisers .................................................................................................................................................... 55
15.............................................................................................................................................................................................. 55

Sales .................................................................................................................................................................. 55
16.............................................................................................................................................................................................. 56

Repurposing and versioning........................................................................................................................... 56
The broadcaster’s assets .................................................................................................................................................... 56
Versions ............................................................................................................................................................................. 56
Repurposing ....................................................................................................................................................................... 56

© Howard Thomas 2015

Page | 4
444

1
The Business of Broadcasting
Overview
The modern media environment is very different from where it was ten years ago, last year,
and indeed even six months ago. The face of broadcasting is changing, and it’s changing
fast. However, there are many rules and principles that are tried and tested.
It may make us feel very secure to learn them and stick to them, but we may, at the same
time, be taking a one-way ticket to Jurassic Park. We now have a proliferation of media, and
a limited audience to which to appeal.
In short, we have:
1.
2.
3.
4.

Exponentially growing media opportunities and choices.
Saturated audiences.
High business risk.
Changes in all business tactics.

Which mean
1.
2.
3.
4.
5.
6.

Smaller audiences for each medium.
Lower revenue per channel.
More focus on attention, loyalty and niche audiences
The move from mass audience to single viewer.
Unknown environment
Few models to go on.

And these mean
Go with the flow and hope for the best OR

 Get innovative and risk all.
In broadcasting there are always two choices. There is always a path, and there are always
two extremes to that path.


You can go one way or the other.



Or you can choose 1000 different shades of grey in between.



Plenty of choices, little guidance, hardly any precedent.

Many of us think that broadcast programming is quite simple. Some of us have worked in it
for a long time, and regard it as something “we can do in our sleep”. That’s right. We do it
instinctively and we do it well. But do we know WHY we do it instinctively?
Instinct is a deceptive thing. Instinct is based on experience and learned behaviours.
Let’s take step back and look at Instinct.

Instinct
We know that something is right or wrong instinctively when we have an intuitive feel that it is
right or wrong. This intuition comes from warning signals that may or may not give us a
warm feeling in our guts. These warning signals come from a type of conditioning. A bad
experience programmes us to recoil when we feel the same experience coming back to us.
It’s simple Pavlovian response.
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We behave in response to experience. We have learned to be wary of experiences
repeating themselves. Here comes the interesting part. We may feel that something bad is
going to repeat itself because we recognise the warning signs. But are these signs really the
signs that the SAME thing is going to happen again?
As we get older and more experienced, and as our instincts get honed even more, so we
respond to warning signs that come earlier and earlier. This explains why experienced
people are more conservative and less adventurous.
So is instinct good enough?

Informed instinct
We live and work in changing and changeable times.
Technology is wreaking havoc with the order and symmetry that we have been used to. What
we learn in the textbooks gives an impression of a broadcast world that is cut and dried,
definite, immoveable and trundling along as it has done for years.
That’s where our instinct is so bad for us. Our instinct gives us warning signals of a world of
experience gone past. That’s fine in stable times and given the assumption that things don’t
change.
But times are not like that. Based on experience, the warning signals are obsolete.
Broadcasting as it was ten years ago is not as it will be a year from now. Our instincts have
little to offer us if we are to use them to make decisions based on past experiences. We have
to learn to mix and match them, to make our instincts as moveable and changeable as the
times.
We are in the world of the worldwide web; twenty-four-hour banking;
satellite television; sound bitten and spin doctored politics; mobile
phoneophilia; three-minute culture; pick ‘n mix lifestyles; and serial
monogamy.
It’s a world of ephemerality; instability; proliferation; fragmentation;
hallucination, and, above all, chaos. It is a world where the beating of a
butterfly’s wings in South America can cause a stock market crash in Hong
Kong. It is a world of unexpected, unpredictable, incontrollable, unremitting
- some would say unnecessary, upheaval.1

The media environment
Broadcasting is part of the mass media. Mass media include newspapers, radio, TV,
magazines, newsletters, direct mail, and the Internet.
Let’s define some words:

Medium:
Medium is a technology through which we communicate to people. When we talk to
someone, we use language and the technology of our mouth. When we write, we use
language with the technology of writing, pen and paper, or email.

1

Foxall GR; Goldsmith RE; Brown, S: Consumer Psychology for marketing. Cengage Learning. 1998
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There are three types of media:
Person-to-person media
These are media where we communicate to a few people. “A few” ranges from one other
person, so a group. Examples are a conversation, a small meeting, a lecture or a seminar.
What is important is that we personally know the people we are communicating with.
Niche media
These are media through which we communicate to a large number of people, and we know
who they are. We may not know them personally, but we can predict very accurately what
they want, and what they like. Examples are special interest radio and TV, trade and
specialist press, and all media that are funded by people subscribing to it.
Mass media
These are media that use technologies making it possible to distribute the messages widely.
You don’t know who is using the media, but you do know where it is being distributed. We
use the technologies of mass media research and management to determine what people
may like. Examples of mass media are broadcasting, the press, consumer magazines,
cinema, theatre and concerts.

Regulation:
Regulation is common throughout the world, and is based on the fact that the
electromagnetic spectra (radio and TV waves) are scarce, and therefore people should only
use them with a licence that obliges them to offer something to society. This is usually an
undertaking to abide by quotas for local content. This stimulates the local industry and
provides jobs.
There are different types of broadcaster. They are defined by what is traditional and by what
is regulated. However, they are changing as new distribution formats and other digital
factors create opportunities.
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Remember, innovation comes from the media, not the regulators. Regulators regulate what
is happening, and what may happen because of what is happening. “What is happening”
originates from industry and innovative individuals.
Television is a business where broadcasters research an audience, deliver them
programmes that the audience will prefer to those on other channels, measure that audience,
and then sell them to advertisers.
Advertisers, in turn buy the audience that they think will buy their products. They advertise for
two reasons: to reinforce those who are already loyal to the brand, and to recruit new
consumers to that brand. If they are advertising a new product, then they have to adopt the
“news” approach and offer a solution to a problem that they have discovered.
The business looks like this:

Free-to-air Broadcasting:
This refers to radio and television where the signals are sent through the air, and can be
received within a defined area called a footprint. FtA Broadcasting does not charge to receive
the signals, and is funded on the basis of commercial or public models.
Public broadcasting:
Public broadcasting is a service promoted by government to use broadcasting to give people
content that would normally not make money on commercial TV. It is supposed to provide
the range of programming that commercial broadcasters find unprofitable, and also to serve
niche communities and interests, and well as public information. In Africa, only the SABC in
South Africa claims to be independent of the state.
Commercial broadcasting:
This is a business model where the broadcaster is a private company that has only one
ultimate motive – profit. It sells advertising and other products to provide income.
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Pay-TV:
Otherwise known as subscription TV, this model allows for the supplier to send a wide range
of special interest TV channels into the homes of people who pay a monthly subscription.
There has to be a mechanism that allows the supplier to cut off the signal if the subscription
is not paid.
Community TV
This is the interesting new model. In South Africa it is defined by law 2 as a not for profit entity
that is owned and run by a specific community. The broadcaster is governed by a board of
trustees elected by that community. The community must have a say in the programming
through general meetings.
Community Television raises the distinct possibility of commercial regional programming
within the next few years. Regional and community programming is very different from the
programming tactics used in national broadcasting.

Content buying
All broadcasters buy in content, and deliver that content to a targeted audience. Then they
count how many people have watched the programmes, and sell these parcels of audience
(the people who watched a particular slot) to advertisers. This clears up one basic
misconception:


Broadcasters do NOT sell programmes. They sell audiences to advertisers.

It also raises a number of essential points:
1. Broadcasters have to buy in, and pay for content in advance. It is only fair they have
broadcast these programmes, that advertisers pay for the airtime they purchased.
This means broadcasters have a rotten cash flow – they have to fork out money, long
before any return comes in. Broadcasters need deep pockets.
2. Broadcasters are in competition with each other for the available audience at any
specific time of the day. They cannot hope to grab the entire audience. People have
too many likes and dislikes, so they have to target a specific niche.
3. Audience research not only researches the audience that has watched, and may
watch in the future, any particular slot. Audience research also needs to find out what
people seem to like and dislike in order to inform how they go about purchasing future
content.
4. Although there are similarities and differences between broadcaster business models,
all of them have to make a profit. When there is a threat to revenue, costs have to
come down.
The lingo (jargon) goes like this:
Broadcasters are in the media business because they offer inventory for
sale. Inventory means airtime with a specific defined audience. Advertisers
are in the media business because they market products and services. To
do so, they buy media (space) which best offers their desired segment
(demographic). Broadcasters don’t use the word “programmes” any more.
They call it “content” so that they can include infomercials, sponsored
programmes, and advertisements under the same heading. That makes
them feel good as it implies that audiences actually want to watch
advertisements.

2

Electronic Communications Act 2005
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How the audience feels about the models?

Free to air TV

Pay TV

How much it costs the viewer

Free (maybe a TV license)

A costly monthly subscription

Threat to losing the service

None

Non-payment of monthly
subscription

How content is scheduled

Driven by day part

Driven by time coverage

Focus of the broadcaster

Numbers

Loyal subscribers

What the broadcaster fears

Drop in ratings

Lapsed subscribers

Programming

Generally available

Exclusive to subscribers

Repeats

Only the high demand
programmes

All programmes

Customer service

Very little

All important

Competitions and special
offers

Available to anyone

Exclusive to subscribers

Programme focus

Focussed on the day part

Focussed only on subscriber
interests.

Atmosphere

Freely available service

Exclusive club

What is convergence?
Until the 1990s, all media were produced and delivered in distinctly different ways.
Newspapers were delivered on printed paper, music on digital CDs, and radio and TV were
delivered by analogue signals through waves.
Radio and TV were distributed along the analogue electromagnetic spectrum, and were
produced in different ways.
Then along came digital.

Analogue and digital
To understand the difference between analogue and digital, we have to understand that
communication is produced by means of human senses and received through human
senses. A writer writes words on a piece of paper. This is put into print, and then the printed
words are distributed to many people. People read the print through their eyes (or they touch
it if they are blind).
Similarly, a TV producer captures pictures through a camera, records sounds and then sends
those edited pictures and sound through the spectrum to a TV set that converts them back to
pictures and sounds. The audience sees and hears the pictures and sounds.
Analogue is a system of communicating through changing multiple quantities or values. Print
is deciphered because each letter is different from another. TV signals are changing values
in electromagnetic waves. Cinema is represented by changing light allowed through
photographic film. These changes are all felt through the five senses.
We live in a world of senses. Senses detect changing values, so it can be said that we live in
an analogue world.
Digital is a system that represents these changing values by means of a succession of 0 and
1, or “off” and “on”. There are only two states in digital: “on” or “off”. In analogue, there are
infinite variations.
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It is much more flexible than analogue, as well as being cheaper. It also allows us to send
many more signals through a single channel of the wave spectrum, so that we can deliver
more digital material to audiences for the same cost.

Analogue receivers
But, we communicate through the senses, and we receive communications through the
senses. We cannot detect a stream of electronic noughts and ones through any of our
senses. They have to be converted back into light and sound waves so that they can be
received by the eyes and ears. Our eyes and ears are analogue. We live in an analogue
world.
Digital only comes into action when we convert pictures, sounds, words and music to
noughts and ones, which are easy to manipulate; process and distribute. At the other end,
they have to be converted back to analogue print, sounds or pictures so that the audience
can receive and appreciate them.
Analogue is used to originate and receive. Digital is used during processing and distribution.
That is what we mean that we live in an analogue world that is assisted by digital.
Camera lenses that take in the light are analogue; as are the screens of the TV screens that
produce the light that our eyes can see.
Keyboards and computer screens are analogue. Microphone pickup and loudspeakers are
analogue. What travels between them is usually digital.
However, digital processing means that we can “mix and match” media during the processing
delivery, which makes it easier for the audience to receive the signals. But they always have
to be converted back to an analogue signal so that we can understand them through the
senses.
This is important as many people think that digital communication is something different from
old communication. It is not. All communication is the same as it always was. Using digital
technology, we can make things easier and cheaper.

