Page | 1

By

Howard Thomas
Fifty Steps in understanding modern television in developing countries
South Africa Edition

© Howard Thomas 2013

2 | Page

Howard Thomas has worked in the entertainment industry all his life, and in
television since it first arrived in South Africa in 1976. He is an award-winning
TV producer, and has worked in theatre, radio, films, magazines and digital
media. He has been writing about the industry for over 20 years. He is also an
acclaimed trainer, lecturer and facilitator, and SAQA accredited as an
assessor and moderator.

ISBN 978-1-300-75570-8
Copyright © 2013 Howard Thomas
All rights reserved.
This work is licensed under the Creative Commons Attribution-ShareAlike 3.0
Unported License. To view a copy of this license, visit
http://creativecommons.org/licenses/by-nc/2.5/; or send a letter to:
Creative Commons
171 Second Street, Suite 300
San Francisco, California 94105
USA
http://www.lulu.com

© Howard Thomas 2013

Page | 3

The Engine of TV
By

Howard Thomas
© Howard Thomas 2013
PO Box 2927, Pinegowrie, Johannesburg, South Africa
www.busvannah.co.za
All rights reserved. No part of this publication may be reproduced or
transmitted in any form, or by electronic or mechanical means, including any
information storage and retrieval system, without the prior permission in writing
from the author.

© Howard Thomas 2013

4 | Page

Contents
Introduction ............................................................................................................ 6

1 ....................................................................................................................... 9
Understanding audiences ...................................................................................... 9
Basic audience psychology ................................................................................. 9
Emotional needs ............................................................................................... 11
Pleasure ........................................................................................................... 14
Meaning and Usefulness ................................................................................... 17
Choice .............................................................................................................. 20

2 ..................................................................................................................... 23
Understanding media and TV .............................................................................. 23
Media and entertainment .................................................................................. 23
Old and new media ........................................................................................... 25
Interactivity and portability ................................................................................. 26
Attitude and Behaviour ...................................................................................... 27
Digital multi-channel TV .................................................................................... 28

3 ..................................................................................................................... 30
Understanding concepts...................................................................................... 30
The Business .................................................................................................... 30
The gap ............................................................................................................ 31
The target ......................................................................................................... 33
The viability ....................................................................................................... 35
The test............................................................................................................. 36

4 ..................................................................................................................... 38
Understanding audience research ...................................................................... 38
Research basics ............................................................................................... 38
Sound research and revenue ............................................................................ 42
Sampling and demographics ............................................................................. 43
Setting station and programme objectives ......................................................... 43
AR and Share ................................................................................................... 49

5 ..................................................................................................................... 52
Understanding development ............................................................................... 52
Research the potential on the past .................................................................... 53
Research the current media conditions ............................................................. 54
Look for the stars .............................................................................................. 56
Genre................................................................................................................ 56
Who makes content .......................................................................................... 59

6 ..................................................................................................................... 61
Understanding finance and income streams ...................................................... 61
Cover the costs and normal profits .................................................................... 61
Audiences make income streams ...................................................................... 63
Advertising, research and rates ......................................................................... 65
Audience quality, loyalty and attention .............................................................. 65
New streams in interactive media...................................................................... 66

© Howard Thomas 2013

Page | 5

7 ..................................................................................................................... 68
Understand the Pitch ........................................................................................... 68
Write the concept .............................................................................................. 69
The pitch ........................................................................................................... 70
Write the business plan ..................................................................................... 71
Design the deal ................................................................................................. 73
Pitch the product ............................................................................................... 73

8 ..................................................................................................................... 75
Understand the long tail....................................................................................... 75
Research and evaluation .................................................................................. 75
Reruns and repeats .......................................................................................... 76
Repurposing ..................................................................................................... 78
Versioning ......................................................................................................... 79
Other media rights ............................................................................................ 79

9 ..................................................................................................................... 81
Understand scheduling ........................................................................................ 81
The Basic Principles.......................................................................................... 81
Classic day parting ............................................................................................ 81
Pay TV convenience ......................................................................................... 81
Multichannel mixed ........................................................................................... 83
On Demand ...................................................................................................... 84

