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Foreword
How do you judge and evaluate a proposal for a programme before you have
seen it?
All you have is a brief description on paper. How can you be sure that what
you see in your mind is that same as the creator of the programme has in her
mind?
If you can’t read the mind of the audience, how can you read the mind of the
programme proposer, and those of your colleagues with whom you share joint
decisions?
These problems have plagued filmmakers for 100 years, radio programmers
for 80 years and TV commissioning editors for 50 years.
There is a range of ways to approach the decision making. They go at the
one extreme from the Hollywood way of making it one person’s decision. If
the person has a hit on his hands, he keeps his job. If the film fails, he’s out
faster than the film gets taken out of the cinemas.
At the other extreme are long and arduous evaluation committees who work
to strict judging criteria scorecards. These are common with institutional
funders.
No matter where you sit in between the two extremes, you are always basing
your judgements on perception, personal likes and dislikes and the instinct of
people.
There are no objective, scientific and clinical ways of evaluating content in film
and television. All methods are subjective, capable of bias and can be
manipulated by the person who shouts the loudest.
However, as we will see, if you use at least three tools, use them
independently, and the average their results, you have at least minimised your
risk, and got somewhere to matching it to the needs and wants of the
audience.
Television and films are like cars. The concepts are cheap – so cheap that
they are usually free. Making the car is extremely expensive. Finding out that
you have a flop on your hands is even more expensive. The legendary car
flop was the Ford Edsel of 1957. The name “Edsel” is now applied to
anything that has a massive marketing campaign, but the product still flops
simply because the public doesn’t like it.
In film terms, “Anthony and Cleopatra” remains the all-time box office bomb.
In TV terms, Sony Betamax is an example of an “Edsel”. South African
television has had its fair share of costly “Edsels”. The drama series
“Avenues” comes to mind.
TV Edsels cannot be avoided. You can have all the faith, support and
marketing budget in the world. The product can be great, with no expense
spared. But if they don’t like it, you cannot force it on them. “You can lead a
horse to water, but you can’t make it drink”.
This booklet looks at the unavoidable reliance on instinct. It investigates
some ways of averaging out personal prejudicial decisions, and it looks at
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ways we can at least reduce the risk in selecting ideas for costly development,
and even costlier production.
It also gives you the tools so that you can respect and trust your instinct and
the instinct of those you work with.
In the first chapter, we look at the nature of perceived quality and risk.
After that we will devote a chapter to each of a number of tools that are useful
in evaluation, and go through a brief tutorial to help you use each one.
There is no tool for any one job. That is why there are a selection of tools and
ways in which you can adapt them to any appropriate situation.
Then, you are on your own. Again.
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Chapter One

Quality programming
We are all aiming towards “quality programming”. Most broadcasters sneer at
their competitors claiming that the competitor’s programmes are “not of a very
high quality”. It’s a good that thing that the people who use these words, say
them quickly and then change the subject.
If you were to say to them, “But what do you mean by ‘quality'”, they are
usually stumped.
They can’t define quality. How can you say that a wrestling programme is of
“sub-standard quality” when it attracts a rating that is second highest on the
entire channel? If you are in TV, then the most successful programmes are
clearly those that make the most money, or achieve the public service
mandate objectives.
If it is a local programme, you can be sure that it is going to cost you ten times
what an imported programme will cost. For it to be very profitable, then it has
to achieve a rating of at least a 10 AR. How many can boast a 10 AR in a
multi-channel environment?

The purpose puzzle
Here’s puzzle which originally came from UIP’s Roger le Comber, “Which is
the most successful film? – the one that took the most awards, the one seen
by the most people, or the one that earned the most at the box office?”
The correct answer is, “It depends on what you intended in the first place.”

Awards
Some people make films (and especially TV commercials) ONLY to win
awards. They need something to boost their reputation. Of course anyone
can win an award. Just start a film festival in your back garden, invite your
friends to show their holiday videos, get out a judging panel, and give each
one an award. As long as one of them is yours, and wins an award, you are
an “award-winning producer”.
This example is a little extreme, but there are plenty of very spurious film and
TV festivals in the world, and even more spurious awards.
An award is granted by peers. That means that your friends liked it. It of
course also means that your enemies liked it as well, but if you had no
enemies on the judging panel, who’s to say your film or TV programme is any
good?
Awards are granted by professionals, and they judge the programmes on all
sorts of vague criteria that are claimed as “professional standards”.
But it doesn’t matter how many professionals in France, Germany and Japan
like your programme and think that it is “of very high quality”, that does NOT
mean that your audiences like it. Nor for that matter, is it any assurance that
audiences in those countries will like it.
Audiences vote with their fingers in the remote. It’s called “Audience Ratings
(AR)”, and it’s almost impossible to cook.
© Busvannah Communications cc 2005
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Even the so-called “People’s Choice” awards that you get in lots of countries
can be cooked because they start making complex permutations of the
ratings, and these can be manipulated to favour certain programmes.

Eyeballs
What about the most number of people? Sure you can give a film away for
free to TV channels and they will broadcast it. You will get millions more
watching it on TV than you will get as paying people at the theatre box office.
But do you want numbers? If Mercedes Benz is sponsoring the programme, it
doesn’t help to have millions of lower income people watch the programme
and only a handful that can afford a Mercedes Benz.
Or for that matter, if your programme has an HIV prevention message, it
doesn’t help to have millions watching from low risk groups and only a few
from the high risk groups.
Furthermore, TV marketers are no longer interested in the number of
“eyeballs on the screen”. You can have eyeballs that are at the same time
talking on a cell phone or listening to the radio. That doesn’t help. They
aren’t absorbing the content, subliminally spotting the product placement and
watching the commercials.
Nowadays, TV marketers want ATTENTION. This explains why a top rated
soap charges R60 000 for 30 second slot, and yet a sports programme
charges R35 000 for only one third of the viewers.
Public TV services also want ATTENTION. It doesn’t matter how few people
are watching, it matters that the highest possible number within the target
audience are watching.
Soaps command attention. In the last few sends before the commercial
break, the audience is left hanging in suspense. In the history of TV, no
channel has ever told the audience how long the break will be.
If the cliff-hanger before the break is suspenseful, then the audience will
rather sit through the break to make sure that they don't miss any of the start
of the programme after the break.
In soaps, advertisers know that they don’t get “eyeballs”, they get attention.
Public television also uses soaps to convey messages. “Soul City” is a good
example.1 In these cases, the target audience is carefully defined. But soaps
also make it possible to attract a large “marginal” audience: the audience of
either side of the target.
But if you want to see attention, watch sport. You will get far fewer viewers for
a sports match than you will get for a soap, and yet the advertising is more
costly on a per viewer basis. Why? Because every second in sport is so
absorbing, and for the sports fan, so important, that attention during
commercial breaks is intense.
1

Nariman, Heidi Noel. 1993. Soap operas for Social Change. Greenwood. Portsmouth. NH.

Also: www.comminit.com/africa/edutainment/edutainment-7.html
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So does the “biggest audience” really matter?

The box office
If your film, or TV programme for that matter is out to make money, then your
focus is on the income streams.
It is possible to make money out of small audiences. In South Africa,
channels like Summit TV and Teletrack make money with audiences that
national channels would regard as “disaster”.
But the small niche audiences that these channels command, are fanatical
about the content, and pay handsomely in subscriptions, purchases, response
to ads, and a host of income streams.

Achieving objectives
Every TV programme has a purpose. It may be designed to appeal to the few
viewers who watch on Saturday mornings. It may be directed to the
devotional people on a Sunday. Maybe it’s aimed at the gardeners or animal
lovers. If it’s aimed to the show and party goers, it is hardly likely to be
flighted on Saturday night. These people are out, they not at home watching
TV.
A quality programme is one that achieves its objectives. “Anthony and
Cleopatra” was judged a “quality film by 20th Century Fox, but it bombed at the
box office. What price “quality”?

“Quality programming”
The use of quality, without knowing to what it refers, or by using it arbitrarily to
express personal judgement, has led to much misunderstanding, especially in
Africa.
This is often heard: “Sure Nigeria makes more films a year than the rest of
Africa put together, but they are of a very poor quality.”
What does this mean?
 Does it mean they don’t have the production values of Western films?
What then do you mean by “production values”?
 Does this mean that, since the films are very popular in Nigeria, that all
Nigerians have no taste?
 Does it mean that you are jealous and would like to turn out
commercially successful films at such a rate?
 Does it mean that they are not of “broadcast quality”? If you use the
terms “broadcast quality” then you must qualify it by defining
“broadcast quality” as “the minimum technical standards acceptable to
most broadcasters”.
The best summing up of this problem was done by Prof. Susan Tyler Eastman
in her “Media Programming”2 in which she says:
2

Eastman, Susan Tyler and Ferguson D A. 2006. Media Programming. Strategies and
Practices. 7th Edition. (P 4) Belmont. Thomson.
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Why the word “quality” has to be avoided
“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 programmes 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
"Programmes that we 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 by external standards, rather
than programmes that have intrinsic quality.”
We are also far better off describing concepts, proposals and final
programmes in terms of their elements, rather than throwing a word at them,
and only succeeding in displaying ourselves as prejudicial and arrogant.

Production values
This is another totally misunderstood term.
Production values are vague terms used to refer to the professional look, or
'polish', of a production. It is abused in that it is made to mean what each
individual wants it to mean.
For example, an American sitcom is said to have high production values
whereas a local one is described as having inferior and low production values.
The production values of a piece of work do not necessarily correspond to its
artistic merit. A TV programme or film can look very polished but have a poor
script.
Production values are a measure of impressive look, and do not require
“crafting”. Production values are usually (but not always) associated with the
budget – lavish scenery and costumes, digital effects and costly stars. There
are exceptions such as "South Park" which have intentionally low production
values, but appeal for complex other reasons.
Production value is defined by measuring it against something else.
South African production values look American because if you line them up
against American production values and say Russian production values, they
look far more American than they do Russian.
If you realise that SABC1, SABC2 and SABC3 are just a click of the remote
away from each other, any programme with different production values will
show up when compared to programmes on the other two channels.
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(You will notice that I am now using the terms “different” production values,
rather than “higher” or “lower”.)
However, take another example. KYKnet is on the DStv bouquet, caters for a
niche Afrikaans audience, and works to very low budgets – almost 100% local
content.
But it stands on its own, and the people who want to tune in don’t do so
because they accidentally surf that way. It is deliberate because they want
the programming with KYKnet’s production values.
But if you were to put a KYKnet magazine programme side by side with Top
Billing, it would look as if it came from some other African country.
People would mistakenly say that the KYKnet programme has “low production
values”, whereas they have very different production values. They do NOT:
 Have lavish sets.
 Specially made and designed costumes.
 Extravagant lighting.
 Costly digital effects,
 Expensive locations.
Does this mean that the programming on KYKnet is less successful? That
cannot be answered as “production value” does not relate to:
 Success.
 Beautifully crafted scripts.
 Subtle performances.
 Emotional involvement.
Sure, programmes with “high” production value can be successful, and use
crafted scripts, but they do not rely on these factors for success, they rely on
an ostentatious show of budget.
However, sometimes that is what the audiences want. South African
audiences are used to production values that try and emulate American
production values, and they don’t take too well to other production values.
It is not for us to decide, it is up to the audience.
If you want to get audiences used to programming that does not cost as much
and adheres to different production values, then you are going to have to
compensate for the visual luxury, by really getting to their emotions and
wrenching their hearts.
Then you are getting closer to the production values of other African
countries, where the emphasis is away from budget, and more towards a
personal relevance.
This “divide” is also fuelled in South Africa by the highly competitive media
environment, where TV channels and other media have to compete with each
other far more than happens anywhere else in Africa.
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In a competitive media environment, you have to rely on “show” and “glitz”.
This affects the look and feel (production values), universal appeal (a drift
towards sanitised trivia), fast pace (trying to look like a music video, and
appealing to a short attention span), and costly artists and performers (the cult
of the celebrity).

The role of instinct
In the same book, Prof Eastman underlines the role of instinct in programme
evaluation.
Commissioning and scheduling are gambling
“Merely asking television audiences what they want is difficult. Many
times viewers do not know what they want until they see it, and a
short while later they tire of it and crave something new. Programmers
must become accustomed to dealing with fickle audiences. The only
refuge is to uncover the mystery of how the audience makes choices
about what to watch.
“The process whereby audience members make choices is seldom
clear, but there are three basic approaches used by researchers to
predicting choice. One way is to look at the uses and gratifications of
media consumption. This approach frequently substitutes the selfreported attitudes of viewers for more concrete information on their
actual behaviour. A second way uses additional predictors of choice,
such as market size, program length, awareness,
cable/VCR/DVD/satellite penetration, and audience availability.
Research findings in this area are equally unsatisfying or unusable,
because really strong predictors, such as audience availability, are
not usually controlled by the programmers (or the viewers).
“The most promising way to predict choice is to study the actual
content of programs. What is the most important element of the
television or radio program? Some say it is the likeability of the main
characters. Others point to the compelling nature of the story or the
format. Little research has been done in this area, perhaps because
using structural predictors is easier than using content variables. In
any case, studying programming as a serious topic is not easy. The
networks and other program suppliers do not sponsor much
theoretical research, although applied research (ratings) is a must.
Ideas are tested, and pilots are tested, but programming seems to
remain one big gamble where instinct is more important than
science.”3 (Our italics)

Evaluation
The true test of quality is when the objectives of the programme are clearly
defined, and the programme ultimately achieves those objectives.