Digital terrestrial multichannel
This aspect of broadcasting has become the least understood, and it is difficult to find out
why.
As in the past, we are sending an electromagnetic wave from a transmitter to a home aerial
that is within line of sight to the transmitter.
However, in digital terrestrial broadcasting, we no longer run an analogue signal which takes
up a lot of spectrum.
It is instead a digital signal which, which takes up far less spectrum. In fact, we can fit
anywhere from 6-10 digital channels into the same spectrum taken up by just one analogue
channel.
However, we do need a digital decoder. We do NOT need a new TV set, just a set top box
(STB). Newer TV sets have STB’s built in. This changeover from analogue to digital is
compulsory. The International Telecommunications Union (ITU) has said that it will not
support analogue transmission after 2015. South Africa has missed this deadline which
means that analogue transmissions near our borders are not protected from interference
from neighbouring states.
After a country has switched on digital, it always broadcasts in analogue and digital for a few
years to allow people to get converted. This period is known as “dual illumination”. Over this
period digital reception is phased in as analogue is phased out. It’s a cross-over period.
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Just because you can fit 8-10 digital channels into the same space as one analogue channel,
it does not mean that you have to. Besides, the regulator has to license each and every
individual channel, regardless of whether they are analogue or digital.

The digital legacy
Since the advent of digital technology, the world has seen an explosion of communications
(media). It has given people choice and made information much more accessible.
Since its arrival, digital has given us, among many others:
 Digital multichannel TV delivery through satellite, cable and over the terrestrial waves.
 The compact disk (CD), DVD, and now HD-DVD.
 CD-ROM
 Satellite pay-TV
 Digital radio
 Personal computers.
 The internet
 Email
 Digital recording for video and audio.
 Cellular telephones
 Mobile devices of all kinds
 Video on Demand

Converging media
Once various media are processed and delivered digitally, it means that they have a
common language at various stages. It is here that the content can be “mixed and matched”
in the same way as you would buy the components of a suit of clothes from different shops.
Since everything is represented by strings of 0 and 1 in different combinations, they can be
combined in all sorts of ways. Text can become the spoken word. A still picture can become
a moving picture. Music can be represented in different ways.
But, digital also applies to delivery. So the same digital media content can be delivered to
people in many different ways. The written word can be sent out as spoken sounds, emails,
printed pamphlets, or writing on a screen.
The effects of convergence have been felt for nearly a decade now. They create an ever
unstable environment in which to do business. Some people find this instability scary, others
find it exciting.
Soon it will be possible to receive hundreds of TV and radio channels on your cell phone,
and transfer them to your home theatre system, even to your printer.

Grey areas
The broadcast landscape is now complex. Soon there will be no analogue transmission.
However, there are no so many different ways of delivering television to the audience. That it
is becoming difficult to define.
Perhaps the easiest way to differentiate between services is to look at the money. After all,
we are in the business for the money.
Free
This covers anything where your only cost is personal equipment and possibly a television
license. (You only need a license if you watch TV on a television set. It is not clear whether a
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TV license is required if you only watch streamed video on your computer screen. The
Broadcasting Act says you need a TV license if you own a TV set, even if you don’t use it. It
also says you need a license if you watch on a computer screen fitted with a tuner card.
Transactional
This means you pay for the service, over and above your TV licence. There has to be an
additional transaction, even if it means that you only have to buy an additional decoder once
off. It still involves a transaction, whether this transaction is once-off or monthly.
This covers:
1. Satellite delivered free programming with a separate decoder (such as Open View
and FreeVision.
2. Subscription services such as DStv, StarSat, or any of the other impending services
like WOW, Siyaya, and MobileTV.
3. Video on Demand, where you pay per programme, or per month, whether it is
delivered through a satellite, the Internet, or the mobile phone network.

Choice
The vastness of the media gives rise to enormous choice. Just look at the figures below. In
the last column I have given the average number – they come and go. Magazines especially
close and open monthly
Medium

Average number

Daily newspapers

25

Weekly newspapers

18

Consumer magazines

250

Trade magazines

450

Community newspapers and magazines

300

PBS TV

3

PBS Radio stations

15

Commercial TV

1

Community TV

3

Video on Demand services

4-5

Commercial radio

26

Community radio

75

Pay TV operators

2

Television channels

About 150

SA consumer websites

25 000

Worldwide websites

500-m

Phone landlines

5.5-m

Cellphones

65-m
(Data sourced from MDDA, AMPS, RAMS, and TAMS)

This leads us to unprecedented choice.
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Psychologist Barry Schwartz writes in “The Paradox of Choice”.
“When people have no choice, life is almost unbearable. As the number of
available choices increases, as it has in our consumer culture, the
autonomy, control, and liberation this variety brings are powerful and
positive. But as the number of choices keeps growing, negative aspects of
having a multitude of options begin to appear. As the number of choices
grows further, the negatives escalate until we become overloaded. At this
point, choice no longer liberates, but debilitates. It might even be said to
tyrannize”. 3
Just because there are 200 channels, it doesn’t mean that viewers get instant gratification.
They will always moan, “Two hundred channels and nothing to watch”.
Instead of watching our favourite TV programme, or listening to our top radio DJ, we can:

Clutter
This is known as “clutter”. How can you expect an advertiser to spend a lot on advertising
time on TV, when people have so many choices, so many things going on, and talking on the
phone at the same time?4
That’s what we are going to deal with. Understanding people, understanding the audiences,
and finding ways to get attention is the purpose behind buying, scheduling and marketing
programmes

3

Barry Schwartz. The Paradox of Choice. Harper Perennial. 2004

4

If you take just 30 popular TV channels, their combined duration is 200 000 hours a year. This is the equivalent of 1.5-million minutes of
advertisements, or 3-million slots.
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We no longer talk of eyeballs on the screen and ears to the radio – we talk about people who
are giving their radio and TV undivided attention.

What makes broadcasting different to other mass media?
Broadcasting is the only way we can bring pictures and sounds to people as they happen, or
as we say, “live.”
Newspapers have to be written, typeset, printed and then delivered. With radio and TV, you
can let the audience see and hear as it happens.
Of course, not all TV is live. In fact, the majority is not live. It is pre-recorded (like
newspapers are pre-printed). However, newspapers cannot be live, unless they are posted
to the Internet, in which case we can see the words as they are written. But computers and
the Internet are only available to 10% of South Africans, whereas almost everyone has
access to radio, and over half the people have access to TV.

Illusion
Broadcasting, although interpreted by audiences as real and immediate is neither. It’s an
illusion. Live TV is carefully produced and rehearsed beforehand. News is manipulated to
give maximum entertainment value within a limited time frame.
Public broadcasters will immediately object to this statement and say that their news is
focused on objectivity and information, and not entertainment. We should look into that more
critically and ask about snazzy music, sensational headlines, sound bites, lack of context and
a lot of other questions.
But, just the fact that TV news readers are heavily made up, screens are split, reports are
accompanied by digital effects makes TV an illusion of reality.
TV creates a context that has no context5.
All other TV is carefully edited in such a way that audiences interpret a series of still pictures
with a sound track, as the real world.
The audiences, deep down inside know it’s not real, but they prefer to accept it as reality, so
they are as much part of the fraud as the broadcasters.

Power
It’s the manipulation, illusion and magnetic drawing ability that make broadcasting such a
powerful medium of communications. If you want to see the absurd reality of this, look at the
hypnotic effect infomercials have on people with their fixed style of repetition, beautiful
models, “and that’s not all, if you call immediately we will give you, absolutely FREE …”
This is why it is so open to persuasion and propaganda. Imagine if Hitler had TV?

Meaning
People don’t want simple information. They want meaning. They want to be able to make
sense of the world around them. And they want to unravel the mysteries of change,
relationships and strive towards stable living.
This is what broadcasting really means to people. Before TV was invented, radio was the
main medium of communication. Before radio, it was newspapers, but newspapers were
only accessible to those who could afford them, and to those who could read. Now through
radio and TV, we can reach most people simply, cheaply and effectively.
Neither of these media requires any special skills. You don’t have to be literate, educated, or
fully abled. Through radio and TV, everyone can be informed, or misinformed.
5

Neil Postman. Amusing ourselves to death. Penguin, 2005

© Howard Thomas 2015

Page | 15
151515
People don’t want simple descriptions of things as they happen. They want them to make
sense and to understand how things impact on their lives. They do this by listening to
stories.

Stories
TV consists only of stories. The news every night is a collection of stories told in a way that
has meaning for individuals. Soccer matches are dramas played out live, and where no one
knows how the story will end. Songs tell stories that affect our emotions. Game shows tell
stories about how we measure up to others in terms of ability. Reality shows bring us into
the lives of others. Talk shows let us hear what others feel, what they do, and enable us to
learn new things and get confirmation for our beliefs.
To refer to TV as the communication of information is to downgrade it to the level of a school
text book.
It is not. TV becomes a real part of peoples’ lives. Ask any soap star what people say to
them when they meet them in the street, - people believe that they are the characters they
play, and not the people they actually are.

Brand value
TV (and radio) becomes living companions. TV is at its most successful when the station is
the friend of the viewers, and is respected as their friend. This attribute is what we call the
“brand”.
In fact, all mass media are only successful when people regard them as a friend.
Only then, are people prepared to pay for them. Almost all mass media are made affordable
by selling advertising. There is no such thing as free radio and TV. Audiences pay for them
with something that is far more precious than money. They pay with their time.
People have limited time to watch TV. In fact, the stats show that on average of 24 hours a
week watching TV, or 3 ½ hours a day. When you consider what other choices they have,
that’s a lot of time. But this use of TV is their choice, and they pay for it with valuable time.
This gives TV time a certain value, and explains why marketers will pay a lot to get just 30” of
viewer time.

The fight for attention
With so much television, we don’t want casual viewers. Simply because our advertisers don’t
want an audience the switches off their minds, and turns to social media during the breaks.
The advertisers want an audience that will watch with rapt attention right through the breaks,
because they don’t want to miss anything when the break ends, and the programme comes
on again.
This is the difference between the three states of audience attention.
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What is special about the business of public TV?
Very few public broadcasters subsist only on funding. Even the BBC has substantial income
from commercial activities.
Most public broadcasters in the world receive subsidies from the state, and income from
licenses, all of which are not enough. So they sell advertising as well in order to make up the
difference.
However, they cannot buy in programming that has mass appeal like the commercial
broadcasters. They also have a mandate to fulfil for which they receive the funding.
This means that first and foremost they have to fulfil their mandate to offer public service
programming, and once they have done that, they can broadcast programming with more
mass appeal and sell advertising around that.
Public service mandates can be summarised as “You will broadcast programmes that the
commercial channels don’t want to because they will not make enough profit.”
If you were to look at your family’s personal budget, you will see that you have a number of
sources of income, and a number of costs. The money you save (when your income
exceeds your expenditure), you use to improve your life.
It’s exactly the same with the public broadcaster. The broadcaster has sources of income
and costs. The money that is saved (its profit) is used to upgrade its infrastructure and
improve its public service.
Public service broadcasters have to walk a tightrope between fulfilling the public mandate
(reporting to parliament), and satisfying the needs of advertisers.
“Satisfying advertiser needs” does not mean buying programming that advertisers like. It
means being able to deliver accurate market research that shows which viewers are
watching, and when they are watching, and why.
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2
Business practices.
As a broadcast manager, you serve audiences. By delivering content that meets their needs,
you are serving them, and earning their loyalty. It is only their loyalty which makes them a
stable audience. Advertisers are always prepared to pay a premium for a stable audience.
If you serve your audiences, your advertisers will buy their eyeballs. They will pay for the
airtime exposure, and your company makes a profit. If you don’t serve the audiences, you
will not be able to serve your shareholders.
People are loyal to those they trust and believe. In journalism, we call this credibility, and it
plays a large part in broadcast management.
A credible management is accountable, responsible, honest and transparent.
This does not mean that your private accounts and contracts have to be accessible. You can
hold as much as you like as totally confidential. But audiences will perceive you as
transparent when they see management as open and accessible. There are no rules for
these words; they simply mean doing things that sustains the audience’s positive perceptions
of the broadcaster. You will define much of this in your strategy document which we look at
soon.
There is also an incorrect perception floating about that the highly competitive media
environment now demands that the “competitive edge” be confined to “entertainment”. This
attitude towards the audience is not only insulting to people, but will also detriment your
ability to be adaptable, flexible, reactive, creative and innovative – all of which make a
successful broadcast manager. Most of these words are indefinable, but you will begin to get
a feel for them in the course of this book.
There is no need here to go into management theory. There are more appropriate places for
the many, many theories, fads and so-called “breakthrough techniques”.
We are concerned here with simply what a manager does in a broadcaster.
However, the essential elements of management apply to broadcast management:
1. Planning
2. Organising
3. Leading
4. Controlling
Any manager, who succeeds at all these, will motivate.
Coming up, we will look at the role of each of these four elements. But first, we have to
cover the hairy business of strategy and strategic planning