10 ................................................................................................................... 85
Understanding other issues ................................................................................ 85
Niche audience ................................................................................................. 85
Allied media ...................................................................................................... 87
Looking abroad ................................................................................................. 88
Copyright .......................................................................................................... 89
Local genres and formats .................................................................................. 91

© Howard Thomas 2013

6 | Page

Introduction
There are plenty of books on television – hundreds, maybe thousands. But
they all tend to be written in the Western countries and for Western TV. Yet
the fastest growing economies are in the developing countries, where
television and the media are the fastest growing industries.
Also, in the West, you’ll hardly ever see the expression “Local Content”. That’s
because in the West, it is irrelevant. All the content is as local as it is global.
However, “Local Content” plays a very large part in the business of TV in the
developing counties, because in these countries, all Western content is foreign
content. All developing countries face the same problems: foreign content is
cheaper to buy, and it appears to be better, because it’s made with higher
budgets. But audiences prefer local content, with which they can identify. It’s a
dilemma for broadcasters. There is also a global myth that Western content is
the “benchmark for quality programming”.
It is this aspect of the TV business that makes the operations, business plans
and strategies in developing countries so different to those in the West.
This book’s emphasis is about the unique aspects of non-Western television
broadcasting. Also, Western books on TV tend look on TV as consisting of
many parts. Individualist cultures tend to ignore the big picture. As we will see,
this is a fundamental part of Western culture. In the Collectivist cultures in the
developing world, there is a greater emphasis on the Big Picture, how things fit
in, and the connections. This book takes “Big Picture” approach.
You find plenty of books on the technology of TV, the finance, the contracts
and the media landscape. There are lots of books on writing treatments,
pitching, deals, directing and producing.
These books are like taking a magnifying glass and passing it over the whole
poster that shows how TV works. You see a bit at a time, and it’s up to you to
connect the dots. I’ve written many books and training courses the same way
– bits and pieces. They all work, but all have their deficiencies.
The problem is that television is an industry that uses a very wide range of
skills and professions. You have to be able to create artistic works, write,
design, direct, act, do statistical research, master mathematics, understand
engineering as well as most aspects of media and telecommunications – and
be a psychologist and ruthless business person. And most of the time, all at
the same time!
In this book I will help you look at this poster from a little distance. You will be
close enough to see the detail, and far away enough to see the Big Picture.
You can get a broad picture of media, and at the same time, get a small piece
of the picture of pitching, scheduling, audience psychology and research.
But just a small bit. Television and the media are too much for just one small
book – detailed coverage would take at least ten books.
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To make it easier, I have divided the book into ten sections, and each section
into five parts.
That makes 50 steps to a general understanding of how TV works.

The Rules for TV Thinking
1.

Nothing is ever what it seems to be.

2.

Don’t believe anyone else’s perceptions

3.

There are three sides to every story.

This book will contain statements that high level professionals will find
startling. This book is not meant to be read by broadcasters with ten years
experience in production and management.
It is simplified, and uses generalisations for reasons that professionals
understand: no one tried to make it easy for them when they started off.
This book tries to make up for that. You will have a broad understanding of
television. After that you, the reader, can devote your time to sorting out the
exceptions to all the rules in this book.

Some jargon
Every profession has jargon, not to make things clear, but actually to make
things difficult for people who are not in the profession – just like doctors and
engineers.
Here are some of them:
Mass audience

A very large audience that has a characteristic of its own, and that no longer
has any discernable parts to it.

Niche audience

A small audience who share a common interest. The members of the
audience may come from different cultures and demographics, but they
share a common interest.

Treatment

This is not the same as style. A proposed treatment of a programme details
what the programme will look like and why, how it will appeal to a specific
audience, who will perform, an estimate of what it will cost, and why it will
suit the broadcaster. Style is simply some things in the programme that are
done consistently the same, so that the viewer can identify them as a ‘style’.

Transmission

How you send out your signal. You can send it out from transmitters on the
ground (terrestrial), through a satellite in the sky (satellite), or through cables
(copper or fibre-optic) that lead directly into the home (cable). Some
countries with cable now deliver “triple play” – where you can have
broadband Internet, TV and telephone – all on the same line.

Footprint

The geographic area covered by a TV station’s satellite or its earth-based
transmitters.