3

Eastman. 2006. P6.
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There is a more emotional judge of quality programming. This is that the
audience remembers it, and wants to watch it again. If they do, they will talk
and recommend it to the friends and colleagues.
Remember:
People respond to TV programming when it meets their emotional needs.
Emotions cannot be seen or heard – they are inside the head. The only way
we can detect emotions is by what people say and do as a result of them. We
call this behaviour. There are only two behaviours we want from the viewers
of commercial programmes: tune in again next week, and go and tell your
friends to watch next week.
Public service mandate programming usually wants people to do something
in addition, like “Be interested enough to find out more”, “Go to a library”,
“Volunteer for community work”, “Write for the pamphlet so that you can
protect yourself against unscrupulous loan sharks”, or whatever the
behavioural objectives are of the programme.
“Tell your friends to watch” is “marketing through word of mouth” and is the
cheapest form of advertising – so cheap, that it is in fact free.
We know that a successful programme is remembered, but it is extremely
difficult to judge. There is no way that you can plug a cable into a head of
someone and measure the impact on memory. We can look at effects, and
see how many people go and buy the DVD afterwards so that they can watch
it over and over again at home. We can see how successful it is on reruns.
Just look at how many time films like Casablanca and Gone with the Wind are
rerun on the classic movie channels, but this is an achievement that can only
be regarded as the cherry on the top. Lots of films and TV programme are
enjoyed and loved, but people are not all that keen to buy them as they would
a well-read book.
Memory cannot be measured. It is something to aim for, but should be
figured in the “Risk Factors”.

Chapter Two

Setting Objectives
Objectives are never vague expressions of an ideal. They are concrete and
defined. All objectives only need four measurements of achievement:
Quality
Quantity
Time
Cost
You can express an objective any way you like.
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The “To …” expression
In this way, you start off the objective with the word “To” and followed by an
action word. However, this action word (verb) must be capable of being
measured, seen, heard, or interpreted in figures.)
The wrong way
This is NOT an objective
“To contribute to the mandate of the SABC through literacy programmes.”
In fact it is complete rubbish as it says nothing. It is a waste of time, paper
and effort.
The right way
“To contribute to the mandate of the SABC by broadcasting 13 quarter hours
of literacy programming for adults denied a formal education, and delivering
reading ability of common road and commercial signs. The programmes will
be broadcast on SABC2 from October 2007. They will be evaluated by
inviting people to enter a simple test that doubles as a competition, and will be
distributed through general dealers, supermarkets and spasa shops.”
This is a firm commitment of delivery, and fulfils the requirements of quality,
quantity, time and cost.

The outcome
The alternative to the “To …” expression is the outcome. This must also state
quality, quantity, time and cost. However, it is different from the previous
expression in that it starts with the action word (verb).
Following the same example, an outcome is written like this:
“Broadcast 13 quarter hours of literacy programming for adults on SABC2
from October 2007. The target is those adults denied a formal education, and
needing reading ability of common road and commercial signs. The
programmes will be evaluated by inviting people to enter a simple test that
doubles as a competition, and will be distributed through general dealers,
supermarkets and spasa shops. The programmes will be classified as part of
the SABC public mandate on literacy”
Notes
Some people will tell you that an objectives or outcome is short. In which
case, make them short, but follow them with a paragraph of standards in
terms of quality, quantity, time and cost.
This they will look like this:

The “To …” expression
“To contribute to the mandate of the SABC by broadcasting 13 quarter
hours of literacy programming for adults denied a formal education,
and delivering reading ability of common road and commercial signs.
Standards and deliverables:
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The programmes will be broadcast on SABC2 from October 2007.
They will be evaluated by inviting people to enter a simple test that
doubles as a competition, and will be distributed through general
dealers, supermarkets and spasa shops.”

The outcome
“Broadcast 13 quarter hours of literacy programming for adults on
SABC2 from October 2007.
Standards and deliverables:
The target is those adults denied a formal education, and needing
reading ability of common road and commercial signs. The
programmes will be evaluated by inviting people to enter a simple test
that doubles as a competition, and will be distributed through general
dealers, supermarkets and spasa shops. The programmes will be
classified as part of the SABC public mandate on literacy”

Chapter Three

Taking risks
The core to minimising risk is to apply it at the first stage of programme
development.
It starts with evaluating proposals. If proposals are evaluated properly against
the objectives that are set, against what commissioning editors know what
audiences have liked in the past, and against what they think people will like
in the future, then half the battle is won. And furthermore, they have
minimised half the risk.
The main risk in evaluating proposals is evaluating something new. The
American way of tackling new programmes is always based on what has
happened in the past. The American credo can be expressed as “Do what
everyone else has done differently, but whatever you do, don’t do anything
different.” This has led to the stagnancy of American television. Some
producers, notably HBO have always broken that rule, and gone all out to
make programmes that are innovative, breakthrough and imaginative, notably
Sex and the City and Six Feet Under. But HBO is the exception rather than
the rule. They take risks and the face the flops they have.
South African programming cannot afford such stagnancy. South Africans are
among the heaviest users of media in the world. This means they use it
rather than stare at it. Look at this graph published in the Economist (26 Sept
2002).
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“According to a study by RoperASW, a consultancy, South Africans say they
devote more than eight hours a day to radio, television and recreational use of
the Internet. With more than 13 hours a week spent online, they are keener
web-surfers than the Americans, Canadians or Taiwanese. Among rich
countries, Britain has the most dedicated television watchers, who spend
more than 24 hours a week in front of the box.”4
We know that compared to many of the other countries in the survey, South
Africans enjoy more sunshine, are more community and family orientated, are
sports-mad, and have lots of other things to do. The implications is that not
only are they the highest users of media, but they are probably amongst the
most discerning.
This places an enormous responsibility on and challenge to TV broadcasters
to provide new, innovative and relevant product.
Programme development starts at the TV channel. Programme series come
to an end, and eventually a new one is needed to carry on the success of the
slot.
It happens in a number of phases:

Phase One: the channel brief.
Channel management takes into account:
The audience available in a slot.
Certain people watch TV at certain times. These times are always dictated by
when they can get to a TV set. Look at the graph below, published by the
South African Advertising Research Foundation. It shows the number of
people who watch TV at each hour of the weekdays averaged over a full year
in 2002.

4

The Economist September 26, 2006
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Now look at the same graph for 2005.

Notice that there is very little change except that TV viewing at prime time has
gone up slightly to about 50% of the people with access to TV sets. This
shows that the TV and radio habits of people don’t significantly change. The
point of this is that audiences decide when they are going to tune in, not the
broadcasters.
Notice also how radio seems to fill the times when people don’t watch TV.
The reason is simple. You cannot carry a TV around with you, but you can
carry a radio with you. You should not watch TV in a car, you will have an
accident, but most people have radio in the car.
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(Of course this will change when live TV becomes available on cell phones,
but we have no way of knowing how, when and to what degree it will catch on.
Time alone will tell.)
Branding.
Each channel has its target audience, and within those available at a certain
time, they will also seek out their target viewers. They will try and offer their
audience what they know their audience likes, what innovation they think they
will like, and a breath of choice to attract as much of their target audience as
possible (something for everyone within their target audience).
Audience habits
Audiences get used to seeing the same sort of genre at roughly the same
time. Channels are always wary of challenging audience habits.
Competition
To the extent that they know what the competitor channels are showing they
will look to either seek the audience ignored by the competitor channel or
channels, or they will try and steal the audience. (If you go back to the graph
above, you can see that there are never more than 50% of the TV audience
watching, even at the peak of primetime. This is the equivalent of an all
audience 40 AR. If one channel out of five is attracting a 20 AR then there
are only 30 AR left to be shared by the other five channels. In general,
channels do not make new audiences, TV set sales make audiences.
Channels are left to steal audiences from other channels.
Within these influences, the channels will issue a brief to the Content Hub. It
is usually extremely broad and non-specific. It may indicate the genre, the
target audience and the target share.

Phase Two: the request for proposals.
The Content Hub now issues a Request for Proposals (RFP) to the
independent producers.
This is the first of a number of very difficult and challenging jobs that rests on
the shoulders of the commissioning editor.
The commissioning editor has to use instinct; “feel” (whatever that means);
intuition and experience to put into words a description of the type of
programming they seek.
Sometimes, the commissioning editor has clear idea, but keeps the RFP
vague in the hope of attracting something really innovative, fresh and
different. Sometimes the RFP is very specific, and the nature of the Channel
brief is specific. This usually happens when the brief covers programming
that falls within the public service mandate. (Please read the Content Hub’s
“Content is Queen” handbook5).

5

SABC Content Hub. 2004. Content is Queen. Johannesburg. SABC.
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Phase Three: Evaluation
Now the commissioning editor has to institute a process of evaluation to
select the one proposal from sometimes as many as three hundred that come
in.

Selecting tools
It often happens that an RFP is issued and when the proposals start coming
in, the commissioning editor sends them out to readers.
The readers are given some guidelines, and the proposals are short-listed
through a series of meetings.
In theory, this principle is sound, and the basic framework is used by large
broadcasters world-wide.

Problems of dynamics
In practice, dynamics can enter the equation that can skew judgement
through a number of purely human influences.

The numbers game
People who evaluate in groups are very aware that they have to divorce the
“I” from the “them”. This means that they know their responsibility is to try and
judge what they audience wants in terms of audience likes and dislikes, and
not in terms of their own personal likes and dislikes.
Because the influence of the “I” is so strong, they tend to over-react, and rely
on numbers derived from cause and effect.
For instance, they will say, “this programme is very similar to one broadcast
last year, and 50% of its features are similar to those of the previous
programme. I interpret this as a 50% chance of success”.
This sounds all very nice and scientific, but people cannot be measured
scientifically. Psychology and sociology try very hard, but they still cannot tap
accurately into the feelings of people.
To rely on numbers and scores, and then to reduce them to percentages to
four decimal places is not only dangerous, but it dehumanises humans.

Observer bias
Everyone is biased. In psychological evaluation it is called “observer bias”.
Psychologist Dr Valerie Stewart puts it this way: “It creeps in every time we
perceive something. Consciously or unconsciously our backgrounds, history
and experience give us a set of expectations about the world so that we
recognise familiar things and bend less familiar ones until they resemble what
we already know. Pose a business problem to a committee of experts, and
the marketing expert will see it as a marketing problem, the production expert
as a production problem, the planning manager as a planning problem, and
the advertising manager as an advertising problem.

© Busvannah Communications cc 2005

Content Evaluation

Page 19

“Observer bias is a serious obstacle to understanding someone else's point of
view, and it is not something that can be overcome with self-discipline and a
tightening of resolve.”6
We need to look for tools so that if we have enough of them, we can start
balancing observer bias out of the equation.

Role of the expert
Experts are usually the worst people to judge an audience. They are so
knowledgeable about the intricacies of their subject, they begin to be divorced
from the way ordinary people view the content.
The more you know about a subject, the less you perceive in the same way
as a novice perceives it.
Furthermore, an expert starts focussing on the first steps to learning about a
subject and to start making assumptions that it is natural to know this sort of
thing already.
We experience this when we get experts to train people new to skills. The
expert assumes that they know the fundamentals, mainly because it is such a
long time since the expert learned the fundamentals. By the same token,
experts find it difficult to distinguish between “nice to know” and “have to
know”. They are so deeply engrossed in their subjects, that they find it hard
to separate the general from the particular.
In broadcast TV, time is limited. TV does not go into subject matter in depth.
In just 26 minutes there is only time to cover the “absolutely must need to
know” aspects and nothing else.

Group dynamics
In any committee or working team, group dynamics come into play. Even if
you simplify people into their most elementary, there are four extremes.
This division of the personality and behaviour of people (commonly called
“social styles”) is as old as people. The ancient Greeks used this
classification. In the western middle Ages, they were known as the “Four
Temperaments”. They infuse the mythology of Africa, India and Far East.
In simple diagrammatic
form, they look like this:
Influencing people are
expressive and outgoing;
they persuade people
through words, and
emotional argument.
Dominant people use power
to maintain their position.
Compliant people stubbornly stick to the rules, and Steadiness types are very
empathic, but tend to follow the Dominant and Influencing types.
6

Stewart, Valerie. 1980. Business Applications of the Repertory Gird. McGraw-Hill.
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All these social style types are needed as readers and team members, but we
need some tools that empower us to leverage their gifts, and also to tone
down the restrictive interpersonal dynamics that inevitably result.

The main risks
The many risks we face in evaluating content are:
 Subjective interpretation of data.
 Unquantifiable audience emotions.
 Observer bias.
 Personal dominance.
 Inadequate data
These risks are enormous. We need to gain the expert opinions of a range of
people, use common tools, and encourage the best research with the
inadequate tools we will always have.

Chapter Four

Designing evaluation
There is a fundamental guideline that runs through audience and media
research that is useful to use in evaluating proposals and programmes. You
can understand this principle easily if you think of how a Global Positioning
Satellite (GPS) works. A GPS is a little readout about the size of a cell phone.
You make sure that you are in sight of three low orbiting satellites (you don’t
have to look for them; this wonderful box of tricks does all the work for you).
With the aid of three satellites it will tell you (to one metre) your latitude (how
north and south you are), your longitude (how East and West you are) and
your altitude (height above sea level).
The principle here is that:
If you want to know three things, you need three indicators.

With GPS there are a lot of satellites orbiting the earth, and they are placed so
that at any spot on the earth, you can always see three of them. By tuning
into them, your GPS Reader will give your latitude, longitude and altitude.
Imagine that instead of satellites, we have a whole lot of indicators about
audiences and programming all flying around. If we tune into three of them,
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and all three seem to agree, then we have a good chance of knowing our
position.
In broadcasting we are trying to the find the position of the proposals and
content, in relation to the emotional needs and feelings of the audience.
We call this principle:
Triangulation
Suppose I can tune into five different indicators that relate to the proposal and
the target audience. Suppose one of the indicators gives me an indication
that is totally different from the rest, one is nearly there, but three agree with
each other. That’s three out of five.
Furthermore these indicators did not come from your instinct alone, but are
independent, or else were derived from a team of people.
Wouldn’t you feel more confident?