3
Planning
Strategic planning is necessary at the start of a broadcast station or channel. It is also an
ongoing process. There should be a strategy for each year and intermediate strategies for
dealing with environmental changes which, in buoyant times, could be every six months.
In times like this, we should be prepared to react fast. There is little merit in having
brainstorm meetings about how we will adapt to new media in a year or two. The ones we
anticipate may come into action may fail completely. In fact, only 20% of all new media
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technologies are actually accepted by the public, who are the final arbiters of acceptance.
The remaining 80% are the many product flops.
We must however be ready to react fast when something like Twitter is suddenly a fad that
could be profitable. Becoming a fad usually happens overnight, and can last for anything
from six months to ten years. You just never know. But you have to plan for the unknown.
Does that make sense? It means planning for fast reaction, and making sure that your
organisation monitors the media environment on a constant basis.
Broadcast strategy
There are a number of factors that make broadcast strategic planning different from strategic
planning in other sectors.
Media competition to broadcast channels and stations does not come just from other
broadcast media. It comes also from the printed and live media, and more so from the new
media.
In South Africa, profit motive can involve unprofitable programmes. The regulatory authority,
Independent Communications Authority of South Africa (ICASA), has local content quotas for
all broadcasters, public and private. It sometimes happens that to meet the quotas, some
programmes have to be produced and broadcast at a loss.
However, does this reflect a loss? If it is mandated as a public service, it is really only the
cost of compliancy. However, there are many creative ways to make mandated product
profitable. These range from link ups with other media, and sponsorship.
If it is part of a quota, then a careful analysis of the audience reached, should enable the
programme manager to fill the slot according to quota, but in future at a profit.
There is a simple maxim: No audience it too small, as long as it is loyal.

What is strategy?
There are so many business school definitions of strategy. They are usually quite difficult to
understand, because they say things in language that is intended to look business-like. I
want to take those very simple principles and keep them in very simple language. The
following section explains them, takes you through the process and then uses simple
checklists to ensure that you are getting where you need to go.
Johnson and Scholes (Exploring Corporate Strategy)6 define strategy as follows:
"Strategy is the direction and scope of an organisation over the long-term: which achieves
advantage for the organisation through its configuration of resources within a challenging
environment, to meet the needs of markets and to fulfil stakeholder expectations".
In other words, strategy is the road we will travel to get where we want to go – it’s a road
map. We also have to differentiate between strategy and tactics.


STRATEGY involves the “big picture” – the overall plan, how the campaign will
achieve organisational goals and objectives. It involves deciding who the important
publics are and which of them will be the recipients of your messages (i.e. “target
audiences”).



TACTICS are activities specifically created and selected to reach specific and
measurable objectives.7

If strategy is the road map, then tactics are how we will, plan to deal with taking short cuts,
stopping off for petrol, and avoiding traffic jams.

6
7

Johnson, G and Scholes, K and Whittington, R (2008). Exploring Corporate Strategy. Prentice Hall, London.
Miyamoto, Craig. Public Relations Strategies. Issue 1 2002
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In our language this is:


Corporate strategy is what we do, and what we don’t do. It looks at the whole market,
and defines where we fit in, and where we intend y to make an impact. It also defines
how we want the audiences we have selected to see us, and how we are going to
make our efforts pay.

Within the broadcaster, we have business units, channels and stations. They will have
strategies too, but their strategies have to add up to the corporate strategy. The business
units, channels and stations will however mostly be concerned with tactics.
The corporate strategic plan glues everything together.
The shorter the strategic plan, the better it is written. A long strategic plan is a sign of
someone making it look good and trying to disguise that he actually doesn’t know what he is
doing.
A strategic plan is the summary of all the work going into it. It should never contain the
situation and gap analysis, or the feasibility studies. These documents however, should, be
kept on file as they usually contain useful research and data.
To put it really simply, the strategy is where you want to go. Imagine yourself in a really
confusing shopping mall like Eastgate. The first thing you have to find is a map of the
various floors and shops. When you get to a map, you look up on the shopping guide, the
name and colour coding of the shop you want to get to.
Then you look for that red arrow that is labelled “You are here”. The strategy is the
difference between the two. Before you can decide how to get where you want to get, you
have to know where you are.
Carrying the analogy to a broadcast strategy further, here is a five step plan for getting from
“You are here” to “Where you want to be”.

Strategy plans
Every strategy will include some or all of these items:


Define your already loyal audience



List gaps that you feel are not adequately filled



Define your total target audience



Place a value on that audience in terms of potential revenue



List and value your overheads



Allow for necessary capital expenditure



List and value your content assets



Calculate full cost of content



Value all other potential revenue streams

Note that everything in your strategy documents must be proven through valid and tested
research.
Strategy is NEVER:


A list of ideas



What you think
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4
Organising
Television broadcasting
What does a broadcaster look like?
Every broadcaster, radio and TV, is organised so that all these fields are covered. They don’t
all have to be separate people. Sales and Marketing could be handled together;
administration and Regulatory Affairs could be handled within the same department.
Here is a typical TV channel. It’s somewhat more complex than radio, but then television is a
lot more complex than radio.
Organisation (radio and TV) is designed around some factors that are not really negotiable.
The broadcaster that wants to run a good business has to be able to deliver quality goods to
the customer.
In broadcaster the customer is the advertiser. The goods are audiences which appreciate
the programmes, are attentive and loyal.
In a way, the programmes are raw materials, and the audiences are the processed products.
You only get quality products out of quality raw materials. You can only deliver quality
audiences if your programmes are perceived by the audience as “quality”.

Notice how research covers all departments and activities. You should decide whether
research is a separate department, or whether each department do their own research in the
way that suits them best.
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5
Leading
Theory says that:


The objective of commercial broadcasters is to attract desired audiences with high
quality programmes that this audience likes, and so deliver them to advertisers to
achieve the greatest possible profit.



The objective of the subscription broadcasters is to deliver quality programming
packaged in bundles so as to attract the highest number of profitable subscribers.



The objective of the public television station is to execute the mandate of the station
with high quality programming to the audience as mandated.



The objective of community broadcasters is to deliver locally relevant programming
about which the members of the community feel very strongly.

In the South African real world, things are a bit different.
Firstly, all commercial broadcasters have conditions attached to their licenses. They have to
broadcast a certain quota of local programmes, often at certain times of the day. There are
also conditions of what may be counted as local programming, for instance, repeats.
Therefore, commercial broadcasters can be said to have public mandate conditions.
The SABC on the other hand is a public broadcaster that is mandated to support itself
financially (including the income from the TV license). It may be said to a public service
broadcaster with a commercial mandate.
Broadcasting staff includes a wide variety of people with specific skills:


Administration



Legal



Financial



Journalists



Technical and engineering



Creative

We know that specific types of personalities and other factors contribute to people being
happy in certain professions. There are few as mixed as broadcasting which is the ultimate
mixing pot of the creative and the scientific. There are bound to be conflicts, and this affects
the type of person who is successful at leading in broadcasting.
We also know that different types of people lead in different ways, and people are never
successful where they cannot be themselves.
Sounds impossible, but the world is full of successful broadcast leaders. Leaders are not just
the people with letters: CEO, COO, CFO, and CTO. Leadership is required by everyone who
manages other people, and in fact by those who manage themselves and have to work
closely with other leaders. After all, if you have five leaders in a group, who is leading that
group?
So what should a leader do?
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Focus on the audience
In broadcasting, every leader from the junior manager right up to the CEO should focus all
action within their sphere of influence on the objective, mission and strategy of the
broadcaster.
In the end, this comes down to the audience. Even if the audience is not the primary
customer, it is the product. If it’s not perfect, there will be no audience. No audience, no
revenue.

Take responsibility
Entertainment, in any of its forms, is the riskiest business in the world. It depends on too
many factors that cannot be measured or predicted. Someone has to take risks, take
responsibility for the risks and account for why the risks were taken.
This is the job of each and every manager and leader. Of course, responsibility in each
position is limited according to the position description. But in broadcasting the heading in a
Position Description that reads: Limits of Responsibility, is probably the most important part
of the whole Position Description.
Public broadcasters try and mitigate responsibility and accountability by having risky
decisions made by committees.
In theory this is fine. In practice it is very costly as it takes up far too much time. It also leads
to time and money spent covering one’s tracks, creating paperwork and feeding burgeoning
bureaucracies. In short it doesn’t work. However, most public broadcasters are either
government departments or government agencies and therefore governed by public finance
requirements. Because of this, they are forced to become bureaucracies. This does not
mean to say that public broadcasters don’t work. They do, they are valuable, they are a vital
part of any media environment – it’s just that they work in their way.
Public broadcasters require very special leaders.
CEO’s and Director-Generals may be experienced in management, technology, media or
production. But they hardly ever have experience in more than one of these areas.
They have to learn to develop, delegate and make sure that a culture of delegation, trust,
training and development, accountability and responsibility filters down through the entire
organisation.
This then applies to all leaders down the ranks of the broadcaster.
To do this, a leader needs:


Self-confidence and self-motivation



The ability to select the right people to head specialist departments and work with him
as a team



The integrity to lead by example and earn respect and loyalty



The ability to develop a vision, see the whole picture and visualise the future



To be a strategist



To see change as an adventure



The inter-personal skills to listen, summarise and explain



The communication skills to persuade staff because he is “one of them”



To be a skilled delegator



To lead teams with discipline
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To be a top administrator



To take decision quickly



To be a diplomat



To have common sense, and relate to audiences



To be committed to broadcasting8

You will never find people who perfectly fit all these dimensions. You can only look for the
people who will do their best to follow the precepts.
Since we also don’t expect leaders to be anyone other than they are, it all comes down to
leadership style. Not all leaders are manager, not all managers are leaders.
Management theorists have a lot to say about management style. If you want to go into it
more deeply, then this is not the place. A simple Google will deliver you at least 1-m results.
The country is also full of highly respected Management Schools.
It’s extremely difficult to be anything other than what you are. Since a leader has to be
trusted, it’s not going to help to play a part, and have a management style that does not fit
your personality.
Experience in broadcasting shows that staff are highly tolerant of style. They work under
pressure in a high risk environment. They want leadership; they are not picky about the
style.
Creative people are difficult to manage and lead. Being creative, they have the capability to
create alternatives, usually ill-informed. These can be disruptive.

6
Controlling
Controlling means being able, at all times, to answer the question, “How well are we doing?”
There are a number of control documents in broadcasting. The first, as we have seen are
the business plans budgets.