Self Promotion

The programming that is made by the channel to promote and market its
own programmes on its own channel. The bulk of these inserts are promos
(what’s coming up).

Free-to-air

The broadcaster does not charge the viewer to watch the programmes. The
programmes can be freely received on a TV set without having to pay
anything.

Subscription TV

The broadcaster distributes through a Set Top Box, and uses encryption so
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(Pay-TV)

that only viewers who have paid the subscription can view the programmes

Set Top Box (STB)

The decoder that the viewer needs to convert digital signals into a signal
that the TV set can read. STBs are also used for Pay-TV as well as free-toair digital TV.

Digital signal

A signal that converts normal sound and electronic waves into “noughts and
ones” to make the signal more efficient and get more channels into a
smaller band.

Encryption

The way the Pay-TV broadcaster scrambles the signal so that only paid up
subscribers can see the programmes

Conditional access

Another way of saying that the broadcaster can cut you off unless you have
paid your subscription

Above-the-Line

Expenses and costs incurred by the creative and talent elements.

Below-the-line

Expenses and costs incurred by the physical technical elements.

Revenue streams

Media through which you can earn more money, for instance; you may be
able to sell merchandise online.

Platform

Another medium. For instance, you may broadcast your programme over
the air, but also repeat it by streaming online on the Internet, or by selling or
hiring out DVDs. This means you are delivering the content on four
platforms: broadcast, online, retail and rental.

Content

A word that covers programmes, advertisements, promos and anything that
fills time.

Delivery

A new word to substitute the words broadcast, streamed, published, and
distributed. It covers all those words. Unfortunately it is vague and likely to
be misunderstood. You are better off using specific words.

Inventory

The amount of time in a broadcast hour that the channel has in which to sell
advertising. It also covers the programmes that are available for
sponsorship. The time that is not yet taken up is called “unsold inventory”

Copyright

The right to be the owner of the creative work you created. In terms of
international law, rights are vested initially in the creator, who can then sell
all or part of the rights.

Moral rights

Even if the author (creator) of a creative work sells all the commercial right,
no one else can ever claim to be the author of the work. That is why credits
are always broadcast after a programme – to ensure that the moral rights of
the creator are respected.

Rights-holder

Someone who owns a the copyright of a programme, or the rights to sell the
rights on behalf of the owner of the copyright

Shelf-life

How long the programme will last as saleable property. When will the
programme be so dated that the audience will no longer find it attractive?

Statistically
insignificant

Not worth arguing about. In terms of audience and ratings, you can easily
round off to the next thousand. You can also round-off Audience Ratings
(AR) and Share.

There is an unfortunate tendency for people in the media to think that if
they use hard to understand, and vague academic language, that they
look smart. It doesn’t help, Audiences are just ordinary people. They
use ordinary language, and it’s best to use ordinary words to describe
their programming. It helps you to understand the audience, as you are
speaking in the language of the audience.
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Understanding audiences
Television and its audiences are very complicated. So complicated that you
can never be precise about them.
You can guess the height of high tide in the sea, but you can never tell how far
up the beach the next wave will travel.
However you can understand audiences if you look at them simply, and cut
out the exceptions to the rules, don’t calculate to decimal points, or try and
make precise graphs of data. Audiences will then make sense.
And, no one makes television programmes for just a few people. They are
made for many, so we must measure the many as if they are one. Makes
sense? No? Imagine you are at a big party, say 100 people. What if you tried
to describe in detail, and predict the future behaviour of each one of them?
Say it starts to rain. Some would run inside, others for very specific reasons,
will try and get to their cars; others may have an umbrella with them. One or
two exceptional ones may even run into the rain because they enjoy getting
wet, especially the children. If you try and list what each and every individual
might do, you would get nowhere. It’s an exercise in futility.
But supposing you said there was ONE party of 100 people. And then you
looked at the 100 people as if they are one, and try to predict how they will
behave given certain circumstances – like when it starts to rain.
Then suddenly, everything becomes simple – they all run for cover. Those
who don’t are statistically insignificant.