So the rule of triangulation.
Use three tools, and within each of the three tools, try and get three different
readings off the tools.
Which tools do we use? There are many tools. Some have multiple uses,
and some are restricted in the use. Each proposal and each target audience
are different. What you have to do is to use the tools so well that you can
choose the right tool for the right job.
However there is one rule:

RULE:
 When you design the “Request for Proposals”, you should design the
tools for evaluation at the same time. This way, you have fixed in your
mind the quality and benefits you expect to audience, broadcasters,
advertisers, sponsors, and any other stakeholders before you send out
the RFP.

Chapter Five

Creativity Tools
We use tools for a number of reasons:
 To get away from the abuse of words like “quality” and “production
values”.
 To divorce “I like …” from “the audiences like …”.
 To attempt objectivity.
 To gain consensus by using tools that aim for objectivity.
 To overcome imbalances in committees where strong personalities can
dominant the more withdrawn.
 To focus on the broadcaster’s needs.
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 To lend support for instinct, and to also control it.
Tools come in a number of forms. There are suitable tools for almost any
purpose. These are not those faddish, pop-business tools that are
accompanied by lecture tours and best seller books. Most of these tools have
been around since ancient times.
You may remember how someone in need of a quick buck took the “Art of
War” by the Chinese tactician Sun Tzu who wrote it 2 500 years ago? This
person said it applied to business and sparked the end of co-operative and
collaborative business.
On a positive note, the modern maxim of “KISS” (keep it simple, stupid),
originated with Occam’s Razor, a monk in the 14th century who proposed that
nothing should be more complex than it need be.
Other tools are derived from those used by philosophers in Greece, India and
Chine going back thousands of years. They are also present in African oral
tradition.

Creativity
There is no such thing as, “I am not the creative thinking type.” Everyone is a
creative thinker.
Creativity is no more than doing something different with the skills you know
well.
Some accountants and auditors claim not be creative.
This is only a matter of self-perception, and also the generally held myth that
creative people are “woolly-headed” and not methodical.
First of all, creativity does not mean “artistic”, “airy-fairy”, or “up in the air”.
Creativity is no more than finding a different way of getting somewhere more
easily, or finding a new way of getting somewhere that no one has tried
before, Accountants and auditors do it all the time. So does everyone. If you
see a bus coming at you, just at the spot where you normally cross the road,
do you keep on crossing at that point? Absolutely not. In a flash you think of
something else to do in order to avoid the bus. This is creative thinking.
Then there is state of mind. You do not need new techniques and stimulation
such as finding a new way to work your brain. Things like “left and right brain
technology,”, “neurolinguistic programming”, and “lateral thinking” are more
likely to turn you into a robot-like set of procedures, than into a free thinking
and creative human being.
All you need are some simple tools, and they will help you to focus and
develop the creativity that is in all of us.

Brainstorming
The essence of Brainstorming
Brainstorming is particular way of using many brains to storm a singular
problem creatively.
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You can get to a better situation faster, if you use collective brainpower.
Brainstorming distinguishes between the two activities that are intrinsic to
problem solving:
Having ideas
Rigorous criticism
By separating these activities and concentrating on problem solving, you can
release the embedded creativity of the group.

The four basic rules
Suspend judgement
Refrain from judging the ideas of others as they are articulated and shared.
Record all ideas
Transcribe solution that is put forward exactly as it is expressed, however
half-baked or far-fetched, or ill-informed it may appear to be at first sight.
Encourage “piggy backing”
Let each idea spontaneously spark further ideas and build on the creativity of
others.
Think “out of the box”
Encourage and pursue genuinely “contrarian lines of thought”.

The step-by-step process of brainstorming.
1. Clearly state the problem to which you seek a solution, in the form of a
question.
2. Bring a group of people together to address the problem.
3. Allocate the role of facilitator to someone who will ensure that the
process is adhered to, and that the free generation ideas is not
hindered in any way.
4. Allocate the role of scribe to one member of the group, who must
record each idea as it is generated.
5. Allow every member of the group to come up with ideas that answer
the question, offering ideas that are wide, or even tentative.
6. Do not allow anyone to criticise or to challenge any of the ideas put
forward however impractical, irrelevant or nonsensical that may appear
at first sight.
7. Only when the flow of ideas dries up do you review, clarify, amend or
evaluate.

Reverse brainstorming
If there are lots of ideas, you can try out a Reverse brainstorming session.
You separate each idea that is worth considering further.

© Busvannah Communications cc 2005

Content Evaluation

Page 24

Take each idea in turn and let members of the group generate all the reasons
they can think of to reject the idea.
You review, clarify, amend and assess each reservation.
You then isolate those that have survived and send them forward for
feasibility study.

Making it happen
The following techniques can help you to ensure that your brainstorming
sessions are effective:
 Explain and agree the aims of the brainstorming session, and allow
participants to ask questions and make suggestions.
 Make sure the people in the session are the best ones for the job,
which have a fair knowledge of the problem, and are creative.
 Make sure the people are comfortable and relaxed, and then will be
able to give of their best.
 Agree the ground rules, especially that one regarding criticism and
judgement.
 Set the tone for a positive and energetic approach.
 Once you have seen ideas emerge, look for patterns and links.
 Be prepared to prompt people back into focus – when they are creative
they can get creatively side-tracked.
 Agree on the actions and sessions that follow the brainstorm.
 Conclude the session with an expression so that everyone feels they
have contributed and that they have been of value to the exercise.

Concept fan
You use the concept fan to find a
different approach when you have
rejected all the other alternatives.
Essentially, a concept fan means
“taking one step backwards”, and
seeing the problem as if you are
standing on a distant hill.
Let’s look at a common problem.
You issue a brief and there are
absolutely no suitable responses
or proposals.
So you start up a concept fan.
You put the problem in a circle, and then fan out some suggestions as
solutions.
This doesn’t seem to offer much. Go back a step, and see what lies behind
the problem.
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Now, from the circle behind it, fan out more alternatives that come from taking
the “backward step”.

Now, we’re getting somewhere. From these other alternatives, starting
fanning out possible solutions and you start getting this happening:

© Busvannah Communications cc 2005

Content Evaluation

Page 26

Let your brain do the work
People who take their work seriously often find that their brains never really
stop working. Let your brain do the work.
Look at the problem.
Analyse and simplify it according to the techniques before (and some of the
problem solving techniques that follow). Then take break. Relax in the bath.
You will probably find the answer “popping into your head”.
This is nothing mysterious. It happens to all of us. If you have simplified what
you put into your brain, then often your brain will solve the problem on its own.

Chapter Six

Problem Solving Tools
Before we get onto analysis and evaluation tools, we should revise some
common problem solving tools that can be applied to situations where:
 There are too many alternatives to genres to fill a slot.
 You are looking for objectives, aims and goals.
 You need to strategise something that is outside of procedures, or
procedures need to be adapted.
 You need to choose the evaluation tools.
These two tools are selected as they are visual tools and well suited to
television, which is a visual medium. Not all people can use visual problem
solving tools, but all television people can.

The Fishbone
The fishbone is a way of bringing different elements together and focussing
them into a single direction, which usually leads to the solution of the problem.
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It is a problem-elements tool. It stops the problem from being an
overwhelming cloud of the seemingly insoluble, but allowing you to see all the
elements that make up the problem.
Here’s one diagram:

Once you have drawn up the elements, you are able to see which ones are
contributing to the problem. In other words, you are able to no longer see the
whole as a problem, but to identify which elements make up the problem, so
that you just have to solve a few problem elements and the whole problem
literally solves itself.
Method
To use the fishbone, draw a straight horizontal line and at the right hand end,
label it with the name of the problem.
Now draw three to six lines into it, with the categories of influences that affect
the solution to the problem.
Then break each one, and label them into specifics of each category.
You now have a "fishbone” of all the elements that affect the solution, divided
into categories.
What has this achieved? You have a visual picture of the nature of the
problem.
You can now go through them and isolate those elements that are the cause
of the problem. If you arrange them in order of priority, you have a sequence
in which to solve the problem elements, after which the problem solved.
You are no longer overwhelmed into perceiving the whole entity as a problem
but just certain parts of it.
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The Mind Map
Whole books have been written about Mind Maps, which just goes to show
that you can make money out of anything, even out of nothing. Books on
Mind Maps are the equivalent of a recent news report of an Englishman who
was opening small bottles on a hill, waving them in the air and closing the
bottle with a cork. He then sold bottles of “Genuine British Air” over the
Internet for about 1000 times the cost of the bottle.
A book on Mind Maps is bottle of air.
Mind Maps in problem solving are similar to the “Fishbone”, but the Mind Map
enables you to develop elements and then later move them into
classifications.
You start at the centre and give it a label, like “Genre Selection”. Then you
start moving out lines labelling them with everything that you think influences
or comprises what we mean by Genre Selection.
From these you branch out more and more, leading eventually to what makes
up the either the smallest elements, or the start of a sequence of events.
Mind Maps are particularly useful if you need to know where to start knowing
that a project or solution arrives from a series of simultaneous events.
Here’s a Mind Map.

Once you have drawn the map, where you have developed branches
outwards, and isolated all the elements, building them up as causes, then
causes of causes, or building blocks., then you can start labelling them
according to priority, need information, don’t do, very important, or whatever
you want.
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Like this, for example:

From this version of the Mind Map, you can extract and list separately things
like:
Needs more research.
Very costly.
Top priority – and so on.
There is simple Mind Map software you can download from the Internet.

Chapter Seven

The Matrix
The matrix involves taking an ‘x’ and a ‘y’ axis and marking off squares
between them. A matrix could look like this:
1
Young viewers
Violence
Appeals to LSM 8-10
Offers merchandising
Comes with a sponsor
Attractive to advertisers
Educational value
Appeals to women
Uplifting
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Along the side (y axis), you put any description that is valuable. These will
probably be the summarised requirements of the brief, plus the dimensions
you are looking for that you may not have included in the brief.
Along the x axis, you list the proposals. You put a tick () where the proposal
includes the feature you are looking for. Obviously you can exclude those
proposals that do not have enough ticks.

Tutorial
Suppose you want to determine if a group of proposals fulfil the requirements
of a brief.
1. Draw vertical columns and number them along the top with the names
of reference numbers of the proposals.
2. Interrogate the brief, and design a tag line that describes each of the
required elements.
3. Write them down the left hand side as labels for horizontal rows.
4. Go through each proposal, and either tick () whether the proposal has
met that requirement, or else give it a score, say 1 to 5, where 5
indicates that it has fully complied, and 1 signifies that it has only just
complied.
5. Reject all those that do not meet all the requirements.
6. Add the scores of all those that do meet the requirements.
1

2

3

4

5

6

7

8

9

Young viewers

2

3

1

0

5

4

2

5

0

Violence

1

3

4

5

2

3

4

3

2

Appeals to LSM 8-10

0

0

3

0

5

0

3

2

1

Offers merchandising

0

0

0

0

0

5

1

1

0

Comes with a sponsor

0

0

0

0

0

1

0

0

0

Attractive to advertisers

5

4

3

5

2

4

3

1

5

Educational value

3

4

2

5

4

1

2

4

3

Appeals to women

2

0

4

5

2

3

2

3

1

Uplifting

3

4

1

2

3

3

3

2

1

16

18

18

22

23

24

20

21

13

7. From the grid you can see that proposal number 4 has four (0), while 6,
7 and 8 have only one (0). Proposals 5 and 6 have only one (0), and
the most number of overall points. However proposal 4 with 4 (0), has
an impressive 22 points. Will you reject number 4? Probably not, as it
shows a lot of promise if it can be adjusted to greater compliance to the
brief.
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8. You can do many things with a matrix. You can have any form of x
axis and any form of y axis. Mostly you will want it to weight proposals
against each other on points that require quick elimination and ranking.

Chapter Eight

Features and BENEFITS
•

Features are the things that make up products.

•

Benefits are the things that the features do for the users/consumers.

Let’s look at a coffee mug. It has features, but if we add the words “ ..so that..
“ and then complete the statement, so that we arrive at benefits to the user.
The user is NEVER interested in features; they want benefits (What’s in it for
me?)
FEATURES

..so that…

BENEFITS

Has a handle

..so that…

You don’t burn your fingers

Is shiny

..so that…

It looks clean

Has a nice design

..so that…

It says something about me

Has a flat bottom

..so that…

It doesn’t fall over

Is round

..so that…

I can drink from any side

Features and benefits is one of the oldest tools in the trade – it’s been around
for thousands of years. We all know that people are motivated most by the
answer to the question, “What’s in it for me?”
People are selfish. Very few people buy something because it will help save
the rain forests. But they will buy that product if it raises their personal status
by showing all their friends that they care about the rain forests.
By the same token, when people buy a car, they don’t only buy it because of
the air conditioning. They buy it because:
1. It keeps them cool on long journeys.
2. They don’t have to keep windows open and tempt the hijackers.
3. Some guy at work that they don’t like DOES have air conditioning in his
car.
Features and benefits analysis is done in all sales training. It has been a
standard tool of all salespeople for hundreds of years. The theory works like
this:
 If you can inform a potential customer how the product will
benefit them, then the features that cause the benefit are valid.
If a feature of a product has no discernible benefit, either don’t
even mention it, or take it out.
Look at the ways service providers sell cell phones. They list all the features
like camera, address book, ring tones and so on. These features are not
© Busvannah Communications cc 2005

Content Evaluation

Page 32

selling the cell phones and they won’t ever. However have you noticed that
they always have at least three models in an advertisement so that you can
compare the features? They know that the buyer is actually comparing the
cell phone features to those that they know their friends have. These are the
benefits of the features – “my phone has more features than yours”.
Cell phones are never sold on the basis of what they can do. Cell phones are
telephones, they are for talking and SMS. But people will buy ones that are
smaller, trendier, with colour screens (all of which are unnecessary) just so
that they can be one step ahead of their friends.
The benefit of any cell phone feature is “prestige”.
When satellite pay-TV stations sell their products, they appear to be selling
“65 channels. Movies and sport”. These are features. Most people will never
watch 80% of the channels. The benefit of the satellite pay-TV is often
prestige: “I can afford R450 a month for TV,”

Benefits to audiences and broadcasters
How do we use this technique to develop a feeling for what a programme will
MEAN (emotionally) to an audience and benefit (fulfil mandate and/or make
money) for the broadcaster?
Look at this one. Here is a structure to evaluate the benefits of a hypothetical
documentary on parents who refuse to have a TV set in the house.
FEATURES

..so
that…

BENEFITS TO
AUDIENCE

BENEFITS TO
BROADCASTER

Documentary

It appeals to the serious
viewer

Fills the ICASA doccie mandate

26’

Short enough and long
enough

Fills a gap in the hour slot

Controversial

Gives me something to talk
about the next day, and
maybe even longer

Shows SABC impartiality and
willingness to reflect all sides of
the story

Slams the effects
of sex and
violence

I can appear to be
concerned, even if I
secretly love the sex

Opens debate, and also puts
the other free to air channels
under the spotlight for their sex
and violence.