Divisional operating budgets
Every department and division has its own business and budget. The plans and budgets of
all divisions, add up to the broadcaster’s plan and budget.
Divisional and departmental plans deal with operations, innovations, maintenance,
evaluation, staff, performance reviews, income and expenditure. (Sometimes departments,
such as technical and facilities hire out their facilities when times are slow. Often the
broadcaster supplies satellite time, editing and facilities to freelance news operations.)
Budgets are the ultimate control. If the budget is on track, then the chances are that the
operations as predicted by the business plan are on track.
However, this is the theory and the ideal. Business plans and budget are derailed in the
normal course of events.

8

Adapted from Price, Gareth. Broadcast Management. AIBD. Kula Lumpur. 2006
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That’s because change: audience unpredictability, unexpected flops and successes,
changes in advertising, and more often, unexpected changes in the strategy of the
competitors, are the norm.
We are constantly revising plans, revising budgets and changing operations.
Hopefully. We don’t interfere with strategy. That means putting rocks and burning tyres into
the middle of the road, and forcing us to change direction.
Then we’ll never get where we want to go.

Discipline
Discipline is also a control. For this we need a Code of Discipline, which comes under the
control of the Human Resources department. (Everyone wants to be different so if you can’t
find that name, look for Manpower Management; Human Capital Management, “People
Management or anything pretentiously similar.)
The theory is that good managers never need to invoke discipline. That’s never true,
especially in broadcasting. It’s never possible to manage creatives who throw toys out of
their cots, journalists on a personal mission, and ideas people with personality baggage with
kid gloves. You need to invoke discipline just to be able to get on with your own job.
People are costly to recruit and retain, but time is extremely limited and the company has a
job to do.

Schedules
Broadcasters have an over-riding control mechanism which in fact controls everyone.
It’s the schedule. This states what will be broadcast, when it will be broadcast, what the
content will be, who will use the advertising space (and for what payment), what the ratings
are planned to be, and how the effects will be evaluated.
The schedule is also fixed for the next quarter.
Broadcast schedules work in quarters, because that is what suits the other media, and the
advertisers.
Look at it this way:

The schedule affects each and every division, department and person within the broadcaster.

Internal policies
Every broadcaster has internal controls and policies that affect content. These are:

Brand
The brand determines to whom we broadcast, why, what and in short, “Why the channel and
its programmes are the audience’s friend.” This “friendliness will lead to loyalty, satisfaction
and participation.
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Editorial
All broadcasters have an editorial policy which states how journalists report, what they report
and how they report. The editorial policies also cover aspects like violence, sex, language,
sponsorship, product placement and objectivity.

Other policies
Other policies will regulate languages, audio-visual translation (subtitling, dubbing and sign
language), programmes for children, credits, technical specifications, sponsorships, trade
exchanges, deals and advertising slots.

Internal personal dynamics
There are unwritten dynamics which can be good and also very harmful. They generally
work around the aversion people have towards risk. Broadcasters are always ready to
announce that they are “bold, ground-breaking and fearless.” But they have to persuade
their programme and sales people to buy into risk. No one wants to lose their job because a
programme is a flop.
The management of creative people brings dynamics to broadcast management that need
similar skills to managing newspapers, advertising agencies and production houses.

External Regulation
The Constitution
The constitution guarantees freedom of expression, but also the rights to human dignity,
privacy and other rights that impinge on freedom of the media.
Broadcast managers are always watching their own activities as any action they take, or
content they broadcast that is unconstitutional is serious and could result in costly court
action and settlements.

The National Regulator
Every country has a national regulator whose primary function is to allocate spectrum.
Spectrum is a limited resource. There are only so many bandwidths on which radio and TV
can be broadcast. They also have limited range. The regulator has to make sure that
frequencies do not interfere with each other when they overlap.
Internally spectrum is allocated and regulated by the International Telecommunications
Union (ITU). This body has stated that it will not guarantee the integrity of analogue usage
after 2015, which is forcing all broadcasters round the world to migrate to digital broadcasting
by then.
Thus the regulator is also in charge of the migration to digital policies and procedures.
The regulator in South Africa is the Independent Communications Authority of South Africa
(ICASA). It has extensive powers, and issues licenses to broadcasters. No broadcaster may
make use of spectrum without a license.
The license specifies among other things:
1. Ownership and Control
2. License Area
3. Duration of License
4. Spectrum
5. Services to be provided
6. Local content
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7. Safety Measures
8. Provision of information
9. Public service announcements
10. Contravention and penalties
Keeping the license is so critical that every broadcaster will have a department that gathers
data, submits returns to the regulator, and handles complaints.

Legislation
There are a number of laws that directly affect broadcasters. These are:
The Competition Act 89 of 1998
This affects media ownership and controls whether the owner of your broadcaster can also
own other broadcast stations and printed media.
This affects strategies, as other media companies within your owner’s stable are potential
partners.
The Film and Publication Act 65 of 1996
This provides for the classification of programmes, chiefly as to what content is suitable for
various age groups. It is from this Act that age restrictions are placed on programming.
The Electronic Communications Act 36 of 2005
This Act provides the legal framework between the electronic media. That’s why it is
sometimes called the Convergence Act. This Act is important when it comes to migrating
content from radio and TV to the Internet.
The Broadcasting Act (as amended 64 of 2002)
This is primarily the Charter of the SABC, but it also defines the environment and landscape
of South African broadcasting.

Internal regulation
Regulation is not only the preserve of legislation and the government. There are a number of
watchdogs that serve specific purposes.
National Association of Broadcasters (NAB)
This is the body formed by broadcasters to serve their own purposes. It brings together
broadcasters who normally are in fierce competition to look after matters of common interest.
Mostly they lobby for the protection of their interests within legislation and through the
Department of Communications. In some cases, they even develop legislation on behalf of
government.
Broadcasting Complaints Commission of South Africa (BCCA)
This body was formed by the NAB to design the code of conduct for all broadcasters. It is
the means by which the public can lodge complaints with broadcasters when they feel the
Code of Conduct has been transgressed.
Advertising Standards Authority of South Africa (ASASA)
This body is similar in its functions to the BCCA, but it covers only a Code of Conduct for
advertising.
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Private lobbyists
A number of private lobby groups have a major effect of broadcasters. They are the
Freedom of Expression Institute (FXI); The Media Monitoring Project; Media Institute of
Southern Africa, and many, many groups representing languages, religions, minorities, the
disabled and many more.
Broadcast managers come into contact with these people every day, lobbying for airtime,
complaining and making suggestions.

Quality control
“Quality” is applied by the audiences. Take a look at what Prof Susan Tyler Eastman has to
say9:
Whenever the word quality is attached to programming, viewers think they know what that
means. Do they? Quality often connotes strong production values (lavish sets, famous
performers, riveting scriptwriting, technical achievement) and critical acclaim. Those who
fight to save quality programs often see some substantial social value in such shows. So why
is quality lacking in most television shows? Is it money, or could it be that the masses want
circuses instead of high culture? Perhaps quality signifies only that a group of viewers finds
some subjective value that is independent of objective criteria. If we cannot agree on what
constitutes quality, does it really exist? Maybe those who use the phrase “quality television”
really mean to say “programs that we really like.”
Programmers are well advised to be careful with the word quality as long as so little consensus exists about what it is. It might be better to strive toward shows that are popular (or
critically acclaimed) by external standards, rather than programs that have intrinsic quality.”

7
Managing programmes
Programmes (or “content”), is a word that covers everything on the air including
advertisements) are key to the success of the broadcaster. Since the middle 1990s,
professionals in TV have used the expression “Content is King”. The expression came about
at conferences like IBC and NAB when broadcasters first saw the Internet as a threat.
Since then it has been proved true over and over again. Newspapers have survived despite
free news and blogs on the Internet. There is one simple reason: good journalists work for
money and the newspaper publishers are the only ones who pay. A journalist who is paid
money is always better than a journalist who is not paid, and simply posts his scribblings to
blogs.
With the advent of multi-channel, programme managers know this only too well, and find it
scary that they had difficulty enough filling one channel, and now they have to fill three or
more.
There is no point in having a TV channel, and paying for the overheads, when no one will
watch it. A channel has to have the content to attract the people, so that it can justify its
existence.

9

Eastman, Susan Tyler, and DA Ferguson. Media Programming: Strategies and Practices. New York. Wadsworth 2009
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"Television: A medium. So called because it is neither rare nor well done." 10 It’s becoming
even less rare with multichannel, and it is a mass medium, mass production product that can
vary between being excellent and throw away like The Weather. TV programme managers
just cannot afford excellent programmes all day long. At best they can buy one top rate
programme once a day and use it as a tent pole. (See scheduling strategies).
The rest has to be cheap, and this makes it throwaway.
Prof Eastman makes the sobering point that TV is like food:


Both require no skills at all to consume them.



Both offer a choice between quality, quantity and convenience. If you want good
food, you must pay for it, and wait. The same applies to television. 11

Fit for Purpose
This common little thought has led to one of the most profound things about TV since
Content is King.
This thought is “Fit for Purpose.” In programme management terms, it means that the inputs
(time, money and resources) invested in production must be appropriate to the end results.
A weather report is usually well viewed on TV. But the moment it has passed, the
programme has no use at all. First of all, there was, little for the viewer to absorb (10° - 23°,
sunny). But that little bit of information is important and appreciated. However, it will be out
of date within 6 hours.
When you want to know how much money to invest in weather reports, you look at what it
will earn for you (in money, as well as loyalty, appreciation and good will), then you allow for
profit, and the balance is the ceiling of what you can afford.
Although such calculations are often thumb suck estimates, nevertheless, you should be
confident that you did not apply a Spiderman budget to a weather report.
At the other end of the extreme, you are not going to apply a Spiderman budget to a drama,
if it not going to sell all over the world.
If you are looking for a formula for Fit for Purpose, then this is probably the simplest:

Total expected earnings from the programme LESS fair profit = cost of
production.
There is little room for high cost prestige programming in the modern world. The days of lush
budgets from the high spenders like the BBC are gone. There are just too many channels,
and too much competition. High budgets are only justified when there are expected very
high returns.
A programme manager has to have a deep intuition for:


Audience psychology



Local and popular culture



Audience’s needs for news and information.



The role of education in television



Audience research and research interpretation

10

This originated as "You know, television is a new medium, and I have discovered why it's called a medium—because nothing is well done," by radio legend Fred Allen
on the premiere of Tallulah Bankhead's radio variety program, The Big Show, on 5 November 1950
11
Eastman, Susan Tyler, and DA Ferguson. Media Programming: Strategies and Practices. New York. Wadsworth 2009
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There is not room for that here. However, the programme manager will be concerned with
branding and scheduling.

Branding
A brand is no more than those characteristics of a channel that make the channel the
audience’s friend.
The brand defines characteristics that give value to the audience, secure loyalty and provide
an emotional bond. In other words, it describes how the channel is the audience’s friend.
It should not be confused with positioning. Both positioning and branding start with the
product. Whereas branding is something you do to the product, positioning is what you do to
the audience. You position the channel in the mind of the audience.12
There is no real purpose in channel branding statements that describe editorial line,
differentiator, brand essence, storyteller, positioning statement, promise, reason to believe,
values, and all the other brand language that really does not suit broadcasting.
The channel brand is very simple:
Go back to the strategy plan, and look at the gap in the market you selected as your target
audience.
This gap has to have:


A language



An age group, or age range



An attitudinal segment.

The brand statement should be no more than 20 words that describe why the channel is the
friend of that target market.
Remember, friends are trusted, come to you in your hour of crisis, and know how to meet
your emotional needs.
If you cannot get the brand statement in 50 words, go back to the drawing board until you do.
The brand must be carefully written so that EVERYONE can understand and internalise it:
viewers, suppliers, advertisers and programme management alike.
The nature of the channel will also provide a clue to the branding:


A pay TV channel will emphasise value for money



A commercial channel will emphasise entertainment



A PBS channel will have something to say about service.