Basic audience psychology
The psychology of people is highly complex. As we saw above, the
psychology of the mass audience is not. Take a bowl of stew. It contains many
ingredients, and each one has its own chemistry and characteristics.
But as a whole, it’s a mixture of meat, vegetables and spices. If you make a
large change any of those ingredients, you will notice a major change in the
stew. But make a small change in just one element of these ingredients, you
won’t notice the difference.
That’s like an audience. People are highly complex. There are seven billion
people in the world today, and about 50 billion have ever lived. Every single
one of them has been different to all the others – no two have ever been
identical.
Psychology tries to deal with these complexities. It deals with emotions,
behaviour, social action and reaction – and many different aspects of this most
complex thing in the universe. It uncovers all the mysteries of every single part
of the stew, and how each one intricately interacts with each other.
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Audience psychology, on the other hand, is the psychology of the stew, and its
main ingredients. Audience psychology is the study of how people in a mass
behave. This mass could be 50-million people, it could be 50 thousand. It
could even be five thousand.
Your audience will always have something in common, they all
potentially will like a specific programme, or type of programme. They
have something important in common. That’s our reference point – why
they have reacted in the way they did to programmes in the past, and
how they might react to a programme into which you intend to plough
vast amounts of money.
The individual personalities and quirks of the people within the audience don’t
matter. We are looking at them as a mass. They are the stew, not the tiny little
parts of the stew.
People react to TV in their own way, but that doesn’t help us as we don’t make
TV for one person. (Like the aspirant producer who got indignant when his
pitch was rejected, and protested, “But my mother loves it”.)
We need to know how people as an average mass react to our programmes.
Many will watch the programme, some will adore it, others will like it, and
some will be indifferent and watch it anyway due the lack of anything else to
watch.
Others will be disappointed and feel their expectations were not met. But all
those people will watch, and that is the audience we need to count and
analyse.
They all have one thing in common – before the programme came on the air,
they all wanted to watch the programme. At the end of the programme, most
of the audience will watch the next episode. Some won’t watch again. Those
who love the programme will persuade new viewers to watch.
We even have ways of counting these – but of more concern to us, is those
who were disappointed.
There’s no easy ‘wikipedia’ for people and their feelings, so we have to take
the way broadcasters have successfully done it for decades. Simplify it.
Reduce it to simple guidelines.

The Laws of People
There are 7 basic laws that apply to people in a mass audience:
1.

People do things for their own reasons, not ours!

2.

People seek pleasure

3.

People do not want to be alone, or in pain.

4.

People make decisions based on emotion, and justify with facts.

5.

People are curious
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6.

People do not change their minds; they make new decisions based
on new information.

7.

People do not want to die

There are 5 rules that people follow
1.

People want to feel in control of their lives.

2.

People want to know why they should do something rather than how
to do it.

3.

People accept recognition, avoid accountability.

4.

People want to be part of something larger than themselves.

5.

People want to be treated as unique or special.

If a programme fits in with these 7 laws and 5 rules, it should not fail. That
does not mean it will be a success. It just means that it shouldn’t be a
resounding disaster.

Emotional needs
Understanding people and their Needs
Abraham Maslow, nearly sixty years ago, showed that people do things,
because they NEED to do them. This is different from “wanting” to do things.
However, people will WANT to do things, when they NEED to do things.
His Hierarchy indicates that once people have satisfied their physiological,
security, social and self-esteem needs, they need to “self-actualise,” or realise
the potential they believe they have.
Maslow’s Hierarchy has today become the standard for understanding what
makes people tick (in the most general
sense.)
Whenever Maslow’s theories are
challenged, it is always because of nitpicking detail.
No one seems to challenge the overall
concept.
Maslow proposes that we have five sets
of needs.

Physiological Needs
These are the most basic needs that
are vital to survival, such as air, water,
food, and sleep. These needs are the
most basic and instinctive needs as you
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have no motivation to satisfy other needs when you are hungry, or tired.

Security Needs
These are the needs for safety and security. Security needs are important for
survival, but they are not as urgent to satisfy as the physiological needs.
Security needs include a job, healthcare, safe neighbourhoods, and shelter
from the weather.