Represents a
minority of people

I can laugh at the crackpots

Shows that majority are in
favour of TV

In two parts

I have a week in which to
see what others think
before I express an opinion

Makes the most of word of
mouth and other media
controversy.

Educational

Makes me feel intelligent

Fulfils public mandate

Questions TV

Makes me think about my
kids

Is bound to be picked up by
print media

Tutorial
Features and Benefits Analyses are useful whenever you have to take into
account another person’s feelings. You can use them in business plans (what
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are the benefits of this plan to each of the stakeholders?). They are useful in
strategies, merchandising, branded product sales; interactive components,
and many other things that you will discover for yourself in time.
Use a Features and Benefits Analysis for any of the following:
 Analysing why programmes have succeeded in the past.
 Analysing briefs.
 Analysing and comparing proposals – use features and benefits as the
second of the three parts of triangulation, after you have sued the
Matrix.
 Confirming your selection after short-listing.
 Confirming your final selection.
 Analysing promotional and marketing campaigns.
 Writing your business plans.
Here’s simple process:
1. List every feature that you can think of. Do it with other people so that
you can brainstorm features. (See Appendix One for details on
Brainstorming).
2. List them down on the left hand side of the page, and follow each one
with the words “… so that …”
3. Complete the sentence in terms of the people who benefit.
HINT: if the beneficiary is the broadcaster, think of the broadcaster as just
one person. It’s not that the broadcaster has feelings, but remember that the
decision makers in the broadcaster have feelings.
We know, and we have been taught in every single management training
course that management means being objective and impersonal. This is very
nice in theory, but in practice, is any human being objectives and without
feelings? Do judges in the Supreme Court not have feelings? Does a
psychopath not have feelings?
Everyone has feelings. When it comes to benefits, think of them in terms of
feelings. Even “usefulness” produces feelings – feelings of satisfaction and
achievement.
Note that it is possible to extend this grid to gives it more sets of the last two
columns so that you can compare two proposals against each other.

Chapter Nine

Triangulation
Earlier we saw that, in the same way as you need three satellites to operate
your GPS (Global Positioning System) readout, in order to read your latitude,
longitude and altitude, you need three reference points to tell you where you
stand with a proposal. There are other examples of triangulation:
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 When you want a job done, it is common practice to ask for three
quotes. Just two quotes rarely tell you much. What you are trying to
do with three quotes is get an idea of which two are close enough to
confirm your perception of a market price. You get an idea of the
market when you see that two of the quotes are close, and one of them
is an exception. If all three are close together, then you have an
almost certain idea of the market price. If however all three show wide
variations, you may even call for more quotes.
 Audience research uses triangulation in almost all its applications.
 Scenario planning usually tries to come up with three scenarios: the
higher, the middle and the lower.
 Experts always recommend that you confirm a strategy with three
measurements, usually called triple bottom-line strategies.
The principle reason for taking an average of three is:
 Two alternatives do not tell you an average. They could be close
together, they could be far apart. You need the third to see if there is a
close correlation and an exception. Of course you could use more than
three reference points, but any more than three is usually too costly
and too time consuming. We use the simplest and most effective way.
Remember Occam’s Razor?
 If all three agree, you are on your way to minimising risk.
I said “minimising risk”. I did NOT say, “Get it right.”

What “satellites” can we use?
Any, all or some of these:
1.
HISTORY
We refer here to past experience with similar programmes. Look for distinctive
and appealing features and benefits of the proposal in question, and then look
for similar aspects in past programmes.
Do not go back too far – after three years tastes and fashions may start to
change. Ways of doing things start to get “old hat”.
You will need to ask questions like, “How well or how badly have similar
programmes done in the past?” Remember: you personally do not know every
programme that has been broadcast over the past two years, so you will have
to rely on colleagues for “collective memory”.
2.
PRODUCER AND PERFORMER RECORD
What sort of success has the producer had in the past? You will also want to
look at the past performance of the proposed writers, director and key
performers.
3.
DEMOGRAPHICS
What is the demographic profile of the slot? You will need average age, LSM
and language going back over about a year.
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How does it compare to demographic profiles of similar shows in the past?
Am I looking for large numbers or do I want to saturate a target segment of
the audience?
What does the Census tell me? It contains a lot of information, but the bones
are available in the Census in Brief (see references).
4.
PSYCHOGRAPHICS
What do the available psychographic profiles tell me? Do I get agreement
from SAARF Life stages and Life Styles? Can I learn anything from the SA
Generations Model (The Baby Boomer, Gen X and Y system) and past
Sociomonitor?
If I look at the culture of the target audience, does the proposal appeal to that
culture? Does the proposal correlate with a culture map of the target
audience? (See Culture Map in a forthcoming chapter)
5.
GEOGRAPHICS
Can I learn anything from the demographics and psychographics as affected
by where people live? Do the geographics available from the Human
Sciences Research Council help me? (See references)
6.
MARKETING STATISTICS
What does AMPS tell me? Can I learn anything from the products that my
target audience buys?
What sort of things do the people in my target audience buy? What do they do
in their holidays? What do they do with their leisure? What can see from
marketing statistics that gives me additional clues as to what they are like?
What they think by the media they read?
Remember that AMPS is designed for advertisers, and is not designed to
assist decisions in public broadcasting. Are you looking at both AMPS and
the data extracted by Telmar?
7.
MEDIA
What other media do my target audience read and listen to? What’s in the
magazines they read? If you spend a few hours going through the magazines
in a bookshop, you can get a feel for likes, dislikes and fads very quickly.
What do their favourite radio stations talk about?
Do they read community and fringe press?
What does the Internet tell me – but a word of caution, make sure you take
into account the number of people in your target LSM that are connected to
the internet. The average Internet connectivity in South Africa is still under
10% and TV penetration is over 50%.
8.
EVENTS
What shows, sports, and activities do my target audience attend? Do they go
to soccer matches and/or raves? You can get some of this information from
the SAARF Life Styles. Perhaps you should go to a few to get into the mind of
my target audience.
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There are eight sections in this list. You may be able to add a few more. Out
of all of these, you MUST be able to find just three from which to triangulate.

Chapter Ten

Scorecards
Scorecards are preformatted systems for scoring fixed dimensions. The
advantage is that they promote some form of structure and objectivity. Their
main disadvantage is that they are extremely rigid. They should be used as
only one of a set of tools.
But they are useful tools if you use them in conjunction with other tools.
They are different from a matrix in that a matrix tends to tell you “Yes” or “No”
whereas a scorecard averages the values over a wide variety of dimensions.
You must design a scorecard specifically for the purpose you need. To can
use them to evaluate the applicability of proposals to all the requirements of
the broadcaster.
An example of such a scorecard is in Appendix Two. This example is used by
another African broadcaster to evaluate public service drama.
If you want to design a scorecard that has commercial applications, you will
need to include dimensions such as mass appeal, product placement,
sponsorship, and advertiser appeal.
Keep your scorecards electronic in format so that they are easy to change.
There is also very useful “Questionnaire software” that you can use. This
helps you use readers from all over the country. You will design the
scorecard; email it to your readers. When they respond with the completed
scorecard, the software compiles all the responses into a report in seconds.
This saves you hours of scoring and evaluation.

Chapter Eleven

Rubrics
A rubric is a simple tool that makes a scorecard and a matrix a lot simpler. A
rubric is a combination of the two. Its advantage is that it is simple to use.
The disadvantage is that rubrics are very specific. It is very difficult to design
a rubric to assess and evaluate drama scripts. Each drama has a style and
intention of its own. Readers (or evaluators or assessors) have specific roles
to play.
An evaluation rubric must be designed to suit the brief, the type of
programme, and the role of the person who is using the tool.
Proposal evaluation tools should be designed at the same time that the brief
is written. It makes a lot of sense that if rubrics are to be used by readers or
assessors, that they should be deigned at this time as well.
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What rubrics look like
Rubrics are very flexible. Some tools are less flexible.
For instance, the Likert Scale envisages that there will be five grades. Two
for each extreme, one for the middle and two for each halfway mark.
A rubric can have any number of grades. The difference between a rubric
and a Likert Scale scorecard is that in a rubric, the value is not numbered – it
is described and described very specifically.
Look at the rubrics in Appendices Two and Three at the end of this booklet.
You will see that the answers to the values can be written very informally,
even light-heartedly.

Designing a rubric
A rubric is a matrix. You can design it in any word processing programme by
starting off with a table. You will need rows down for the heading, and one for
each question. You will need a column for the question and one for each
value on the scale. In rubrics (unlike Likert Scales which have five levels of
scoring), you can have any number of levels of scoring.
Likert Scales have five levels, because it is easy for the person scoring to tell
the difference between five levels of scoring without becoming confused.
In a rubric, the levels of scoring are described in such detail, that it doesn’t
matter how many levels there are.

Example
Let’s design a rubric to evaluate proposals submitted for a brief asking for a
simple youth quiz show.
The brief asked for a half hour game show, based on a quiz, half an hour long
and suitable for 16h30 in the afternoon on a public service channel, and
allowing for participants to use different languages.
As a guess, we can say that we could have four levels of scoring, and we
know that we will need to evaluate every specific and implied condition in the
brief.
All we have to do is list all the conditions (and those implied) in the brief.
Then across, we can detail and describe the levels of scoring – with the score
value in the top row.
Then each reader is given the rubric score sheet, and they complete it,
making a mark in the block where they feel it describers their opinions best,
and then totalling the core from the top row.
Our final rubric may look like this:

1
Innovation

I’ve seen this
before. It’s a
copy of a

2

3

4

They’ve tried to
make an old
format different,

It’s a good idea,
and a healthy
development of

Never seen
before, not in
style, content or
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previous format

and have only
just succeeded

a safe theme

format

Easy to
understand

It will take
genius to
understand
these rules

They take a
long time to
explain, and
may be
understood by
the second
show

You have to
concentrate to
understand
them

I got it first time
and quickly

Amusing

A bore

Some quite
amusing
moments

Could be better,
but it’s good

Most amusing
and intriguing
show ever

Suspenseful

Predictable to a
two-year old

OK, although I
didn’t really
care

It kept my
attention, but
that’s all

Kept me on the
edge of my seat

Low cost

Going to cost a
fortune

Expensive

OK for the price

Cheap and high
value for money

Target
audience

The producer
doesn’t
understand the
audience at all

A little off the
mark

Needs some
adjustment to
hit today’s youth

Spot on, and
will be current
some time.

Time slot

I’d rather see it
on Saturday
morning

Maybe earlier

OK, but won’t
take the
audience from
other channels

This will steal
audiences from
the other
channels

You can design a rubric any way you like. It is useful to design it at the same
time as you write the brief, as all the requirements are fresh in your mind.

Rules for rubrics:
 Make them fun.
 Make the informal
 Write them to the readers own style.
 Write the lowest and highest books first. Then it’s easier to fill in the
gaps.

Chapter Twelve

Position Maps
Position maps place the objects to be analysed within two bipolar dimensions.
It is similar to the matrix, in that there are two axes. However, instead of the
axis measured as a value, it is measured as the position along a continuum.
Let’s explain.
This line measures:
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Medium

High

This line however is a continuum:
Conservative

Liberal

The first line shows a progression. On the second line, you can position
something between two extremes.

Culture maps
Culture maps position between two extremes, one set vertically and the other
horizontally, like this:

This culture map seeks to place countries of the world within their own cultural
space. It is worth noting where the United States is positioned in relation to
South Africa, and who South Africa’s cultural neighbours are.
Here are two culture maps of the same thing. The first one is rather plain.
The second one comes from Time Magazine and is somewhat “hip”.
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Let’s develop this map and make one that suits the positioning of audiences
within a South African cultural framework. South Africa is a curious blend of
the first and third world, and a collectivistic people who are blending into the
individualistic of the first world.
If we are trying to position certain South African cultural groups, we may want
to adapt the dimensions above and rename the continua like this:
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Position Maps
The Position Map works on the same basis as the culture map, but are useful
for comparing the same type or genre of programming, but differentiating their
content.
For instance, here is a position map that looks at eight different proposals,
numbered 1 to 8, and positions them on a set of scales.
You can choose any scale you like, and you position these according to
perceptions.
For instance a game show may be:
Chance

Skill

Or
Active

A magazine programme may be:
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Indoor

Or
Individualistic

Family

If you decide this as a group, you start edging towards objectivity.
These Position Maps enable you to see at a glance if there are some that are
similar and if there are any that sit in an area of the playing field on their own.
Then you choose the areas of the playing field you want, and you can see
which one’s apply to your selection. The example below shows a drama
series, taken at random and comparing eight different series.