The SABC brands are almost impossible to understand. The BBC brand statement is too
long.13 ABC Australia is the right length but very unemotional.
E.tv is very clever and brands slots and days rather than anything else. M-Net and DStv do
much the same.

Remember
The brand statement must be


short, simple, easy enough to understand,

12

See Dan Herman’s “Al Ries might be dangerous to your brand. www.themanager.org

13

http://www.bbc.co.uk/branding/manual/bbc_brand.shtml
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describe the emotional needs of the gap and target audience,



not be too wide to restrict claims that you are ground breaking and creative
(otherwise you are boring)



Not be too wide to impinge on the territories of competitors (otherwise you are not
different)

Scheduling
Scheduling is very simple14. It is based on three premises:
1. People are only able to watch TV when they can get to a TV set (usually when they
are home).
2. People want something different every time they watch.
3. Viewers are creatures of habit; they like to see the same sort of thing at the same
time and on the same day.
People are home at these times of that day:

If you look closely at this, you will see that the people at home, and available to watch TV,
follows a set pattern.
In the morning, people only watch to get what they need as they are busy, dressing and
eating.
During the day, the people watching are toddlers, old people and the unemployed.
Primary school children are home from about 1 pm. Secondary school children are home
from about 3 – 4 pm. From 5 o’clock, the audience (men and women alike) expect soaps.
They expect some sort of news round about 7 pm to 8 pm.
At 9 pm the children are sent off to bed.
South Africans also spend a lot of time travelling every day. Public transport is bad, and it is
not unusual to spend 3 hours a day travelling. Thus they tend to go to work early and get
home late. This means they also go to sleep early, maybe 10.30 pm.
Of course people in different channel targets have different habits, so it is up to the
programme manager to know these audience characteristics.
14

It is detailed in “How to Target an Audience”
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Scheduling programmes is always a very complex business, and competent schedulers are
hard to come by.

Multi-channel scheduling
Day parting offers no choice when it comes to multi-channel. Who wants nine channels
where all you can see is pre-school programmes all at the same time?
Scheduling in a multi-channel environment means offering variety. Out of any nine channels,
only one need be day parted
There are any number of scheduling patterns, designs and strategies. Among them are:

Day Parting
The traditional TV schedule: you start off with the morning show, follow with soap repeats or
infomercials, and followed by pre-school programmes. Lunchtime programme are followed
by primary school programmes. This is followed with youth, prime time (until 9 pm), and then
the watershed programmes until midnight. Programmes between midnight and morning are
often called “graveyard”.

Six hour blocks
You make up programmes into a six-hour block. You can start the new block any time you
like (it usually starts in the evening), and then you simply loop the block for the next three six
hour blocks.

Strips
With this scheduling, you broadcast the same type of programme, or another one of the
series, at the same time every day. Your strips can last as long as you like, from ½ and hour
to many hours.

Zones
Zones are like mini-channels. Each channel has its own identity, they just happen to share a
frequency and they are broadcast at different times of the day. Thus one frequency can be
shared with a religious channel, a medical channel, a school channel and an oldie movie
channel.

Planned random
This is common for movie channels. Then movies appear to be scheduled randomly. In fact,
they are scheduled very carefully. There are two objectives. The first is to make sure that
every viewer has a chance to see the movie of his choice at least twice every month at a
time convenient to them. The second is to repeat the movies as often as possible. The
schedule also pays careful attention to when niche interest films are best shown. The
scheduling looks random, but it’s in fact intricately planned.
Within these are categories are a wide range of strategies that include:
Roadblocking – scheduling advertising breaks at the same time on all channels so that no
amount of pressing the remote gets the viewers away from ads.
Marathons – continuous programmes of the same series. This aims to entice the fans of
these programmes away from all the other channels.
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Channel brand
A slot should not contain a programme outside of the channel brand. Although it “should
not”, it could if the strategy for that week or month requires it. Monitoring may show that the
slot is dipping, so a special programme may be scheduled in to boost that slot.
This only serves to show that scheduling is both long term, middle term, short term, and
reactive.
Major events happen unexpectedly, such as the death if Michael Jackson, televised wars,
elections, and disasters. Programmes have to be re-scheduled (or even cancelled).
Even if these events are slightly outside of the channel brand, they may fit in to a small
aspect of the brand such as “serving viewers and adding value” if such words appear in the
brand – which they usually do.

Slot history
Every slot has a history of viewers. The number and profile of the viewers in that slot should
be reasonably consistent, as viewers develop the habits of watching the same type of
programme on the same channel at the same time.
People are creatures of habit. If a programme series comes to an end, the viewer expects a
programme that is different, but also in the same genre and style, and with performers that
the audience likes.
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Competition
Keeping the same type of programme in the same slot is not easy, as the competition will not
follow the same rules as you. They are always scheduling and rescheduling in such a way
that they can steal your viewers.
Remember the total number of viewers at each time of the day increase only with the
increase of the number of people with TV sets. This probably grows at a rate of slightly more
than the increase in population.
So if you want to increase your viewership against the competition, then you have to steal
viewers.
The rules of Flow In, Flow Out and Flow Through are largely thrown out of the window now.
That’s because:

People watch programmes, not channels
Slot target
An integral part of all these factors is the overall target viewers the scheduler aims for in the
slot. This in turn is dependent on the competition and the brand.

Stock
Stock or inventory or “programmes lying on the shelf” are important. Money is sunk into
them, and the sooner they are broadcast the better. Schedulers keep programmes on the
shelf in the event of something happening that causes a programme to be cancelled.
Anything can happen:


The programme may not be delivered in time



The tape may be found to be faulty.



An incident happened in the country that causes the broadcast of the content to be
suddenly distasteful.



If anything can happen, it will happen.

Stick also builds up when scheduling strategies have to change. However, it is important
that stock is used up.

Programme cost
Programmes must be broadcast profitably. They have to bring in income in excess of the
cost of the programme. The same calculation of income may be applied to a mandated
public service programme. The value of the broadcast in terms of the mandate must exceed
the cost of the programme (see Fit for Purpose). The value of a mandate programme is
decided when the programme is first acquired.

Monitoring
The progress of a series has to be monitored on an ongoing basis. The performance of a
one-off programme must be evaluated in the same way as a series is monitored.

Evaluation
There is only one evaluation, and that is Return on Investment (ROI). ROI is calculated
always in the same way:
Income LESS costs
________________

X 100 =
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Costs
Where a programme is desirable for any number of reasons, and it is not in itself profitable,
then the costs must be included in another programme so that the loss-making programme
can be cross-subsidised.

8
Getting to know the audience
No one in broadcast management can be successful unless they know the audience which
their broadcaster targets, and knows also the total audience.
There is an old adage in business:


Know yourself



Know your product.



Know your customers.

This is a simplified way of saying:


Know yourself



Know your brand, strategy and business plan.

How do you get to know your audience? The answer is:
It's exactly the same way as you get to know the people within your personal network. You
may belong to a sports club. You don’t know everyone personally, but you can get to know
what all of them are basically like. After all, if they didn’t have something in common, they
wouldn’t have joined the club.
They probably come from the same geographical area, the same income group, and
invariably share the same home language.
So, to get to know your audience, you have to:


Read just about all daily newspapers at least once a week.



Read the main consumer magazines, across the board, at least once every three
months.



Study all audience research data



Read, talk, socialise, and go to different people in different places.



NEVER assume that you know what people want from what you hear in your
personal circle of friends and acquaintances. They are too much like you.

Entertainment
Television is associated mostly with the word entertainment, but very few people know how
to define it.
It’s concerned with pleasure, and feeling good, but let’s look at something else that makes us
feel good, and yet appears to be at the opposite end of the scale to entertainment.
Art. What is art, and how is it related to entertainment?
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Let’s look at it simplistically. An artist will take an empty glass, and hold it upside down. He
will tell you that it is a glass.
“It’s not a glass,” you reply, “It’s upside down.”
“It is a glass,” insists the artist.
“But it can’t be,” you protest. “If it were a glass, the water will fall out.”
“Take another look at yourself,” says the artist hypnotically. “Look at it, and see what this
upside down glass tells you about yourself.
“Oh, I see,” you say somewhat embarrassedly. “You’re saying that although the glass looks
as if it won’t hold water, it is still a glass. A glass does not have to hold water to be itself.
Maybe I am upside down. Maybe I should value myself for what I am, and not for all my
money and hard work.”
The artist has undermined you; he has pulled the carpet from under your feet. He has made
you learn something about yourself. Art is political (concerned with power) and it’s
subversive. You get a lot of pleasure out of art, but it’s actually a long and painful process.
The entertainer, on the other hand, will take the glass, put scenery behind it, surround it with
dancers, place an orchestra in front of it, turn on the lights and make the glass sing and
dance.
You get pleasure out of that too. But it’s immediate, it requires no work from you, and the
pleasure is fleeting. The pleasure does not evoke strong emotions.

Insight and glamour
Art is subversive and political. It changes us and changes our minds – it gives us insight.
Entertainment requires passivity from the audience and dominance by the artist. It is there to
divert. It uses glamour.

Now, let’s go back to the original look at the continuum. At the one end is pure art; at the
other end is pure entertainment. Any work of the imagination or of creativity lies somewhere
on that line; from


100% art and 0% entertainment, to



0% art and 100% entertainment, to



70% art and 30% entertainment, to



50% art and 50% entertainment, to



30% art and 70% entertainment, and
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Anything else in between.

However, there are a couple of things you can be sure of.
As we move from art’s end of the continuum towards entertainment’s end, these things
become more and more evident:


The roles played, and the jobs that are done become more strictly defined and
regulated. They come to be classified as a career rather than a calling. They
become more accessible to all and less exclusive to the talented. In other words,
entertainment is vocationalised.



The whole structure becomes more and more “media” oriented. This means basically
that is pays for itself by carrying commercial messages. There is more and more
emphasis paid to its commercial role, its intention to make a profit, the role of
advertising,



As the content is designed more and more to divert the audience, then more and
more it makes use of subject matter that more and more people have in common.
Thus to get a bigger and bigger mass audience it starts to cross cultures, it avoids
culturally specific subjects and leans towards those subjects that can be regarded as
“universal”. The more universal, the greater the use of trivia for subject matter.



The more we move to entertainment and the use of glamour, the more we invest godlike status into performers and other role players. We turn them into stars and make
use of the cult of the celebrity.

9
Acquiring programmes
When it comes to acquiring content, there are more myths than there are in our folklore.
Broadcasters have a habit of making it sound terribly complex. Whereas actually, it is not.
It’s no more complicated than the commercial transactions each one of us is involved in on a
day to day basis.
There are only a few ways a broadcast can acquire content.
1. Commissioning
2. Co-production and joint ventures
3. Licensing
4. Barter
These are rather pedantic words that mean the same as:
1. Have it made
2. Make it with a partner
3. Rent it
4. Exchange it.

© Howard Thomas 2015

Page | 37
373737

To understand it more simply, think of the ways in which you can get a car. You could go to
a private manufacturer and pay him to make the car to exactly your specifications and
requirements. It may cost quite a lot, but at least it exactly suits your personal needs. When
you deliver the final payment, the car is yours. It belongs to no one else.
If on the other hand it costs too much to have your own personal custom built car made, you
could go into partnership with another or more people. You then pay for it as a partnership,
and get use of it equal to the amount you paid for it. For instance, if you went into the deal
where you put up half the costs, and two other people put up 25% each, then you would
have the use of the car for half the timer. The other two partners would each only be entitled
to drive the car for a quarter of the time.
You could rent it. You go to Budget or Avis, and rent it by the day. When you are finished
with it, you return it. The car never belongs to you; you only pay for the use of it. When you
no longer need it, you return it, and don’t pay for it anymore.
There is another way you could get a car. You could exchange it, whereby you give
someone else something you don’t need anymore, and you take something that someone
else doesn’t need anymore. Maybe you have boat or a microlight aircraft. You could swap it
for a car that someone else doesn’t want – but they would live to have a microlight.
As long as both of you agree that it is a fair swap, then you have a deal.
Let’s get back to television.
Let’s assume that you have:
1. Found a gap in the market,
2. Established that there are people who will watch in the gap in the schedule, and
3. Made sure that the channel wants it, and the sales department believe they can sell
advertising around it
Then you can get onto how you can get the programming that will fill the gap.