Social Needs
These are the needs for belonging, love, and affection. These needs are less
basic than physiological and security needs. Relationships such as
friendships, and families, involvement in social, community, or religious groups
help fulfil the need for companionship and acceptance

Esteem Needs
After the first three needs have been satisfied, esteem needs become
increasingly important. These include anything that makes us look good in our
own eyes, and well as in the eyes of others.

Self-actualising Needs
Having satisfied all the previous needs, we can give attention to personal
growth, and fulfilling our potential.
Maslow has arranged all these needs upwards, not because any one of them
is more important than the other; but rather that we usually don’t try and satisfy
a need until we have satisfied the ones below each in the hierarchy.

Just another day
Let’s look at an average day in your life to see how accurate Mr Maslow was.
You get up in the morning, and the first thing you do is attend to certain
physical demands, like getting rid of waste matter from your body.
Then you have a cup of tea or coffee to give your body the liquid it
needs. You have some exercise and then you eat breakfast.
All of these are physiological needs, that is, they meet the needs of the
physical body. They are signalled by discomfort and pain. We need to
get rid of the pain.
You next attend to your safety needs, clothing to protect you, a raincoat
if it is raining, shoes so that you do not cut your feet on the road.
Finally, you lock the front door. Then you take a safe car, taxi or bus to
work.
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All of these are safety needs, to protect your body and possessions.
You will notice that you only attend to these after you have dealt with
your physiological needs.
You get to work, and what is the first thing people do when they get to
work? Right. They find someone to talk to. They discuss things of last
night and today. People need people. If they can’t get them personally,
then they resort to electronic means, such as phone calls, instant
messaging or social networking.
These are their social needs. And you will notice that they are attended
to after their physiological and safety needs are satisfied.
Finally everyone gets to work, and they get down to the job of doing a
good job. Everyone wants to do a good job; no one wants to do a job
badly. Why? Because they want to feel good in their own eyes and in
the eyes of others.
These are esteem needs. These needs are very important, because
people need desperately to feel good emotionally, and to look good in
the eyes of their peers.
These needs can only be met after social needs have been satisfied.
People want to feel proud of their own achievements, and of the
achievements of those to close them. They also want those they work
with and admire, to admire their achievements.
Then you go home after work, and what do you do? Read a good book,
go to night school, or watch television. Even your partying will be
geared to grooming yourself physically and intellectually. You do
something to grow yourself. You do things to make sure that you will
have self-esteem in the future. These are your self-actualisation needs.
These needs are there to meet your aspirations and ambitions, your
growth, your achievement in the eyes of yourself, your family and your
community.
You will notice that these self-actualisation needs can only be attended
to after you have satisfied your physiological, your safety, your social
and your esteem needs.
Have you ever met anyone who can deal with self-actualisation when
they don’t feel good in themselves and have no self-esteem?
How does this translate to the appeal of television, the Internet and social
media?
Go up the Hierarchy of Needs, and look at how TV programmes and allied
digital social media meet these needs:
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Maslow Need
Physiological
Security

Television

Digital and Social Media

These are material needs, and the most media can do is reinforce the
needs, and give information on how to satisfy them

Social

Programmes give us something to
talk about, something common to
share

Social media give us the platform on
which we can do the sharing

Esteem

Programming shows us where we
look good, and where we could
look good

Social media give us the medium to
appear good, and so that we can
have control over how we appear.

Self actualisation

Programmes show us where we
could go and what we could
achieve in life

Social media joins us up with fellow
travellers, and with role models.

Understand the basis of what drives people, and you will understand media.
You don’t have to understand how media work technically - you just have to
understand why people behave as they do.