In the above you can see that proposal 6 is unique in its position. But if you
want something in the lower class fantasy area, you will have 3, 4 and 5 from
which to select.

Tutorial
Workshop the dimensions of the continua
Get your team together and brainstorm what you want as extremes of the two
continua. The workshop them. You should not spend more than fifteen
minutes on this.
You will look at that the channel wants, the channel branding, the competition
at the same time, competition at similar times, local and foreign, and all sorts
of things. Keep the names simple and in everyday speech. Audiences are
not academic. Avoid trying to describe audience feelings and needs in
academic terminology.
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Draw the map
Design the map on a flipchart. Cut out labels with the names of the
programmes (or whatever) you are trying to compare. Put a piece of Prestik
behind each one.

Brainstorm the positions
In discussion, have one person lead the workshop, and place the labels on
the map. Move them around as directed by the participants until you all agree
that you are comfortable with the positioning.

Make a permanent record
Transfer the map to electronic format (any drawing programme will do it for
you), and file with the record of the meeting.

Chapter Thirteen

The Semantic Differential
The concept of the “semantic differential” is commonly used in advertising. It
was developed by Charles E
Osgood as a way to plot the
differences between
individuals’ connotations for
words and thus map the
psychological “distance”
between words.
However, the concept of the
semantic differential applies
equally well to meanings
that are broader than just
individual words, and also
within social cultures. In fact
the usual objections to the
Osgood method (that it
assumes that the adjectives
chosen mean the same to
everyone) are done away
with if we apply it to simple
concepts and situations
between cultures.
According to the Osgood
method, subjects are given a word, and then presented with descriptors on a
Likert scale. This graphic shows the ten scales used by Osgood referring to
the word “polite”. This method is useful when it comes to analysing
programme proposals, and mapping them for comparison.
The Semantic Differential gives you a method of mapping similarities and
differences in a very simple way.
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It does not have the objectivity of the Repertory Grid Technique, but is still as
objective as your team – the more participants, the more objective. The more
experienced and confident they are (so that they do not dominate each other)
the more objective this technique.
Here is a map for a drama.

In this case, we have selected opposite words and ensured that the most
desirable are on the same side of the midline.
If you mix up desirable with undesirable, you land up with jagged lines that are
difficult to differentiate.
If we chart say three programmes on this table, we will come to something
that could look like this.

How do you interpret this? If the lines are close together like this, and it is
difficult to visualise a clear pattern, then score it.
The extreme left block is a 5, and the extreme right block is a 1, as we would
do on an inverted Likert Scale.
If we add all the scores, we come to:
Red

39

Green

35

Blue

37.
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The scores are so close, that once again they are not a clear indication. You
will have to resort to some other methods, for instance, a position map, or a
scorecard, in order to get a clearer judgement.
You can make this a lot easier if you do it on your computer in Excel. Just
place one side of the dimensions down the rows, and use the columns for the
scores.
Then you can rank the dimensions in any way you like, and keep on
producing line charts until you have a pattern that “speaks” to you.
If you were to take the data from the Semantic Differential above, and plot it in
Excel, you will get a table that looks like this:
Blue
Original
Character
Realistic
Original characters
Realistic Dialogue
Unexpected
Small cast
Medium Cost
Targeted
Relevant

Green
1
3
1
5
2
2
2
3
3
1

Red
1
2
2
3
1
3
3
2
2
2

3
2
1
4
4
2
2
3
1
2

Look what happens when we sort them so that their strengths “bunch” up.
Blue
6

5

4

3

2

1

Blue
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Green
6

5

4

3

2

1

Original characters

Unexpected

Small cast

Medium Cost

Original characters

Realistic Dialogue

Green

Relevant

Blue

Original

Targeted

Medium Cost

Realistic

Character

Realistic Dialogue

Original

0

Red

Red
6

5

4

3

2

1

Relevant

Small cast

Unexpected

Character

Targeted

Realistic

0

Blue

Green

Red

By looking at the visual patterns, you can see that the sorting that resulted in
chart three, shows that the red proposal is closer to being the strongest, and
you can also see that all the dimensions to the left, are the ones that need
strengthening.

Pitfalls
There are objections to Osgood's method.
It appears to assume that the adjectives chosen mean the same to everyone.
Thus, the method becomes self-contradictory - it starts from the assumption
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that people's connotations for a word differ, but has to rely on the assumption
that, for certain words at least, they don't.
It often happens that the correlation between stated attitudes and actual
behaviour turns out to be quite low and attitudes are often poor predictors (as
shown above).
There are the problems of respondents giving socially desirable responses what they think are the 'right' answers respondents developing a response set
- giving consistently moderate answers, or always either agreeing or
disagreeing

Solutions
You can overcome some of these problems by very careful wording stressing
the total anonymity of the responses - that may militate against the desire to
give socially acceptable answers, and by gaining full commitment of the team.

Chapter Fourteen

Measuring your audience
Of course you can’t measure a target audience. But you can estimate it, to at
least the nearest 50 000.
First of all, let’s look at this graph again for guidance:

The left hand scale is percentage of people who have access to people.
You can see quite clearly that at the peak of prime time (21:00), only 50% of
the viewers who have TV are watching.
They are also watching SABC 1, 2, 3, e.tv and DStv.
So how many are these?
Simple, go to your population data the easiest id to use the SAARF Trends
booklet), and collect all the figures you need to do the sum below:
Round off the figures to make them easy to use. You will need:
Total population of South Africa
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Total children

16 000 000

Total adults (16+)

31 000 000

Total with TV

60% of the adults population

18 600 000

Total watching a prime time

40% of those with TV

7 440 000

Total watching at 17h00

20% those with TV

3 720 000

We also know from AMPS data that the channel share (roughly and on
average) is:
SABC1

30.7%

SABC2

24.1%

SABC3

17.6%

e.tv

25.0%

DStv

2.6%

So, looking at the graph, we see that at 19h00 there are about 31% of the
people with TV watching. This numbers about 5.7-million, of which about
1.75-m watch SABC1, about 1.4-m watch SABC2, about 1.0-m watch SABC3,
about 1.4-m watch e.tv and the remaining 0.15-m watch DStv.
Of course it’s not accurate. The actual figures vary depending on which
channel has the best and most popular programme, and all sorts of other
factors, BUT the exercise is “Can we estimate the number of viewers?”
What we can be certain about is that about 5.7-m adults will be watching
during any weekday at 19h00. That will have to be shared between the
channels somewhere around the share in the table above.
Of those (going back to population data, we can be fairly certain that:
49.6% are male and 50.4% are female (almost half/half).
The age spread will be:
Age

%

Number

16-24

26.5%

1.5-m

25-34

24.3%

1.4-m

35-49

26.7%

1.5-m

50+

22.4%

1.3-m

%

Number

Zulu

21.6%

1.2-m

Xhosa

16.7%

1.0-m

Afrikaans

15.2%

0.9-m

English

11.3%

0.6-m

N Sotho

9.7%

0.6-m

25.5%

1.5-m

Language

Rest
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We can also be fairly sure that of these 5.7-m watching at 19h00, that (looking
at the LSM distribution) that
LSM

%

Number

1

9.1%

0.5-m

2

12.7%

0.7-m

3

14.0%

0.8-m

4

14.7%

0.8-m

5

13.1%

0.8-m

6

14.0%

0.8-m

7

6.2%

0.4-m

8

4.8%

0.3-m

9

5.9%

0.3-m

10

5.3%

0.3-m

So at 19h00, how many of the 5.7-m people watching are Zulu speaking
between the ages of 25 and 34?
Simple: It is 5.7-m X 21.6% X 24.3% = 299 000.
Roughly 300 000.
All other calculations work in exactly the same way.

Chapter Fifteen

The mind of the target audience
Here is the basic argument:
1. The brief stipulates a target audience.
2. This target audience should be in line with the intended slot, and the
branding of the channel.
3. If the intended audience is meant to expand the channel branding, then
the channel should have placed this in the brief to the Content Hub.
4. The most important part of the brief is that it targets a specific
audience; otherwise the success of the programme cannot be
evaluated after the programme has been broadcast.
So how do we check that a proposal is going to be attractive to the target
audience?
We have to be able to anticipate their state of mind when they have to make a
decision whether to tune into your programme, or to do something else.
Who are they? What are they like? What drives them? Can I picture
someone who is fairly representative of them?
In broadcasting there are so many different kinds of programmes, that it is
difficult to find any one way that suits all genres.

© Busvannah Communications cc 2005

Content Evaluation

Page 51

Sport
People watch sport because they range between those fanatical about it, and
those who simply enjoy watching it.
Drama
Drama tends to appeal to the audience that likes the type of drama. There
are different people who watch domestic dramas about conflict and
reconciliation within the family, to those who like the blockbuster epics. Then
there are those who like dramas with a social conscience and message, and
those who go for “action”.
Sitcoms and variety
These tend to appeal to the mood of people in the audience, which is why
they are best suited to specific times of the day. For more on this, study
“mood management” in audience psychology.
Talk
Talk shows appeal to a wide range of people from all spectra, but talk shows
appeal to parasocial interaction, which means that people tend to watch the
show because of the host more than they watch it because of the content.
There is a wide spectrum, ranging from those looking for really troubled
people, to those seeking advice, and over to those seeking intellectual
stimulation.
Public service and education
People who tune into programmes specifically for the disabled or for
educational purposes come from a wide spectrum of the audience, but they
also approach the programme in a specific frame of mind, one that is both
willing and accepting, as well as one that is expectant and potentially critical.
So how do we try and “get into their minds”? There are many techniques to
help one. They are all a complement to instinct, the respect you have for
people, and the knowledge that you have of people outside of your normal
social sphere.

Your social sphere
This “social sphere” is extremely important. Commissioning editors are
people just like anyone else. They come from a family background, within a
cultural context. They enjoyed a specific type of education, and now move in
a narrow social circle. (No matter how broad a spectrum you think your
friends come from, the circle is still extremely small compared to the variety of
groups that make up the nation.)
Commissioning Editors, as with all media content decision makers, need to
broaden their knowledge of groups within society. They have a moral and
professional responsibility to consciously give of their own time to deliberately
extend their range of contacts with society as a whole. It is very easy to
assume that you know how other people think, but remember, you are always
making assumptions on the basis of what you know. If your knowledge of
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people is limited to a narrow range of social contacts, you will assume that
everyone thinks, feels and behaves like those people you know.
This does not make for wise decision making in the mass media.

Putting it all together
What we are trying to do here is to bring together a number of factors:
 The demographics of the audience.
 The psychographics of demographic groups.
 Knowledge of media that people in the target market consume.
 Your personal experience of a wide range of people.
 Your instinct.
 And anything else you can use to confirm any of the above.

General entertainment and commercial programming
First we have to describe the audience in terms of the brief.
An audience does not consist of numbers. An audience is not just Black
women, Zulu speaking, LSM 6-8, ages 25-49.
Do you want to be a NUMBER? Of course not. You are a person with likes,
dislikes, feelings and emotional needs. So has any intended audience.
So what are these people like? What do they do with their lives? How do they
spend their leisure time? What are their interests? What do they talk about to
each other when they are waiting in a queue at the Post Office or for a taxi?
This is what is important. Demographics do not attract audiences to
television. Programmes that satisfy their emotional needs attract them.
If only 40% of those with TV sets watch at prime time, then it shows that 60%
of all people have something better to do. TV does not attract audience
because it is there. There are plenty of other things to do. Just look at the
chart below. Ian addition to all the other entertainment available, people also
prefer to spend time talking to each other, spending quality time with their
families, and enjoying face to face contact with each other. It is always far
more satisfying than a flickering electronic image.
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People will use television if it offers more than all the other alternatives. Never
forget that 60% of people with TV sets prefer the alternatives.
So where do we start?
We start off with the demographics as they draw a line around the people we
are targeting.
But what are they like? This is never accurate and all you can do is get a
feeling for it.
The easiest is to take the target audience in the brief, and describe it is about
10-15 lines (200 words). This description should try to cover the interests,
hopes, fears, concerns and activities of the target audience.
The data you will need for this are:
1. Detailed descriptions of the SAARF Life stages
2. Detailed descriptions of the SAARF Lifestyles
3. Detailed descriptions of the LSM’s
4. Demographics of magazines and other print media.
5. Demographics of the radio stations.

Step 1
Start with the LSM descriptors. Look at the range given either in the brief, or if
nothing is stated there, then in that of the channel branding.
Read the detailed LSM descriptors, and make a list of key points such as:
 Media consumed (magazines, newspapers, radio and TV.
 Type of appliances in the homes.
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 Holidays and recreational activities.
 Home and car ownership.
 Media and other appliances in the home.

Step 2
Look at the programme content as stated in the brief. All content will always
exclude some or other group from the interests appealed to in the
programme.
Carefully go through the detailed SAARF Lifestyles and Life stages. Then
using the brief summaries, exclude the obvious Life stages and Lifestyles.
There must be some lifestyles that will not be interested in the programme
content. For instance, if the content is about domestic improvement, you can
be reasonably sure that this excludes the “Bars and Betters”.

Step 3
Make a summary of the interests and lifestyles that you have derived from the
detailed information of the LSM’s Lifestyles and Life stages. Try and keep it
to 10 lines. Now, from this detailed information, make a separate list of the
radio stations that this group listen to, and the printed media they read. Take
a note also of what they do for other entertainment (the data is all there).