© Howard Thomas 2015

Page | 38
383838

Commissioning
You can commission it. You write down exactly what you want. You specify the duration,
the genre, the target market, the intention, and the cost range. Then you invite producers to
pitch for it. You give the job to the producer who has offered the best job for the best price.
When he delivers it to your satisfaction, then you pay him the money and he assigns the full
copyright over to you.
Everyone should be happy with the deal, especially the producer. He undertook no risk, and
had his profit built into the price. The broadcaster has taken on the risk, but then he has the
exact programme with which he is prepared to take that risk.
In terms of the Copyright Act, a commission implies that the person commissioning acquires
all the rights to the programme. However, as long as both parties agree to the terms, you
can write into the contract any combination of terms and conditions you like.
For instance, the rights can revert to the producer after a certain time, or number of
broadcasts, and the producer may even participate to a certain degree in the income.
The law of contract applies – as long as both parties agree, and it does not contravene any
other law, then the terms are very flexible.

Co-production
There are no precise definitions in television. Whether you call it a co-production, or a joint
venture, or a partnership, it doesn’t matter. What you really mean that instead of one
broadcaster commissioning a programme, then two or more broadcasters have joined
together to commission the programme.
Or, these broadcasters may even have included the producer in the partnership, so that he
also shares in the risk and the benefits.
Or maybe there’s only one broadcaster driving, and he has gone into partnership with the
producer and some commercial companies because it suits them to be part of the venture.
There are an infinite number of ways to configure a co-production or joint venture.
The partners will still follow the three rules of business, especially that of tying up the
distribution first.
Then the partnership conditions will be based on the simplest possible formula: you get out in
proportion to what you put in.
If two partners come together and one invest 40% of the costs and the other 60%, then the
first broadcaster will face 40% of the losses if it flops, and if it succeeds, he takes 40% of the
profits. Simple.

Licensing
This happens when someone who owns the programme offers it to broadcasters in different
countries, and they pay a market-related “rental” according to the conditions under which
they want to broadcast it.
For instance, a broadcaster could have made a big hit with a locally made programme, and
he believes he can make extra money out of it by offering it on license. No other broadcaster
wants to contribute to the costs, but they are willing to buy the right to use the programme:
1. For a specified time
2. In a specified area
3. To a specified audience
4. By means of a specified medium.
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Then the buyer (licensee) only pays for what he needs, and has far less risk, and far greater
chance of making a profit.
The owner (the licensor) on the other hand, makes a small amount of money from a lot of
broadcasters. In the end this is usually far more money than if you had charged a higher
price for just a few sales.
(We will see much more of this later when we look at copyright.)

Barter
For each and every one of us, barter was the first business we ever experienced. As
schoolchildren, we would exchange things (swap). We exchanged school sandwiches,
stones, cards, and toys – all sorts of things. At an early age we could reach an agreement
that the transaction was valid, when both parties received value from it. The value was
different, each person needed the other product for a different reason, but the value benefit
was always equal. That was how we managed happily to exchange one meat sandwich for
one blue marble. Neither commodity has a comparable value, but each one of us wanted the
others person’s product badly enough for the “swap” to be worthwhile.
Television barter is no different from that. You don’t have to exchange the same product.
You can exchange air tickets for a plug on the air. You can exchange advertisements for the
right to see the presenters wearing your T-shirt.
You can exchange anything for anything, as long as both parties feel they have achieved a
“good deal”.
Barter also covers trade exchanges. These are fee air flights in return for air time exposure;
reduced cost of facilities and so on.
There is no process, no formulae, no calculations, and there should be as few rules as
possible.
Why do people barter? Because usually their cash is tied up in products waiting to be sold,
and cash is difficult to find, so you replace money with value – that is usually easier to find.
Barter originated in the USA, and is still the major form of transactions. It is very popular in
Africa where foreign exchange is always a problem.
You can read about the various ways of acquiring programmes in the specialist texts in the
series.

10
Human resource management
Human resource management in broadcasting covers the same areas as that in other
sectors with some significant differences.
Human Resource management usually consists of:


Policies and procedures



HR strategy



Organisational structure and culture



Work design



Recruitment
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Induction



Remuneration



Conditions of employment



Benchmarking and standardisation



Position descriptions



Retention



Communication



Development



Discipline



Dispute resolution



Termination



Benefits

Instead of repeating normal HR functions here, let’s rather look at the areas that are different
from other sectors.

Work design
The goalposts are continually shifting. Not only is technology changing at a rapid rate, but
technology and social factors affect programming. This changes not only the skills required,
but also the design of the work.
HR managers may find themselves altering the organisational structure often.
As technology changes, the organisation is supposed to become more efficient. Adding
another digital channel should NOT double the staff complement. Existing skills and services
should be mobilised, and only essential new staff employed. These new staff should be in
the areas of new specialised skills, all the others can be recruited from within.

Recruitment
This is very hard. You will hardly ever find the right skills, especially when they have to come
from the small fraternity that makes up broadcasting. Radio creative and technical skills
differ considerably from those in television.
For instance, people in radio are far more in touch with current popular culture than their
counterparts in TV. People in TV are responsible and accountable for far higher budgets and
controls.
This places special emphasis on training and development.

Standardisation
HR is highly involved in standardisation, which affects all products and services that cross
borders or between broadcasters.
In terms of remuneration and conditions, there is unlikely to be standardisation as headhunting between broadcasters is a normal course of events – as is the case in most of the
media.
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Training and development
Broadcasting skills are often unique and highly specialised. It is hardly ever possible to send
people off to training courses, as they don’t exist. It is also inadvisable to have an internal
training department, as these quickly become empires unless they have strict evaluation
conditions imposed on them.
The development strategy that most broadcasters adopt is training on the job.
Where the broadcaster is content with and confident in the skills and performance of
managers, it is far better to training the managers and supervisors in on-the-job training
skills.
This way, new recruits can be trained precisely in the skills and to the criteria required by the
broadcaster.

Freelance and contractors
Broadcasting is a funny business. Different programmes need different staff complements
and skills. New skills are needed, and often for only a short period of time.
For these reasons, broadcasters make much use of freelance skills and contractors.
The HR Manager has to manage contracts which, although generally standard, need
complex design. There are matters such as VAT; Income tax; working conditions
(application of the Basic Conditions of Employment Act); remuneration for short term and
long term contracts; duties and responsibilities of the parties; and deliverables.

Performance review
As with all business, performance review is of the utmost importance. The problems come
with measurable criteria. In a factory it is easy to apply the standards of quality, quantity,
time and cost to performance. This is equally easy in sales.
In broadcasting it becomes difficult, but that is no reason to attach vague deliverables to
quality, quantity, time and cost. HR Managers will pay special attention to this, and the
criteria may have to be linked in with performance from other departments, such as ad
revenue tied in with programme profitability.

11
Financial management
Broadcaster models and how they earn their income.
Financial management is basically the same as that in any company. You are dealing with
the development and implementation of budgets, and the consequent management of
income and expenditure.
However, you are also dealing with management of risk

Risk management
Risk analysis is something every commissioning editor is required to do. Risk analysis in any
manufacturing business looks at the spread of risks.
To carry out a risk analysis, follow these steps:
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Identify Threats:
The first stage of a risk analysis is to identify threats facing you. Threats may be:
1. Human - from individuals or organisations, illness, death, etc.
2. Procedural - from failures of accountability, internal systems and controls,
3. Organisation, etc.
4. Natural - threats from weather, natural disaster, accident, disease, etc.
5. Technical - from advances in technology, technical failure, etc.
6. Political - from changes in tax, public opinion, government policy, regulation.
7. Influence, etc.
8. Project - risks of cost over-runs, jobs taking too long, of insufficient product or service
quality, etc.
9. Financial - from business failure, misappropriation, bad budgeting or control, etc.
10. Others
To measure the potential risks, a weighted point rating system can be used. Each level of
probability can be assigned points as follows:
Probability Points
 High

10



Medium

5



Low

1

To obtain a weighted risk rating, probability points should be multiplied by the highest impact
rating for each facility. For example, if the probability of hurricanes is high (10 points) and the
impact rating to a facility is “3” (indicating that a move to alternate facilities would be
required), then the weighted risk factor is 30 (10 x 3).
Based on this rating method, threats that pose the greatest risk (e.g., 15 points and above)
can be identified.

Income
Broadcasters receive their income in a number of ways:

License fees
The public broadcasters may receive income from fees or in some other government grant.
There is no pattern internationally.
Commercial broadcasters (including the hybrid PBS/commercial broadcasters receive
income from:


Advertising
o



Normally this refers to the sale of spots which may vary in duration from 15” to
more than 60”. Spots are usually sold to advertisers on behalf of their clients,
and often through specialised media buyers.

Sponsorship
o

This can take many forms, from sponsoring competitions, to sponsoring whole
programmes. Sponsoring income will vary if the sponsor buys naming rights,
top and tail billboard right, all (or shared) advertising rights, and many other
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factors. Sponsorship is always preferable to spot sales as the income for an
entire programme is guaranteed.


Infomercials
o



Trade exchanges
o



This covers a wide range of deals. It could be providing free air travel in
return for a shot of the performers entering the plane with the livery showing.
It may be services in return for a programme credit, although suppliers are
fast beginning to realise that audiences don’t watch credits.

Product placement
o



No one knows why infomercials work, but we do know that audiences find
them magnetic. They provide good sales to the vendors, and a guaranteed
income to the broadcasters, as an entire time block will be sold off. The
regulator often places restriction on the sale of block time to infomercials.
Sometimes the broadcaster will insist that all telephone sales go through the
broadcaster, who charges a profitable commission on the sales.

Some timers it is possible to show products off within the action of
programmes without compromising the integrity of the programme. This is
usual in soap operas. There are no ways of evaluating product placement, so
the fees charged are whatever is agreed by the marketer and the broadcaster.

Sales of programmes
o

Once a programme has been broadcast, it has the potential to be sold to other
broadcasters in other countries. To get onto the global sales markets, your
products have to follow certain global styles, which often don’t suit local
audiences. Then bulk of global programmes is produced specifically for
global markets. Africa does not have a good track record on the global
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markets (except for wildlife documentaries), but there is enormous potential
for ales within the continent.


Sales of archive materials
o



DVD sales
o



Local programmes that audiences like have the potential for retail sales.
However, if you have too much confidence, the production and marketing
could result in losses.

Merchandising
o



News material and other archive shots (difficult to get shots like mountain
peaks, landscapes, and stunning sunsets) always have a ready market for
repurposing. However, this presupposes that your archive is digital and that
the stock shots have preview facilities (usually on the Internet), and are
quickly and accurately accessible.

This covers anything from sports clothing, top books of programmes. Some
broadcasters do music deals and put out their own CD’s.

Subscriptions (to pay-TV and Internet services)
o

This applies to commercial free to air broadcasters after the introduction of
digital terrestrial TV. When as many as eight channels for every analogue
channel become available, broadcasters may find it profitable to charge for
extra specialist channels (especially news, sport and movies. There is also
the possibility for subscription charges on video via Internet.

Expenditure


Cost of sales (commissions and discounts on sale of advertising and other income)
o



To sell advertising, sponsorship, infomercial time and other airtime sales, you
need a sales force, marketing, audience research, and the need to discount
for long term sales. These are all costs involved in sales.

HR and Payroll
o

Everyone is paid, and these payments need administration. Associated with
remuneration are contracts, pensions, medical aid, and other employee
benefits.