Pleasure
Pleasure is what makes us addicted to entertainment. The word “pleasure” will
keep on cropping up again and again, so we had better understand it for what
it is.
Pleasure starts off being physiological. When we experience something that
we like, our brains produce, among other things, dopamine, that stimulates the
pleasure centre of the brain. This feeling is rather addictive. It’s so nice that we
start directing our activities towards getting that feeling of pleasure.
Pleasure does NOT mean, “absence of pain”. If it meant that, then we wouldn’t
watch horror films. But we do get pleasure from feeling what it would feel like
to be in pain or fear, knowing that in fact it is just an illusion. If someone gets
injured in a sports match, we all wince and say, “Eina!”, but we still get
pleasure out of it because it’s someone else’s pain.
We also like to be in a state of equilibrium. When we are made to feel down
and depressed, such as a humiliating day at the office, we come home and
switch on a trivial sitcom, so that we can have something to laugh at.
If we come home after spending the afternoon at a hectic sports match where
our team won, we want something that will let us slide down to equilibrium, so
we may use the same trivial sitcom but for the opposite purpose. We may
equally as well use a horror film, it depends what we are like as a person, and
what turns us on as an individual.
But generally speaking, we will watch something with a faster rhythm to lift us
up, and something with a slower rhythm to bring us down.
Pleasure is a feeling that exists on its own. It is not as some people think, “not
pain”. Pleasure is not the opposite of pain.
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It is sought for its own sake, not to relieve pain. You can seek pleasure even if
you are not in pain.
Pleasure is a state of mind. It may appear to be physical, but when you
see that some people get pleasure out of fear (such as on a rollercoaster ride), it’s clearly a state of mind described as positive,
enjoyable, or worth seeking.
It includes emotional feelings such as happiness, entertainment,
enjoyment, ecstasy, and euphoria. Psychologists classify it as a
feedback mechanism.
In other words, the circumstances feed signals to the brain that what
the body is experiencing is pleasure. This motivates us to create the
same circumstances again in the future so that, once again, we can
experience pleasure.
Pleasure is quite addictive. Once you’ve had it, you think you can’t get enough
of it. But there is one of two possible results. One is addiction, and the other is
boredom.
In television terms, some people watch one episode of Star Trek, and cannot
get enough of it – to the extent to which they buy the DVDs and watch them
over and over again. This is “fandom”, the reaction to “Cult TV”.
In the bulk of programming, people eventually start getting bored, and start
looking for alternatives. Your audience dwindles. In economics, this is called
the Law of Diminishing Utility. More of that coming up.
In our brains, there is something called the pleasure centre. Pleasure can be
brought about in different ways, depending on how every individual senses the
feeling of pleasure.
People commonly feel this phenomenon through satisfying needs.
The easiest way of looking at need is through Maslow’s Hierarchy of Needs.
Pleasure in our modern world is often sought for itself. However, this does not
mean that it is divorced from satisfying needs. What it means in this context is
that modern living provides so many ways of getting pleasure that we want it
as quickly and as easily as possible.
This we now call “seeking instant gratification”.
This has not always been the case. In the past, gratification had to be worked
for in almost every case. Nowadays, in the modern world of choices, mass
production and availability, it is possible to simply buy instant gratification.
This has led to many changes in the way people seek pleasure. There is
always pleasure to be gained from working for it (see Maslow’s selfactualisation). There is pleasure to be gained from experiencing pleasure at
the press of a button. There is both please in the “instant” and well as the
“gratification”.
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Arousal
People are inert (they are neither “up” nor “down”) unless something drives
them to activity. However, people do not like being inert, feeling nothing, doing
nothing, enjoying nothing, getting no pleasure (and experiencing no discomfort
either.
People have needs, as we saw in the last chapter, and these needs are
constantly driving people out of a state of inertness. When the brain starts
working, reacting to needs, we say that someone is being aroused, or getting
into a state of arousal.
We are all capable of acknowledging that we are being aroused, and we can
also measure our arousal. When we are highly aroused, we are vigilant and
have quick responses. We are highly aroused when we feel emotional,
excited, anxious and tense.
We breathe faster, our heart beats faster, our muscles tense and our eyes
dilate. Some arousal is pleasant, like meeting someone new that you find
inexplicably attractive, and some is painful, such as civilians feel when there is
warfare in the streets.
However, arousal that responds to normal needs, and results in satisfying
those needs always involves pleasure.