Step 4
If necessary, browse through some issues of the magazines they read, and
make an effort to sample the type of radio they listen to.
Imagine a small group of people that enjoy this sort of thing. How do they
look? What do they wear? What sort of things do they talk about? What
“lingo” or slang do they use in conversation?
What do they do in the evenings and over the weekends?
NOTE:
You may argue that this data seems to apply to individuals, and that
there are too many individuals to try and draw a picture of a mass of
people between 2-million and even six-million.
However, this is exactly what we do in mass media. We draw a picture
of a typical viewer that is made to represent the mass. Of course it
means stereotyping, but stereotyping is just what mass media does.

Step 5
Now look at all the notes you have made. Try in your imagination to
amalgamate them all into one typical person.
Write out a description of the person. Keep it to 200 words, which are 10-15
lines.
It must be brief so that you and all your colleagues will be able to understand
it. This brief description will have a “personality”. The programme will also
have a “personality”.
If the programme is to have a chance at succeeding, both “personalities” must
match.
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Special interest programming
People with specific interests usually do not come from a wide range of
society. The SAARF Lifestyles show us that people who live in a similar way,
and enjoy much the same sort of things, come from a small part of society.
Golf players come from a small group, so do ballroom dancers. But at the
same time, it doesn’t mean that just because you don’t DO it, that you don’t
like to WATCH it.
There may be only 1.5% of the population with hearing disability, but that
does not mean that they are the only ones affected by deafness. Each deaf
person may affect as many as 10 other people, which means that there is a
much wider audience for programmes for and about the deaf than simple
statistics indicate.
Lessons from abroad show that educational programmes like Open University
and The Learning Channel have the most unlikely people riveted to
programmes about algebra.
There is a limit to what statistics tell us.
There is also the simple fact that a beautiful programme about trigonometry
can have the purely aesthetic appeal of “beautifully made television”.
AMPS indicate that interests tend to be narrow. They are also varied. Look at
these:
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So how do we get into the mind of people for whom public service
programming is made?
It’s actually a lot easier than trying to get into the minds of broad sectors of the
viewers for whom entertainment and commercial programming is made.
Once we have developed a statistical model for the number of people who are
directly affected by the subject matter, we can also safely assume that almost
all these people are a potential audience, but of course depending on whether
they are at home when the programme is broadcast.
Saturdays used to be a useful time on the schedule for public service
programming, as it was relatively easy for people to make a point of being at
home for a “special” broadcast. However, the economic realities of TV have
meant that Saturdays have become prime real estate for soap repeats, which
has wiped out quite a lot of scheduling leeway.
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Chapter Sixteen

Working to Options
If you want a sure way to waste everyone’s time, it us call a meeting and ask
everyone, “What shall we do?”
Meetings need to be disciplined, and one way to solve problems is to work to
options.
You call problem solving meetings that work to options, when you have issues
such as:
 Scheduling
 Deciding what programmes to slot in after a successful run.
 Planning ahead
 Replacing programmes
 Re-engineering programmes
 Revitalising
 Reviving
The steps are simple, and we have seen them before:

Step One – Generate options
Use a simple brainstorming system to generate various solutions to the
problem. Write them up on the board in a visual way. Use a Gantt chart, or a
timeline (see the example below).

Step Two – List Options
Now take all these options, and on a board to side of the visual plan, list them
using one or two-word headlines.

Step Three – discuss, analyse, evaluate, reject and test
At the end of the process, put your final selected options through some case
study scenarios to test it out.
When dealing with decisions on programmes, and try to forecast their
audiences, remember that the “S” curve applies to programmes as much as it
applies to your life, and the life of any product.
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This graph could apply to your life, to your career, and it certainly applies to
every consumer product bin ten market. It also applies to almost all TV
programmes.
TV programmes (like all products) start off making a loss while they find their
feet and while waiting for marketing efforts to kick in.
Then, if the audiences respond, the programme starts growing in audience
appeal, and grows in effectiveness.
Like all things, decline is inevitable. That’s life! And death!

Decline happens when (people, products, or anything) enters the “comfort
zone. Have you noticed how we do this at work? As soon as we get good at
our jobs, we start staking things easy, and we slip into the “comfort zone”.
That’s when we will inevitably start declining.
UNLESS:
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We find a way of breaking out, and starting off in a fresh, renewed, or reengineered way.
This will have a momentary decline while the product and the audiences find
their feet, but this is the only way further growth can be achieved.
All TV programmes show this pattern. With limited run programmes, the
“comfort zone” may be reached quite soon. With long-running soaps, the
comfort zone is usually once a year, when there needs to be a “jolt” that
shakes up everyone on the production team, the performers and the entire
show.
Remember the old show business saying, “You are only as good as your last
show”. Look at this graph.
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If you take a show off at its peak (or if you leave your job), the show is
remembered for as good as it was, and only with reference to the growth that
came before.
If you take a show off any later, then people remember the last show, but also
in relation to the decline the show had been experiencing. People remember
it as a show that was going down anyway.
That is why we break shows out just before they reach the peak.
In the graph below, the black line traces the actual audience of a long running
soap over ten years. You can clearly see the S-curve pattern. It also shows
how sometimes the “breakout was actually done a little too late.

Chapter Seventeen

How creative is the work?
There are many problems with “creativity”. First of all, it can mean what you
want it to mean. If you have six people in the room, they may all have their
own definition of creativity, or their own way of expressing it.
The problem for broadcasters is not that creativity is absent or rare, but that it
is within the capability of everyone, and is all around us. It’s just that we
either don’t recognise it the way the audience does, or we cannot seem to
agree if it there at all.
It is generally agreed that creativity is the use of imagination, insight, intellect,
emotion and craft in order to move an idea from its present state into some
new and unexplored state.
Or put simply:
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1. Creativity is only possible when you can do the tasks involved, in order
words, that you have learned your craft so well that it now second
nature to you.
2. Creativity involves doing something different
The implication here is that you cannot make anything out of nothing. There
has to be something in place beforehand that is usually the ability to perform
the craft.
Since every single person have a different range of experiences that they
have gone through in their lives, then what is “different” to one person, may
not be different to another. So immediately we will have differences of
opinion.
Creativity should surprise. What surprises one person, may not surprise
another.
Now we have to ask “Different to what?” The obvious answer is “Different to
anything I have seen before.” This implies that it must be different to the
experience of each individual. Or does it mean (in the words of the riskaverse commercial broadcasters) “Do what everyone else does differently, but
whatever you do, don’t do anything different.”

Why do we need creativity?
This is pretty obvious. People watch TV, not to learn to repeat it word-forword and off-by-heart. They watch it to experience art and entertainment.
You cannot experience what you have experienced before in exactly the
same way, without being bored. People are adventurous, they want to do
new things. Since television is a service, they demand something different
every time.
According to Carole Izard7, there are six emotions.
Joy / Happiness

Fear / Anxiety

Anger

Sadness / Grief

Disgust

Surprise

It is difficult that you can experience surprise unless the work is so complex
that every time you want it you are discovering different layers of meaning.
That brings us to the essence of television. For audiences to enjoy it, it must
have some MEANING.

Memory
We now come to the major factor in entertainment. The best description
comes from the film Shadow of the Vampire, “We are all scientists engaged in
the creation of memories.”
All information is accompanies by redundancy.
“Redundancy is equally useful for information-processing. Information
that is completely new, completely unrelated to anything we already
7

Izard, C. E. (1991). The psychology of emotions. New York: Plenum.
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know, can at best be committed to memory, which for most people is a
difficult and unpleasant process. It is also quite slow: the rate at which
adults can commit unfamiliar information to long-term memory is
estimated at between 0.5 and 0.7 bits per second. Most of the time we
absorb information by relating it to what we already know, comparing it
with and modifying the fund of information we have already stored in
memory, but that is only possible when the incoming information is
related to and linked with informational elements familiar to us. Every
teacher knows how much easier it is for students to learn if they can
relate the new with the familiar, be it by resemblance, parallelism, or
contrast, and he will try to help his students by stressing or bringing in
elements that establish such a relation. Redundant information, far
from adding to the burden on the brain’s processing capacity, renders
information-processing easier and more pleasant.8
It’s the same with TV. We remember according to what we know already.
When we remember we file it away, and recall it when we want to. Or when
we are triggered to. We only remember the things we love and hate, we
rarely remember something we are completely indifferent to.
It is reasonable to say that the success of ant TV programme is measured
according to how long remember it.

New views of creativity
Until the 1990’s, creativity tended to be regarded as something exceptional.
However, since then the move to democratise the arts into the creative
industries, has resulted in changes. Today we tend to concentrate on:
o Ordinary creativity rather than genius.
o Characterising, rather than measuring.
o The social system rather than the individual.
o Encompassing views of creativity that include products but do not see
these as necessary.

Culture.
There is considerable evidence that culture is subject to the dynamics of
culture9. So how do we define culture in a multicultural environment, and on
public free-to-air television?
Take note of this conventional model of culture in a modern society.

8

Scitovsky, Tibor. The Joyless Economy. 1992. Oxford University Press. Page 47.

Ng, A.K. (2003) “A cultural model of creative and conforming behaviour”, Creativity
Research Journal, 15 (2&3):223-33.
9

© Busvannah Communications cc 2005

Content Evaluation

Page 63

Environment.
How does creativity relate to the environment? Creativity in the media and the
creative industries is marketised. “It is anchored in a global marketplace that
has a powerful influence on values. Wants are substituted for needs,
convenience lifestyles and image are increasingly seen as significant and
form part of a `throw-away' culture where make-do-and-mend are old-speak,
and short shelf-life and built-in obsolescence is seen to be positive. The drive
to innovate further becomes an end in itself. And this occurs against a rising
global population and an increasing imbalance between nations in
consumption of reducing world resources. How appropriate is this? What
significance do we accord the evaluation of the impact of our ideas on others
or on our wider environment? For to do so might mean seeing creativity in
perhaps a more spiritual way, in terms of fulfilment, individual or collective.
And so it could also mean taking a different kind of existential slant on life
(Craft, 2005).”10

Ethics.
As broadcasters we want to encourage choice, instil values and contribute to
“nation-building”. What kind of world do we create, where the “market” is
seen as God? Who decides? Do we dictate culture or is culture a dynamic
force that emanates from the people?

Qualities of creativity
A quality of new-ness' - The opposite of this is “trite”, or “I have seen it or
something close to it too often before.”

10

Jackson, n (Ed). Developing creativity in Higher Education. 2006. Routledge.
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Original – It has to surprise with its complete difference to anything that has
been seen before.
Related to traditions of work – it has to relate to things that have gone before,
it has to be seen to be within a context especially that of developing things
that have gone before.
A break with tradition – Some people see that it must be somewhat irreverent
to the established way of looking at things.
Different by degree – Creativity seems to be measured by degrees. At the one
end are “works of genius”, and at the other end are things that are “weakly
original”.
Expressed through a product – You can only judge creativity through the
sense. It cannot be an idea. It must be something that is capable of being
subject to copyright.
Recognised – People who claim that works are creative or not, must know
what they are talking about, and be reasonably competent in that field.
Useful -It is not really creative while it is still being developed. It must be
completed work. If it was not capable of being developed to final product
stage, it was not creative in the first place.
Ethical – If it is produced for the purposes of something harmful or against
“bonos mores|”, it can hardly be creative. The same may be said or
pornography.
Hard – Creativity is not easy. It may come easily as an idea, but it always
hard work to convert and develop into something that can be used.

Measuring creativity
Creativity is entirely subjective. On that basis we can reasonably assume
that:
1. Measurement exists uniquely within a context. This means that
creativity measurement within a book publisher is not necessarily going
to have any relevance to creativity measurement in a television
broadcaster.
2. The measurement should be conducted by a consistent group, all of
whom agree to and understand the instrument of measurement.
3. Creativity is different for different techniques, technology and
disciplines. There is a different creativity required for news, for
education and for drama. Evaluation, although subjective, must be
done by panels of appropriately qualified people.
There are many measurement systems available, but few have applications
that cross over. There are however some interesting frameworks, from which
much can be borrowed.

A sample framework
Here is one that provides basis from which to construct Likert scales or
semantic differential instruments.
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Any measurement of creative product should =rest on three pillars:
1. Novelty
2. Resolution
3. Style

Novelty
Novelty is the extent of newness in the product: in terms of the number and
extent of new processes, new techniques, and new concepts included: in
terms of the newness of the product both in and out of field. It consists of two
elements

Surprising:
The product presents unexpected or unanticipated information to the user,
listener, or viewer.
Original:
The product is unusual or infrequently seen in a universe of products made by
people with similar experience and training.

Resolution
Resolution is how well the product works, functions, does what it is supposed
to do. The degree to which the product fits or meets the needs of the
problematic situation. Within Resolution are four facets
Logical:
The product or solution follows the acceptable and understood rules for the
discipline.
Useful:
The product has clear, practical applications.

Valuable:
The product is judged worthy because it fills a financial, physical, social, or
psychological need.
Understandable:
The product is presented in a communicative, self-disclosing way, which is
“user-friendly.”

Style
Style is the degree to which the product combines unlike elements into a
refined, developed, coherent whole, statement or unit. There are three facets
in Style
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Organic:
The product has a sense of wholeness or completeness about it. All the parts
“work well” together.
Well Crafted:
The product has been worked and reworked with care to develop it to its
highest possible level for this point in time.
Elegant:
The product shows a solution which is expressed in a refined, understated
way
Like all TV, it is very dangerous to make a decision on creativity on your own.
It should be consensual from a panel of people who know what they are
talking about.
If an evaluation panel consists of lawyers and accountants, it is usually good
to involve them as well, as they provide a balance between those who tend to
be Worldly and cynical” like commissioning editors, and the average viewer
(which the layers and accountants are more likely to be).
How do we gain consensus and how do we measure it?
The only way to measure it is using degrees or measurable values and then
averaging them. We are back to the Likert Scale, matrices and rubrics.