Contract labour and skills



Much of the labour and specialist skills in broadcasting are not needed all the time.
These people are usually hired in at substantially more per day than permanent
employees. There needs to be strict planning in order to budget for these variables.



Transmission
o



Audience research
o



The signal that the broadcaster puts out has to be distributed to homes,
through terrestrial; transmitters and through satellite. This is highly costly. In
South Africa, this is handled by Sentech and Orbicom.

You have to know your audience in order to attract them, and once attracted,
to sell them to advertisers. Broadcasters usually buy in their research, as it is
costly and it is cheaper to interpret internally than to gather data internally.

Office, buildings and administration
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These are the costs involved in any business, and include water, electricity, and other
facility costs



Regulator fees
o



Music royalties
o



Those programmes specially commissioned have to be contracted and paid
for. Commissioned programmes cost between seven and fifteen times the
cost of licensed programmes.

Archive costs
o



If the broadcaster is entering into a co-production, then its share of the
production has to be budgeted for

Programme commissions
o



Programmes that are bought on license involve foreign exchange and special
fees.

Co-production costs
o



Broadcasting never gets away from the law; especially when it comes to
complex contracts, copyrights and legal actions.

Fees on licensed programmes
o



Broadcasters take out special insurance (over and above the normal) for
fines, law suits and damages.

Legal fees
o



Because deprecation of equipment is so fast, it is often cheaper to hire in
equipment as and when needed. Commonly this applies to outside
broadcasts of special events such as concerts, and spots matches.

Insurance
o



Broadcast equipment depreciates faster than any other manufacturing
equipment. In a factory the machinery may last for ten years. In
broadcasting, a camera is out of date in six months.

Equipment rental
o



Packaging news is extremely costly. You need news studios, reporters,
editors, and also suppliers of foreign news

Depreciation
o



Music is the mainstay of radio, and heavily used in TV. There are royalties
due on every price of music used. The fees are paid to music rights agencies
through submitting what are called music cue sheets.

Newswire services and stringers
o



Regulators usually make the broadcasters pay for their licenses on an annual
basis.

Archive material, in the new digital and multichannel world, is potentially the
broadcaster’s greatest asset. Archives have to be digitised, and catalogued.
Previews have to be available as thumbnails on screens.

Marketing
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o

Broadcasters market themselves, their programmes and their airtime. Selfpromotion (previewing programmes during advertising slots) is a major cost of
marketing.

12
Media Law
Business law
It is important to remember that broadcast management is simply the management of a
commercial business. It buys and it sells. When it employs it buys labour. To maintain that
labour it procures, anything from transmitters to paper clips.
This means that all transactions are committed through contracts.
To design and manage a contract requires knowledge of many other facets of law.
However, the law that is widely applied in broadcasting, and the least understood, is that of
intellectual property.

Copyright
Every person new to commissioning is told that copyright is “terribly complex”. Yea, it is
complicated, but it is only complex if you don’t understand just how simple it really is as a
concept.
Let’s take a simple example.
You go to a corner café to buy a loaf of bread. When you walk into the shop, the loaf
belongs to the café. It does not yet belong to you.
When you pay the money, the loaf now belongs to you. If you want to give it away, or eat it,
or cut it into slices and sell each slice separately is your business, as you now own it.
However, bread is a commodity. It is made of flour and water. Someone bought the flour
and water, and made bread. Anyone can make the identical loaf of bread if they use the
flour and water in the same way.
In TV, we are dealing with intellectual property.
Intellectual property is something that has been created out a person’s mind. There are no
physical raw materials. There are intellectual raw materials: experience, knowledge, craft,
creativity and so on.
However, look at the words “intellectual property”. We know that intellectual means that the
product was made in the artist's mind out of things in the artist’s mind. But where is the
property?
It has to be made into property. It must become the written word, the recorded music, the
photographed picture, the statue, the fabric design, the recorded film, the recorded radio
programme, and the painted canvas – anything that is a physical medium.
In order to commit that idea to the physical medium requires craft: painting and carving skills,
writing and musical skills, filmmaking, acting, directing.
These are known as creative works.
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Creative works are individually unique. They are easy to copy, like it is easy to duplicate a
videotape. But the copies are all true copies of the original.
Creativity is doing something different with your craft. You need the craft, you need the
intellectual ability to create, you need to create something different and unique and you must
produce it onto some medium that is physical.

The basic principles
Ownership is vested in the creator.
In terms of international agreements, copyright is initially owned by the person who created
the property, until such time as that person hands over the ownership to someone else.
Just like any other property, the can sell it, donate it, or rent it out.

Ownership is divisible.
All intellectual works consist of various elements, and as long as each element can be seen
as physical property, each one can change ownership. This change of ownership can be for
a specific time, in a specific area, and for a specific medium.
And that’s all there is to it.
Let’s use a TV programme as an example.
When a producer makes a programme, he employs other artist who all put together
intellectual property (costume designs, set designs, performances, scripts, musical scores).
Combines together they become anew and separate property.
The usual practice is for the producer to buy the copyright from these writers, designers and
composers when he hires them, so that once the programme is put together, the producer
owns the lot.
When the TV channel commissions that programme, they agree to pay all the costs involved
(including the purchase of the copyright of all the individual contributors), and the profit for
the producer, and then the TV station becomes the sole owner of that programme.
The TV station can then rent out that programme to other stations making them pay for the
rights to broadcast that programme in:
1. Specified countries
2. Over a specified time,
3. In a specific medium (cinema, TV, radio, Internet, and now of course cell phones).

Co-production
If the TV channel and the producer agree, the producer can pay half the costs of the
programme, and become a half owner with the TV channel. Then the producer can
negotiate half the income on that programme.
Or the TV channel and the producer can negotiate any other proportion of ownership, all the
way from 99:1 to 1:99.
Or they can bring in any number of partners.
As long as they all agree and willingly sign the co-production contract.

Complications
When you start dividing up ownership into different periods, different territories and different
media, it becomes complicated. But it is not necessarily complex.
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As long as in your own mind, you treat it as variations on a very simple concept, you will not
have trouble with it.

The Legal Minefield
Broadcast Managers need to have a different knowledge of media laws depending on the
area they manage. For instance, a programme manager who acquires programmes will
need a hands-on knowledge of the legislation in copyright, contract, electronic
communications, and the Constitution.
Managers in public broadcasting need to know how to apply legislation in public finance,
black empowerment and a wide variety of other legislation. There are two types of media
regulation: external and internal

External regulation
This consists of the laws of the country, as they apply to the SABC. They include among
others:


The Constitution of the Republic of South Africa 1996.



The Public Finance Management Act, No. 1 of 1999, as amended.



The Preferential Procurement Policy Framework Act, No. 5 of 2000 and regulations.



Broad-based Black Economic Empowerment Act No 53 of 2003.



Broadcasting Act No. 4 of 1999.



Electronic Communications Act, No 36 of 2005.



ICASA Act 3 of 2006 (amending previous Acts)



South Africa Content Position Papers and Regulations



Promotion of Administrative Justice Act No. 3 of 2000



The National Small Business Act, No. 102 of 1996



The Employment Equity Act, No. 55 of 1998.



Competition Act, No. 89 of 1998.



Promotion of Access to Information Act, No. 2 of 2000.

There are also laws that relate to business and copyright.15 They include:
 Common law relating to contract.
 Common law relating to Delict (damages).
 The Copyright Act 90 of 1978 as amended.
 Performers Protection Bill no 11 of 1967, as amended.
 Income Tax Act 58 of 1962 as amended.
 The Film and Publication Act 65 of 1996
Then there are external regulations. Among many others:

15

o

Local content regulations as put out by ICASA from time to time.

o

The broadcast licenses as granted by ICASA.

Smith, Alan. Copyright Companion. Butterworth, Johannesburg. 1995

© Howard Thomas 2015

Page | 49
494949
o

Basic conditions of employment act, no 75 of 1997, Sectoral determination 10:
children in the performance of advertising, artistic and cultural activities.

o

The DTI Film Incentive

There are laws and regulations that involve production and producers:


Regulations of the local film commissions



Local regulations regarding traffic, fire, use of streets, parking of large vehicles.



Dept. of Labour regulations regarding the employment of children.



SARS determinations on the employment of freelancers.



Visa and work permit regulations

Finally, there are internal regulations such as:
o

All internal company policies.

You should attend a media law course to get acquainted with the ins and outs of all this.16

13
Audience research
Research and interpretation
Research is the first step. Interpretation is the second step. Interpretation does not mean a
whole lot of bar graphs and pie charts.
Research is easy. Interpretation is extremely hard, very creative, and as risky as the TV
business itself.

Research
There are two types of research. The first involves counting people. The second involves
trying to find out what think and feel. Often we call this “attitudinal”.

Quantitative research
This counts people. There are various sources for what we call “demographics”.
The Census
This is always a good place to start and is fairly valid for the first five years after the census.
Unless the department of statistics does updates, the validity of the census wanes in its last
five years.
Advertising research
AMPS stands for All Media Product Survey, and contains data valuable to broadcasters
In addition to this data, various organisations collect data on radio listenership and television
viewership mostly using diaries. These are issued to carefully selected people who write
down that radio and TV they consume. The data is collected and collated on a regular basis.

A quick guide to law is: Street Law – Practical Law for South Africans. McQuoid-Mason
(Ed). Juta. 2004
16
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Only in South Africa are People Meters used for TV data collection.
This involves the careful placement of electronic machines in selected homes. The People
Meters gather the data on peoples’ viewing habits, and then transfers it daily to a central
computer. This is collated into what are called “ratings”.
This data is managed by various agencies and by commercial companies such as AGB
Nielsen, Steadmans, MediaMetrics, Vision Africa, Africa Analysis and many others.17
You can find out about how radio diaries and TV People Meters work at www.saarf.co.za
All this research delivers the numbers of people, usually within certain dimensions:
These are age, gender, language, race, religion, income level, interests and education.
By mixing and matching data, and manipulating it, you can derive interesting insights into
audience behaviour.
Qualitative Research
This involves sending researchers out to speak to people, or invite them in to focus groups.
Researchers used scientifically designed sampling and questionnaires, so that they can
process information from the data. This data is mostly directed towards what people like and
dislike, their attitudes and their emotional responses.
Qualitative research is extremely costly. In many cases, you can derive enough from
quantitative data to make decisions about programming and scheduling strategies.
The problems with focus groups

When managers need to conduct qualitative research, they look at the cost of interviews and
surveys and shudder. So they opt for the focus group. They arrange for eight to twelve
people chosen at random from the target audience to view a programme, and then collect
opinions from the people.
Never, ever make a decision based on a focus group. Why? Because they are almost
always misleading.
If you make them watch a programme for an hour, and then spend an hour discussing it, you
are limited to no more than six minutes with each person. Can an ordinary, inarticulate
person chosen at random give a fair assessment in six minutes? In fact, one-on-one
interviews cost less than focus groups.
Group dynamics always colour the results. There is always one person in the group who is
more dominant than the others, and this person will be persuasive on the less dominant
people.
People do not share their highly personal feelings in front of strangers. Researchers
sometimes incorrectly say that this doesn’t matter as they are not interested in the groups’
private lives. However, it is their private lives and personal feelings that influence what they
thin k of the programme.
The make-up of a group of eight or ten will never represent your target audience. Firstly, you
are taking the group from a small geographical area. Secondly, they are usually selected by
a less qualified researcher as the decision to go the route of the focus group was made for
cost reasons anyway,
If each person is limited to ten minutes’ discussion time, don’t forget that you have a wide
range of issues to cover in those ten minutes. On top of it, discussion is very inefficient. In
two minutes of group discussion you may get one valuable piece of data that you will have
recorded in thirty seconds in a one-on-one discussion.