Seeking novelty
As a former prisoner once said, “Variety is not the spice of life; it is the very
essence of it”.
What happens when a person finds all their needs satisfied and all their
discomforts eliminated? The answer is not “nothing”. The answer is they get
bored. Boredom is very unpleasant.
To deal with boredom, the easiest way is physical exertion, which we all do
when we are bored: we yawn and stretch our limbs. After that we may run,
work in the garden, tidy the house, and fix the car. The other way is to go for
mental stimulation. With the proliferation of media and media related activities,
this is where most people first turn for mental stimulation.
“When in doubt, turn on the TV”.
However, the attractiveness of something new soon goes. New things are
exciting and attractive only up to a certain level, after which they become
actually disturbing and unpleasant.
This phenomenon has been known to economists and psychologists for a long
time. The economists call it the “Law of Diminishing Marginal Utility”.
This law states that the usefulness of the first article is high, but as we get
more and more of them, the additional usefulness of each additional item
decreases rapidly.
Psychologists call this diminishing attractiveness of novelty the Wundt Curve.
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It is illustrated here:
Now what have these got to do with entertainment and audiences? The
answer is “everything”.
This is where it does get a little complicated, and you can’t run away here.
If “Survivor” is popular, how do you make “Survivor 2” as, if not more, popular
than the first series?
If people want more pleasure out of
it and if the novelty shows signs of
wearing off:
1.

How do we keep making
something novel and new,
without getting improbable
and plainly ridiculous (as
happens when soap opera
producers start getting
desperate)?

2.

Is it just a matter of
throwing money at it and
making it bigger and
better?

The answer to these questions is
“meaning”.

Meaning and Usefulness
Meaning
What do people mean when they say, “It means a lot to me”? They imply that
it meets their needs in a very strong and fulfilling way. They do not need
anything else to fulfil their needs, and that which is “meaningful” has done it all
on its own. It could be called “indispensible”.
But meaning does not have to be that intense. It will meet basic needs if it
meets your needs, and at the same time, aligns with your beliefs, values,
culture and attitudes.
Things have meaning only when they are allowed in by you, into your own
private space. They must connect with your experiences, your present way of
life, and with your future aspirations.

Usefulness
If you look at this concept in another way, people USE television, because
they find it useful. In a way, this is just another way of saying that it is
emotionally satisfying: we use TV to satisfy our emotions.
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But it’s not quite the same. Television comes in different forms, and we will
use those different forms for different uses.
For instance, we could say that:
Sometimes people watch TV because it is useful. It tells them the
weather forecast so they know what to wear for work. It tells them the
progress of the strike of the refuse removers. They can find out how
their favourite team is doing in a tournament.
This approach to understanding why people watch TV is being looked at far
more these days when we try to understand why people navigate through all
the clutter and then settle down where they do.
There are all sorts of uses of TV for people.
1.

Entertainment: they use entertainment to escape (also known as
mood management as we will see later)

2.

Social interaction: People use “what was on TV last night” to have
something to talk about. After all, when you are all round the tea
trolley at the office, and you have little in common except work, and
you don’t know which of the group the whistleblower to management
is, you need something neutral to talk about. At the other extreme,
when you are in intimate company you are willing, if not anxious, to
share how a specific talk show last night affected you.

3.

Personal identity: we can get a sense of ourselves and how we fit into
our social circles and peers from TV programmes. This is specifically
important to the youth where peer pressure is a major force. We may
identify with particular stars and celebrities, whom we may even use
as role models.

4.

Information: the information provided on TV can be used for all sorts
of purposes. A major use in South Africa is self improvement.
Educational programmes only have a small viewership in South
Africa because they are broadcast when no one is at home. It is
unknown, and remains a challenge to see how a 24-hour educational
1
channel will do in our society .

Many societies and cultures in South Africa are conservative, where the range
of emotions that it is acceptable to feel are restricted. TV allows you to
experience things you normally would not be able to, and feel things that you
otherwise wouldn’t be allowed to do. Emotions are within people. In as much
as we use behaviour to detect what people are feeling, so individuals can use
behaviour to hide what they are feeling.
Here are some common reasons why people find media useful:

1

Educational TV in South Africa has never been given a chance to prove its capacity to pull in crowds. Mindset,
aimed at Matric supplement is very successful, but there is an infinitely wide range of programming encompassed in
adult education. We have to see if we can exploit this as a medium in a country and continent hungry for education
and personal development.
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For me personally


Having some person in authority show you that your opinions are
correct



Using someone else as a model for how to behave.



Identifying with top people you hold in high esteem



Getting to know yourself



Getting to know how others live.