The matrix
These can be useful as long as the people using them are used to them, and
are also capable of expressing themselves.
Here is a useful matrix that uses a Likert Scale:
Uniqueness

1

2

3

4

Association of ideas
Risk-taking
Potential
Operability
Well-crafted ness
Attractiveness
There are many arguments against this type of matrix, in that each of the
descriptors means something different to each person.
However, don’t forget that are taking averages.
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Rubrics
We are on sounder ground here. Remember that a rubric is a matrix that
gives you values as to what measure to choose. You have a far better
chance of achieving consensus through a rubric than through a matrix.
CRITERION

5

4

3

2

1

Novelty
Surprising

Every element is
unpredictable, leaving the
viewer in constant suspense

Good suspense, and
almost all elements are
unexpected

Mediocre suspense and
predictability

I anticipated a lot

Totally
predictable

Original

I have never seen anything
like this before

I have a recollection that I
may have seen something
like this before

It a variation on a style
and format I have seen
before

Seen it before, getting
rather tired of it.

It is blatant
imitation of
formats
and styles

Logical

Every element follows one on
the other, even though they
are not in sequence. It makes
total sense

There are some elements
that need improvement

Fairly logical, there is
nothing that does not
make sense

There are times when
I just cannot see
where it is going

It jumps all
over the
place, and
seems to
have no
direction at
all

Useful

This fulfils the needs of the
audience exactly according to
the brief

There is room of
improvement and a
refinement of meeting
audience needs

It will adequately meet
audience needs

There is a sense of
purpose, but it is off
the target

I cannot
see any
reason why
people will
want to
watch this

Valuable

People really need this type of
program and will remember it

There are interesting
possibilities for spin-offs

It is adequate, but many
people will look for
alternatives

There is minimal use
in this subject matter

Total
indulgence

Understan
dable

I understand every aspect and
nuance

There are some places
where I wasn’t sure I
understood

Reasonably
understandable

There are many
places where I wasn’t
sure of what was
going on

I haven’t a
clue what
is going on

Resolution

Style
Organic

The brief, the objectives, the
target audience and the
concept are all “one”.

Well
Crafted

Every elements ties up, and
there are aspects that keep
coming back that talk me
really by surprise

Needs some fine tuning in
places

So - so. Can do with
more style in
construction

It is rather carelessly
constructed

Disconnect
ed and
thrown
together

Elegant

I call this “real classy”

Has some really good
moments that are
understated and stylish

Really mediocre

Bordering on bad taste

Trash

Chapter Eighteen

Making evaluation easy
Computerise the evaluation. But how?
An evaluation is little better than a questionnaire. There are many
questionnaire software packages available. All of them involve the design on
the forms, and the evaluation protocols.
This means that you design the form once, channel it to the laptops or
desktops of the evaluators.
They will complete the form on their desktop, and submit it to the common
server. This can be done over a network or over the Web.
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At the touch of a button, the person collating the information produces a full
report that pulls all the answers together.
No more adding up and scoring. If this job takes eight hours to do, the
computer will do it in a flash.
There is a lot of work involves in collating matrices and rubrics. In the time it
takes to design the tool, you will also include the programming for evaluation.
Software makes an enormous difference. It also allows the respondents the
ability to change their mind before submitting, and even to print what they
want to send in.
Almost all of this software can be purchased online.

Chapter Nineteen

The Repertory Grid Technique
Background
George Kelly was a psychologist in the 1930’s. In his job - he was a clinician he had to get to know many people, classify them, understand their points of
view, and help them understand themselves better. He was worried that the
science of psychology as it had then developed was standing in the way of his
meeting these objectives.
Today's researchers in industry often share Kelly's problems. In fields as
diverse as personnel and quality control, marketing and safety, there are
people who need to do research - who need to get to know other people, to
classify them, to understand their points of view, to help them understand
themselves better.
Often the research methods available to industry stand in the way of meeting
these objectives. Kelly’s technique is today used extensively in product
evaluation and marketing. We know that most product evaluation and
marketing tools apply to television content.
The technique is essentially matrix-based although it is more complex than
simply filling-in a matrix of elements. When used in knowledge engineering,
the technique usually involves the following four main stages (as described
below). Analysis of the Repertory Grid is usually done by computer software.
It can be done manually if the analysis is kept simple.

Stage 1
In stage 1 the concepts (called elements) are selected for the grid. These can
be programmes, stations, genres, time slots – whatever are to be compared
and contrasted. For the technique to be successful and not take too much
time to operate, the number chosen should be no less than about 7 and no
more than about 15. A set of about the same number of attributes (called
constructs) is also required. These should be such that the values can be
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rated on a continuous scale. The attributes can be taken from knowledge
previously elicited or generated during the session using triadic elicitation.
This is quite easy to master, but requires quite a lot of skill on the part of the
participants, and adept skill on the part of the facilitator.

Stage 2
In Stage 2 the group rate each concept against each attribute. A numerical
scale is often used, say 1 - 9. For instance, if the concepts are soap operas
across all channels, they may have attributes such as “earthy – elegant”, and
family – age specific”.

Stage 3
In stage 3, the ratings are applied to a statistical calculation called cluster
analysis to create a focus grid. These calculations ensure that concepts with
similar scores are grouped together in the focus grid. Similarly, attributes that
have similar scores across the concepts are grouped together in the focus
grid. Here is an example of a focus grid for six soap operas.

The structures to the bottom and to the right of the gird shown above are
dendrograms that indicate the strength of correlations. Generations and Egoli
are similar and Egoli and Backstage are very different.

Stage 4
In stage 4, the facilitator walks the group through the focus grid gaining
feedback and prompting for knowledge concerning the groupings and
correlations shown. If appropriate, extra concepts or attributes are added and
then rated to provide a larger and more representative grid. In this way the
technique can be used to uncover hidden correlations and causal
connections.
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Advantages
The Repertory Grid Technique is probably the most sophisticated tool for
evaluation and measurement of qualities that are heavily dependent on
attitudes.
Disadvantages
The calculations required to get to the evaluation of correlations
(dendrograms) are quite complex and require dedicated computer software,
which in not costly.
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Appendix One

Sample drama score sheet
Criteria
The following criteria will apply to the evaluation of submissions:
Content

50%
Degree to which all the components are included

12%

Theme

27%

Characterisation

20%

Setting

20%

Structure

21%

Target Audience

5%

Mandate

Compliance with broadcaster’s mandate

5%

Competence

Including Capacity

20%

Revenue Potential

5%

Project Costs

5%

Industry development

10%

Scoring
Section 1: Content
One

Degree to which all the required components are included
YES

The proposal should begin with a one-page summary of the programme. This
summary should be headed by the working title, genre, episode duration and number
of episodes.
It should be followed by a textual description of the programme, divided into any
relevant scenes, episodes or acts.
A statement of the objectives that can be achieved with the programme/series.
Target audience, giving reasons why the elements of the proposed programme will
appeal to this target audience.
An outline of the creative elements, style and treatment.
Proposed cast, creative talent (including writers) and key production staff.
Summary of the budget the producer has calculated in needed to fulfil the
requirements of the brief.
Company profile
A statement of the producer’s experience in making programmes, and how the
producer will carry out a commitment to quality production.

(Count the number of YES, and divide by ten.)
Score:
Two

Theme

1.

How relevant is the theme to the majority of viewers?
Excellent

5

Good

4

Fair

3

Comments:
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2

Poor

1

Total points
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Even if the setting is historical or futuristic, does the theme have a
“hook” to which the majority of viewers will identify?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
3.

How do you rate the theme as being of personal and social value?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

3

Not good

2

Poor

1

Total points

Comments:
4.

Is the story original?
Excellent

5

Good

4

Fair

Comments:
Three Characterisation
1. How well has the author defined the characters in terms of drawing a
portrait of them?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
2.

Are the actions and reactions of the characters consistent with their
characterisation?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

1

Total points

Comments:
3.

Do you find it easy to identify with the characters?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

Comments:
Four Setting
1. Will viewers be able to identify with the setting?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

2

Poor

1

Total points

Comments:
2. Is the setting of the locale credible?
Excellent

5

Good

4

Fair

3

Comments:
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3. Is the setting of the locale integral to the theme?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:

Five

Structure

1. Does the drama/series have a clear beginning, middle and end?
Excellent

5

Good

4

Fair

3

Not good

Poor

1

Total points

Poor

1

Total points

2

Poor

1

Total points

2

Poor

1

Total points

Poor

1

Total points

2

Comments:
2. Is there a climax at the end of each segment?
Excellent

5

Good

4

Fair

3

Not good

2

Comments:
3. How well does the author deal with suspense?
Excellent

5

Good

4

Fair

3

Not good

Comments:
TOTAL POINTS IN SECTION 1
Section 2: Target Audience
1. How well is the target audience defined?
Excellent

5

Good

4

Fair

3

Not good

Comments:
2. How realistic is this definition of the audience?
Excellent

5

Good

4

Fair

3

Not good

2

Comments:
3. How well does this definition comply with the broadcaster’s target
audience?
Excellent

5

Good

4

Fair

3

Comments:
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Not good

2

Poor

1

Total points
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TOTAL POINTS IN SECTION 2
Section 3: Broadcaster mandate
1. How well does the proposal comply with the channel/station strategy?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
2. How well does the proposal comply with the channel/station
positioning?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
3. How well does the proposal comply with the broadcaster public
mandate?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
TOTAL POINTS IN SECTION 3
Section 4: Producer Competence and Capacity
1. How do you rate the producer’s track record for this type of work?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

1

Total points

Comments:
2. How do you rate the producer’s track record generally?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

Comments:
3. Has the producer demonstrated the capacity to deliver, even if this is
shown through alliances or partnerships?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
4. How do you rate the track record of key personnel for this type of
work?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
5. How do you rate the track record of key personnel generally?
Excellent

5

Good

4

Fair

3

Comments:
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Not good

2

Poor

1

Total points
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TOTAL POINTS IN SECTION 4
Section 5: Revenue Potential
1. How do you rate the potential for this project receiving outside funding?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
2. How do you rate the potential for this programme to attract advertising?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
3. How do you rate the potential for this programme to attract other
income streams such as merchandising, competitions and other ways?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

1

Total points

Comments:
TOTAL POINTS IN SECTION 5
Section 6: Project costs
1. How realistically has the producer costed the project?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

Comments:
2. How well do the projected costs comply with what the channel/station
can afford?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
3. How do you rate the producer’s ability to minimise the risks of going
over budget?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
TOTAL POINTS IN SECTION 6
Section 7: Industry Development
1. How do you rate the producer’s ownership in terms of local ownership?
Excellent

5

Good

4

Fair

3

Comments:
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Not good

2

Poor

1

Total points
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2. How do you rate the proposed key personnel in terms of being local?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
3. How do you rate the use of women within the key personnel?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
4. How well will this project facilitate the transfer of scarce skills to the
local industry?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
5. How well will this project make use of local locations, facilities, services
and creative people?
Excellent

5

Good

4

Fair

3

Not good

2

Poor

1

Total points

Comments:
TOTAL POINTS IN SECTION 7

Calculating the final score
Transfer the total points into each of the following blacks, and multiply by the
factor in the next block.
Add the final total, and that will give the project’s score out of 184.
Section Total Score

Multiply by

1

1.2432

2

0.6133

3

0.6133

4

1.4720

5

0.6133

6

0.6133

7

0.7360
GRAND TOTAL
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Appendix Two

Aesthetic

TECHNICAL

Audio production Rubric
5

4

3

2

1

0

Levels

Recording
levels are
perfect for each
instrument

Levels are
appropriate

Some levels
are too
strong
and/or too
weak

Something
really sticks out
too much

Levels are
terribly
unbalanced

No
project

Signal

Signal quality is
excellent

Signal levels
are clear and
clean

Signals are
mostly clear
some are
muddy or
distorted

Signal quality is
uneven and
distracts the
listener

Signal
quality is a
major
distraction

No
project

Effects

Use of effects is
subtle and
artistic

Effects are
appropriate

Something
has a
distracting
amount of
effects

Badly needs
effects or less
effects

Effect use
causes
major
distraction

No
project

EQ

Equalisation is
wonderful

EQ is well
done and fits
recording

Most things
use EQ well

Something has
a major EQ
problem

EQ is a
huge
distraction

No
project

Mastering

Recording is
exceptionally
mastered

Mastering
has cleaned
up and
bettered
recording

Something
should have
been
cleaned in
mastering

Mastering in
dire need

No
mastering

No
project

5

4

3

2

1

0

Balance

A well-balanced
recording, one
doesn’t even
notice the
production

Project is
wellbalanced
and even

Something is
too
strong or
missing

Something is
sticking out or
distracting

Very
unbalanced
recording

No
project

Performanc
e

Performances
are incredible!

Performance
s are
solid and
clean

Performance
s are
fine but
uneven

Performances
are
good but clearly
by an amateur

Very
amateurish
performanc
e

No
project

Radio
quality

Radio ready—
recording will
draw interest
from discerning
listeners

Could be on
the radio

Is pretty
good, but
really isn’t
ready for
radio play

Maybe radiofriendly, but
pushing it

Not even
close to
ready

No
project

Message

Message
recording is
trying to make
is very strong
and clear

Message is
clear

Message
gets a little
lost in the
translation

Message is
largely
inconsistent

Message
almost
cannot be
discerned

No
project

Gut
reaction

Overall gut
reaction is
overwhelming

Strong gut
reaction

Okay gut
reaction

Mixed feelings
about recording

Poor gut
reaction to
project

No
project

(Extracted from 'Producing videos – a complete guide" by Martha Mollison. Allen and Unwin
2003)
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Appendix Three

Studio production rubric
5

4

3

2

1

O

Technical
Camera
composition is
consistently
beautiful

Solid
composition
looks good
throughout

Camera shots
have a few
weak shots with
poor framing

Shots are
consistently
outside of
prescribed
composition
guidelines

No shots use
quality
composition

Show didn’t
make deadline

Switches are
timed and
create a fluidity
without any
errors

Switches are
well-timed and
clean

A couple
switches are
early or late or
use
inappropriate
wipes

Most switches
are out of sync
with the show
script

Switches cause
major distraction

Too little, too
late!?!