17

For a list of the many companies doing media research in Africa, see the members at www.pamro.org
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No one can agree how the data from focus groups is interpreted. The more people you have
interpreting it, the more people who have to go through an hour’s tapes, and then a further
hour in interpretation. Compare this to the time taken in a one-on-one interview.
Interpretation
This exciting and creative aspect of research involves gathering data from as many sources
as possible and coming to conclusions about what audiences like and dislike and why.
This entails taking qualitative and qualitative data for radio and TV, and creatively combining
it with the:


Content and popularity of consumer magazines



Newspaper and other printed media use.



Internet, podcast and other new media use



Trends in consumer buying patterns



Letters to the broadcaster



Newspaper commentaries and critics



Combined patterns in scheduling of radio and TV



Anything else you can get your hands on

This data, and the interpretation, helps us to target audiences.

Why we target
It’s no longer enough to count the audience; we have to know it, almost personally.
Targeting an audience is the core skill for broadcasters.
Understanding an audience comes at the end. It's what we achieve. Once we understand
an audience, then we can buy the programming they want and that satisfies their needs.
We must understand an audience if we want to broadcast. Almost everyone working in
broadcasting should to some degree or another, understand the target audience of that
broadcaster.
Targeting an audience is NOT the same as branding. It goes far deeper.
However, to understand an audience, you have to achieve a couple of other things first.
We must
1. Understand people
2. Understand cultures
3. Understand the psychology of different life stages, lifestyles
4. Understand audience data

Media buying
Commercial television broadcasting is very simply a business whereby the broadcaster buys
programmes, markets and broadcasts them, and then sells that audience to advertisers, who
buy time in or around programmes.
In South Africa, the public broadcaster does much the same as it is obliged to earn a
substantial part of its own revenues.
So there are two completely distinct activities involved here:
1. Buying programmes to attract an audience.
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2. Selling that audience to advertisers who find that audience desirable.
Although they are different, they work in synergy with one another, because:
1. There is no sense in buying a programme that attracts an audience with which
advertisers do not wish to communicate.
2. There is equally little sense in buying a programme that has an appeal that is so wide
that there is little chance of people taking it seriously.
As we will see later on, audiences have to get emotionally involved with the programme to
ensure that they do the three things we weren’t them to do:
1. Tune in again next week.
2. Tell their friends to tune in.
3. Get involved in the activities promoted by the programme (SMS comments, visit the
website, buy the merchandise etc.)
If it doesn’t grab them, then they will only watch again next week if they really have nothing
else to do. In cases like this we may get a very low consistent viewership, which means low
loyalty and low attention. This is does not give value to the advertiser.
The media buyer studies audience viewing data in order to get the advertisement flighted in
front of the most number of desired people at the lowest possible price.
For instance, soap powders advertise for two reasons: to bring in new users, and to reassure
committed users. So they go for women 20-34. After 34, they are already brand loyal, and
only need brand support. They are targeting the heaviest users of soap powders – parents.
So the media buyer for a soap powder will search the schedules for the slots where there are
the most number of these people at the lowest cost per ad slot. This means, they could find
a bargain even in a programme that is off peak – there may be only a few viewers at 10:00
am, but their cost per thousand (CPM) may be extremely low.

Where media buying and audience targeting meet
In the same way as the programme buyer takes enormous risks in selecting the right
programme or proposal to meet an audience that is also guesswork, so the broadcaster is
expecting the media buyer to buy advertising time on the basis of the same guesses and
unknowns.
It is therefore important that the two work closely hand in hand. Usually the programme
buyer is not directly in touch with the advertiser, and the contact is maintained through the
sales department.
However, nowadays sponsorship is becoming a much more potent force.
The era of multichannel means smaller and more niche audiences, and so advertisers find it
more beneficial to have sole exposure in and around a programme. In cases like these,
there is usually direct contact between the programme buyer and the sponsor in order to
negotiate such sensitive matters and exposure, product placement or even product
integration.
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It’s such a temptation to look at an entire audience and see them as the potential for
viewership. But the facts show that at best you can only attract a small portion of that
audience.
The total population of the country can never be the total available audience. It is diminished
by:
1. How many people own a TV set?
2. How many people with TV can watch at that time?
3. How many people who can watch the programme, actually do WANT to watch it.
4. How many people have something more important to do at that time?
Also you can’t ever expect to attract all the people in the audience who have their sets
switched on and who may be sitting in the room. They may be talking on the cellphone,
reading the newspaper, or talking to friends.
In the new environment, we are not interested, and advertisers are not interested, in people
who have their sets on. We are interested only in those who are giving the programme their
full attention.
The catchword now is attention, and no longer eyeballs.
This is very important to:
1. The people who design the channel schedule.
2. The people who commission new programmes.
3. The people who license existing programmes, whether locally or foreign made.
4. The people who sell the advertising.
5. The people who organise peripheral income streams such as those in sponsorship,
product integration, merchandising, competitions and interactivity.
Until now we were only concerned with AR and share. Now we look at unique viewers, flow
in and out, loyalty and many other factors. We also mine data, (dig down and look for specks
of gold like the miners do) for any clues as to what people are thinking.
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14
Marketing
As we have seen, broadcasters have a product (audiences), that they sell to their customers
(advertisers). Radio stations and TV channels market in three ways:
1. Marketing the audiences to advertisers
2. Marketing the programmes to audiences
3. Marketing the broadcaster and channels to both, service suppliers, government and
internationally.
Marketing is a highly specialised subject, and is covered in other publications18. However,
here is an outline of what the subject entails:

Marketing media principles
Different people and different genres of content require different marketing techniques.
Marketing content is now becoming more interrelated and convergent. Various media market
together. A book can be turned into radio and TV programmes; Websites follow stations and
channels, and often programmes. Music and radio go hand in hand. Talk radio discusses
products.
There are minefields of regulations. They cover lotteries, contests, sales practices,
advertising and broadcast standards, copyright, release forms, hyping, phone testimonials
and payola.
Marketing is decided and planned in the marketing plan. You cannot have a marketing
budget in your business plan until you have designed and written your marketing plan.

Marketing news
News is often a flagship of the channel, providing it is credible, entertaining, and follows the
news conventions of short, lightly contextualised, and relevant.
News programmes should be marketing up to three hours before on TV with headlines
during breaks.
News programmes must be branded, and their brand and news personalities marketing
through all available outlets of advertising.
News lives on a brand, a stance (news as stated before is always biased towards a
viewpoint, the broad views of the audience, the station owner, and other factors. This
dictates the brand. “Bias” does not mean compromising ethical journalistic and editorial
standards. It is bias through omitting certain stories due to lack of airtime, selecting the
emphasis on stories, and the tone. News can be balanced and ethical, and still fit within a
brand. In this case, marketers and journalist will always be at loggerheads, but this tension
is what creates a balance in news.
News should be available also on the Internet, and headliners should be available on request
by SMS.
News should be supported with current affairs programming, mini documentaries, discussion
and special reports.

18

Eastman, Susan Tyler, Ferguson and Klein. Media Promoting and Marketing. Focal. New York. 2006. Also see my work in progress on marketing, advertising, public
relations, promotions and advertising sales.
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Marketing to advertisers
When marketing to advertisers, you are selling the audience.
1. You do not any more sell a number of people in an audience, (or an AR); you sell
people who have emotional needs.
2. In your schedule target you specified the audience you wanted to target at a specific
time.
3. Each slot in your schedule follows a specific scheduling strategy.19
4. The strategy decides how you are dealing with the competition, and whether you are
holding on to, or stealing an audience.
5. Therefore, every programme has a specific audience.
6. As stated before, this audience is NOT a number. It consists of people:
a. In a specific area, between certain age limits
b. Speaking a common language
c. Perhaps of a specific gender.
d. Within certain limits of income earning.
e. With specific attitudes towards life.
Marketing:
1. Draws in your audience, which
2. Determines your income

15
Sales
Every sales department has a team of sales persons. They will carry out your sales strategy.
The sales strategy is the way you have chosen to meet the income target as stated in the
business plan.
How the team is organised depends on your environment, the advertisers in your area, and
normal sales practice in your country.
There are no general rules for sales.
Except …
Sales people cannot operate unless they follow their own three rules:
1. Know yourself,
2. Know your product,
3. Know your customer.
Sales people develop markets according to their own networks, and how they develop
relationships with their customers.
However, product knowledge (the content that will attract a certain audience) is the
responsibility of the content buyers, the channel managers and the marketers.

19

See my “Targeting an Audience” in a separate publication.
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Sales people have to be armed with leaflets, or presentations, or whatever, that enables the
customer (the advertiser) to see what sort of audiences are available at a specific time.
This also has to be done for the following cycles, or three months in advance.
Remember the way we organise the cycles in Chapter 8?

16
Repurposing and versioning
The broadcaster’s assets
When it comes to valuing a broadcaster, we don’t look at the same things in the balance
sheet that we look for in say an insurance company, or a car manufacturer.
The buildings that the broadcaster owns are not important. They are usually studios, and as
such, pretty useless for any other propose.
The land is not important, or the cars, or, quite frankly, even the staff. Broadcast staff are
highly mobile and move from company to company frequently
The real assets of any broadcaster are the rights it owns.
As we saw under copyright, the broadcaster may own:
1. The complete rights universally, for all media and in perpetuity on programming that it
commissioned, or purchased the total rights
2. Partial rights as agreed in a co-production
3. A licence for a restructured time, territory and media.
These are real assets as they are the only part of the company that earn money.
But they don’t earn money lying on a shelf. They earn money being broadcast. They can only
do so through the Six R’s of Content Management

Repeat; Rerun; Recycle; Reduce; Repurpose; Re-use.
Broadcast rights have no value if the programmes are left to rot in the archives. They must
go into archive temporarily, and brought out often in order to hand them over to the Six R’s.
This means that the concept, and the treatment must include the potential for the Six R’s.

Versions
Any programme can be translated into another language, either through subtitling, or through
dubbing. Thus what were programmes in English can now be made into programmes in
another language that fill up an entire channel in that language. Just look at the situation in
South Africa. Almost all programmes are made in English. But English speaking people
(people with English as their home language) are in the minority. Most people speak English
as an interchange language, and they are not fluent enough in it to take full advantage of
cultural nuances and figures of speech.
Just imagine the possibilities of a Zulu or Tswana channel, where the only costs are those of
translating into the other language. Subtitles are cheap.

Repurposing
This is a loose term, that is often confused with versions, but the names are not that
important. Repurposing can cover:
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Taking individual shots or scenes from an old production, and using them to make up a new
one.
Going through a magazine show that has run 10 or 20 years, and selecting individual items
so that you can make new programmes with the titles “Best fashion of …”, “Top music
scenes from …”, “Best personality interviews from …” and so on.
If you consider that an hour long weekly show contains six to eight items, then over twenty
years, you have 700 items and nearly 1000 hours of material. This should be worth at least
750 hours of repurposed material, or enough to carry on for another 15 years.
In a multichannel environment, repeats are normal, as the channel wants to make sure that
everyone can see the programme when they want to at least once in any month. On
multichannel you can repeat a programme at least 8 times in any month, and often three
times year. This means that it has been broadcast for half the hours in the day, at least once
in a year.
Thus instead of needing 18 x 365 hours = 6 500 hours of new programming for the year, you
actually only need about 300 hours. This is reasonably easy to get by repurposing, at about
15% the cost of new programmes.
Suddenly multichannel becomes viable.
There are many other ways of repurposing. Broadcasters like History, Discovery and
National Geographic are past masters at it.
Wildlife footage can be recut in hundreds of ways, making up new stories each time. The
stories are new, but the shots are old. The audience want stories; they aren’t particularly
fussy about the visuals.
Sometimes programmes don’t even have to be changed. BBC simply took their
entertainment programmes and made up a new channel called BBC Entertainment. Then
they collected together all their old serious programmes and scheduled them into a new
channel called BBC Knowledge.
In this way, broadcasters can make up comedy, drama, sport, music, lifestyle, learning,
education, documentary and all sorts of new channels.
They must just check that they have the rights to do so.
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