Audio quality is
flawless and
perfectly
equalised

Audio is clear
and well
equalised

A couple of
audio
distractions,
okay EQ

Audio mishaps,
poor EQ

Major audio
dropouts or
distractions;
draws attention
away

My dog ate our
tape

Talent makes
NO errors. with
clear,
professional
delivery

Talent speaks
clearly; good
eye contact with
posture and
language

Inconsistent eye
contact; can’t
hear some
words; weak
presence

Poor eye
contact,
speaking,
presence

Talent is using
the opportunity
to grandstand
their own ego

Just five more
minutes!?!

Lighting is very
inviting,
flattering

Lighting looks
good, no glaring
shadows

A few shadows,
light uneven

Many shadows
very uneven

Very distracting
lighting

We don’t have
a show
because

Gear
is stored better
than it was

Gear is put
away as
prescribed

Room is a bit
messy

Cables laying
around
uncoiled, stuff
laying around

Messy Marvin
City!

Show is a no
show

Show is well
made without
any glaring
errors to draw
away from
message

A few hiccups in
flow and
continuity

The show stops
and starts like
an old Buick

This is a show?

We punt!

Maintains a high Viewers stay
interested!
level of interest
in viewers (they
can’t stop
watching)

Viewers say:
‘Yeah, that was
okay...’

Show was
pretty lame

Show is
REALLY,
REALLY
LAME!

Crew abducted
by aliens?
Yeah, right...

The show
touches us in a
meaningful way!

The show has
important
content.

Some stuff that
we could care
less about

Lots of fluff

WHO CARES!

‘Show is
missing... with
Elvis...’

GUT FEELING

GUT FEELING

GUT FEELING

GUT FEELING

GUT FEELING

No show? No
score, Baby...

Aesthetic
Show has a
smooth
continuity and
rhythm

(Extracted from "Producing videos – a complete guide" by Martha Mollison. Allen and Unwin
2003)
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Appendix Four

Producer evaluation Rubrics

Role
responsibilities

Roles are assumed, but team
members do not complete tasks. No
cooperation or collaboration evident.
Deadlines are missed and products
do not meet standards.

Roles are assumed, and most team
members complete tasks. Cooperation
is evident, but collaboration is weak.
Acceptable products are delivered near
scheduled deadlines.

Roles are assumed, and all team members
complete tasks. Cooperation and collaboration
are routine. Exceptional products are delivered
on or before assigned deadlines.

Script

No evidence of a script or storyboard.

Storyboard is created with sketches and
notes about proposed shots and
dialogue.

Storyboard is created with sketches and notes
about proposed shots and dialogue. Notes of
proposed transitions, special effects, and sound
and title tracks are included. A working script is
used.

Scouting

No evidence of scouting.

Shooting location is scouted and a
strategy to cover most problems (space,
lighting, sound, electricity) is developed.

Scouts find an exceptional location with
atmosphere to suit the action. Minimal technical
problems exist, and a plan for solving those
problems is developed.

Preparation

Little evidence exists to document
gathering supplies and equipment
and checking their condition

Almost all necessary supplies and
equipment are located in advance.
Equipment is checked to ensure it is
operational.

All necessary supplies and equipment are
located and scheduled well in advance. All
equipment is checked to ensure it is operational.
A backup plan is developed to cover problems
caused by technical difficulties.

Lighting

Only ambient (available) light is used.
Scenes are too bright or too dark.

Additional lighting is used. Few
shadows or glares are apparent.

Additional lighting is used. Almost no shadows or
glares are apparent.

Colour

No colour scheme is apparent.

Backgrounds and clothing are selected

Backgrounds and clothing are selected to reduce
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Intermediate

Novice
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to reduce contrast. Extremely fine
horizontal or vertical lines are avoided.

contrast. Colour selections suit the mood of the
video. Extremely fine horizontal or vertical lines
are avoided.

The camera is not held steady and
excessive panning and zooming
distracts the viewer.

The camera is held steady. Pans and
zooms are limited. The main subject is
located slightly off centre, using the
"rule of thirds."

The video is steady with few pans and zooms.
Close ups are used to focus attention. Video
shows evidence of good composition (ratio of
image to frame, line of gaze, pan/tilts,
movement, and perspective).

Story
concept/style

The video is a disconnected series of
scenes with no unifying story. No
style or mood is apparent.

The video tells a connected story, but
the style and mood do not suit the
content.

The video tells a compelling story in a style or
mood which suits the content.

Moving images

The video features "talking heads"
with little or no action to add interest
OR the video uses action
excessively.

The video includes some "talking
heads," but backgrounds and video
effects add interest. Most motion
scenes make the story clearer or give it
more impact.

Motion scenes are planned and purposeful,
adding impact to the story line. "Talking heads"
scenes are used only when they are crucial to
telling the story.

Transitions

No transitions between clips are
used. Raw clips run back to back in
the final video.

Transitions are used, but the types of
wipes and fades selected are not
always appropriate for the scene.

Transitions between clips (same subject, new
subject, passage of time, breaking) suit the mood
and content and smooth the flow from one scene
to the next.

Content

Content is unrelated to the story.
Random shots of disconnected or
irrelevant content are included.

Content relates to the storyline.
Random and disconnected material has
been edited out.

Content is creative and compelling. Video
subjects and objects always relate to the
storyline.

Timing

Video clips begin and end with slack
time or no action.

Most video clips are edited to remove
slack time and to emphasize action.

Video clips show no slack time. "Three beat"
timing (three actions per clip or three clips per
event) is evident.

Pace

Video clips are too long and do not
advance the storyline OR too short
and leave out essential action or
dialogue.

Most video clips move at a steady pace,
fast enough to keep the audience
interested and slow enough to tell the
complete story.

All video clips fit the storyline. Clips are just long
enough to make each point clear. The pace
captures audience attention.

Computer
hardware/softwa
re use

Video clips are digitally sequenced
but show little evidence of editing. No
evidence of solving file size or file
format problems exists.

Video clips are digitally sequenced with
transitions, special effects, sound
tracks, and title tracks. File size and
format problems are usually solved.

Digital editing techniques (trimming, transitions,
special effects, sound tracks, title tracks) are
used creatively. File size and format problems
are solved.

Camera
techniques

Production Phase
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Name:_______________________________

Date:__________

PRODUCERS
Evaluation Form

A

B

Participation
Initiative

Attitude
Teamwork
Cooperation

4

3

2

1

0

Industrious; uses time
wisely; is prepared

Consistent worker; usually
prepared and on task;
requires minimal supervision

Works without too much
prodding and supervision;
generally on task

Wastes time;
unprepared;
disinterested; requires
supervision

Wastes time;
bothers others;
lack of motivation;
requires constant
supervision

Develops Team Approach!
Works well with others;
serves as positive role
mode; helps teacher and
others; enthusiastic

Interested; tries to improve;
conforms to standards;
usually cooperative

Passive; must be corrected
occasionally; makes little
effort to improve

Requires constant
supervision; moody;
sets a bad example;
makes no effort to
improve

Complains;
obstinate; faultfinding;
uncooperative

Maintains a respectable
attitude towards others, but
with less positive influence.
Follows most of director’s
cues.

Maintains communication
but with some disrespect.
Disagrees with hostility on
decisions by producers and
directors.

Disrespectful to
colleagues and
generally in a poor
mood

Has a negative
attitude about
work and verbally
abusive to
colleagues when
in disagreement

C

Communication

Works well with others in
that does not use
derogatory language,
allows for minor mistakes of
others, and follows
director’s cues. Maintains
positive attitude with others.

D

Care and Use of
Tools,
Machines, &
Materials
Housekeeping

Keeps tools & machines in
good working condition;
conserves materials; cleans
up and turns off equipment
for self and others; if
necessary

Careful in care and use of
tools, machines; rarely fails
to clean up

Generally careful in care
and use of tools, machines,
and materials; must be
reminded to clean up

Often misuses or
abuses tools,
machines, and wastes
materials; usually
leaves cleaning to
others

Misuses or
abuses tools,
machines; wastes
materials; fails to
help clean up

Professionalism

Assumes responsibility,
commendable professional
conduct & overall
appearance

Completes assignments on
time; reasonably
professional behaviour &
appearance

Acceptable behaviour and
appearance

Needs to improve
appearance and/or
behaviour

Poor behaviour,
appearance,
and/or hygiene

E
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4

3

2

1

0

Pre-Production

Designs production—
ensures that everyone is in
places, ensures that others
are completing their part,
prepared to solve all
problems quickly and
efficiently.

Designs production—
ensures that most people are
in places, ensures most of
the work is complete,
somewhat prepared to solve
problems

Designs production—has
some of the people are in
places, ensures some of
the work is complete,
somewhat prepared for
problems

Designs production—
has few people in
places with work
complete, not really
prepared for problems
should they arise.

Designs
production—no
one is in place,
not prepared for
any kind of
problems.

Tries to make sure levels are
correct, production follows a
logical format and that show
is being taped. All timings
are good.

Some of the levels are
correct, some of the
production is logical, and
some of the show is taped.
Some timings are off

Few of the levels are
correct; little of the
production is logical;
and little of the show is
taped. Most timings
are off.

Show is a failure.

Production

Ensures all levels are
appropriate, ensures
production follows a logical
format, ensures that show
is being taped and that all
timing is being met.

TOTALS

FINAL GRADE

Grading Scale
Comments: ______________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
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28=100
27=96
26=93
25=89
24=86
23=82
22=79
21=75
20=71

19=68
18=64
17=61
16=57
15=54
14=50
13=46
12=43
11=39

10=36
9=32
8=29
7=25
6=21
5=18
4=14
3=11
2=7

Score
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ANCHOR Evaluation Form

A

Participation
Initiative

B

Attitude
Teamwork
Cooperation

C

Communication

D

Care and Use of
Tools, Machines, &
Materials
Housekeeping
(Specifically, in
regards to the
teleprompter and
microphones)

E

Responsibility of
Typing
Announcements &
Rehearsing

4

3

2

1

0

Industrious; uses time
wisely; is prepared

Consistent worker;
usually prepared
and on task;
requires minimal
supervision

Works without too much
prodding and
supervision; generally on
task

Wastes time;
unprepared;
disinterested; requires
supervision

Wastes time; bothers
others; lack of
motivation; requires
constant supervision

Works well with others;
serves as positive role
mode; helps teacher and
others; enthusiastic

Interested; tries to
improve; conforms
to standards;
usually cooperative

Passive; must be
corrected occasionally;
makes little effort to
improve

Requires constant
supervision; moody;
sets a bad example;
makes no effort to
improve

Complains; obstinate;
fault-finding;
uncooperative

Works well with others in
that does not use
derogatory language,
allows for minor
mistakes of others, and
follows director’s cues.
Maintains positive
attitude with others.

Maintains a
respectable attitude
towards others, but
with less positive
influence. Follows
most of director’s
cues.

Maintains communication
but uses some
disrespectful terms.
Disagrees with hostility
on decisions by
producers and directors.

Disrespectful to
colleagues and
generally in a poor
mood

Has a negative
attitude about work
and verbally abusive
to colleagues when in
disagreement

Keeps tools & machines
in good working
condition; conserves
materials; cleans up for
self and others; if
necessary

Careful in care and
use of tools,
machines; rarely
fails to clean up

Generally careful in care
and use of tools,
machines, and materials;
must be reminded to
clean up

Often misuses or
abuses tools,
machines, and wastes
materials; usually
leaves cleaning to
others

Misuses or abuses
tools, machines;
wastes materials; fails
to help clean up

Assumes responsibility
of getting the
announcement folder
and begins typing up
announcements prior to

Completes
assignments within
reasonable window
to complete 2
rehearsals

Completes work within an
acceptable window to
one dress rehearsal

Needs to come in
earlier to complete
work in a timely manner
so as to not affect the
abilities of other

Completely
unprepared and was
unable to go on with
the broadcast.
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4

3

2

1
personnel

the 1st bell so that crew
can rehearse at least 3
times.

F

G

Professionalism
Dress Code
Gum, Makeup,
Inappropriate Items

Performance

0

Assumes responsibility,
commendable
professional conduct &
overall appearance

Completes
assignments on
time; reasonably
professional
behaviour &
appearance

Acceptable behaviour
and appearance

Needs to improve
appearance and/or
behaviour

Poor behaviour,
appearance, and/or
hygiene

Always prepared for
being on-camera, even
when off. Does not
mispronounce names.
Prepared for any
eventuality

Prepared for being
on-camera most of
the time. Most
names are
pronounced
correctly.

Prepared for being oncamera some of the
time—but loses some of
composure. Some of the
names are pronounced
correctly.

Not prepared for being
on-camera. Does not
maintain composure
when on camera. Most
names are not
pronounced correctly.

Inappropriate
behaviour when on
camera. All names
pronounced
incorrectly.
TOTALS

FINAL GRADE

Grading Scale
Comments: ______________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
________________________________________________
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28=100
27=96
26=93
25=89
24=86
23=82
22=79
21=75
20=71

19=68
18=64
17=61
16=57
15=54
14=50
13=46
12=43
11=39

10=36
9=32
8=29
7=25
6=21
5=18
4=14
3=11
2=7

Score