Feeling sorry for others



Identifying with others and feeling that you belong



Getting something to talk about to others. Not only soon, but at any
time in the future



Feeling that you are not alone, especially when you are old or sick
and lack companionship.



Helping you to behave in ways that are acceptable to others



Helping to get into contact with others, friends and family.

For what’s around me


Events that are going to happen and what else is going on around
you, from refuse collection to the death of a pop singer.



Getting advice on what sort of opinions to hold and what decisions to
make, from bringing up problem children to voting in elections



Satisfying my curiosity or just taking an interest



Education, learning by myself, DIY



Feeling secure because now I have the information and knowledge.

For escaping from me and what’s around me


Escaping from problems



Relaxing (escaping from work and stress)



Enjoying beautiful things



Filling time



Sexual arousal

When you try to reason why programmes should have glamorous celebrity
presenters or participants, don’t stick to the motivation of “aspirations”. Look at
“sexual arousal”. This explains many attractions for programmes, such as why
“Gladiators”, “Survivor” and “The Great Race” attracted such a large elderly
audience.
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Modern reality shows such as Survivor rely heavily on sexual arousal.
Viewership of Big Brother peaked when the shower scenes came along.

Mood management
People like equilibrium. When they are on a high, they find pleasure in being
brought down to a comfortable level. When they are at a low, they enjoy
excitement that gives them a rise. But no matter where they are, they want to
be brought back to normality.
The paradox is that when they are at a level of normality, they get bored.

Choice
People want choice – they demand choice. However, when they get it, does it
improve their lives, or compromise their quality of life?
Psychologist Barry Schwartz writes in “The Paradox of Choice”.
“When people have no choice, life is almost unbearable. As the number
of available choices increases, as it has in our consumer culture, the
autonomy, control, and liberation this variety brings are powerful and
positive. But as the number of choices keeps growing, negative
aspects of having a multitude of options begin to appear. As the
number of choices grows further, the negatives escalate until we
become overloaded. At this point, choice no longer liberates, but
2
debilitates. It might even be said to tyrannize”.
Just because there are 200 channels, it doesn’t mean that viewers get instant
gratification. They will always moan, “Two hundred channels and nothing to
watch”.
Television is something audiences watch regularly. Each time they switch on,
they want to see something new. However, how do they know if they are going
to like it? In the same way as the programme buyer ponders over whether
audiences will like the programme, the audiences also worry about whether it
will engage them, and satisfy them emotionally.
Lifestyle programmes are especially stressful. We are presented with choices.
There are always two or more antagonists, all displaying their personal
lifestyles. It is impossible for us to sit, watch, and not get involved.
Getting involved means making a choice of which ones to support, and which
ones not to support and why. This in itself is not stressful, but it is when we are
forced to compare the lifestyles (artificial and manufactured as they are on
TV), with our own lifestyle. It’s stressful having someone criticise a lifestyle
that bears a heavy resemblance to your own. It’s even more stressful to
admire someone else’s lifestyle, admit the deficiencies of your own, and then
aspire to a lifestyle you will never be able to afford.

2

Barry Schwartz. The Paradox of Choice. Harper Perennial. 2004
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This brings new light to Barry Schwartz’s reservations about choice being a
good thing.
The proliferation of TV channels costs money. You can’t broadcast a channel
that costs nothing – even the Classic Movie Channels cost money to
assemble. On top of it, advertising revenue is a fixed quality, so adding more
channels dilutes the fixed amount of advertising revenue.
In order to get money to pay for the channels, broadcasters and content
makers have come up with sponsorship, product placement, infomercials.
They have sometimes reduced the running time of programmes from 52
minutes to 45 minutes an hour so that there is enough advertising airtime for
both the advertisements they have sold, and for self – promotion (promos).
None of this can be good for the “quality” of programmes. There are two more
negative aspects of choice:


We spend so much time choosing, that we have less time to watch.



We complain about “200 channels and nothing to watch”, but when
the satellite hangs, or a thunderstorm cuts off the signal we are
furious that our choice (which causes us so much stress) is no longer
available.

Choice is not only stressful; it is also depressing.

How choice helps us get things wrong
As if the stress of choice is not bad enough, there is a major influence on us to
make bad choices.
There are 12-million households in South Africa. Half of them have their TV
sets on at primetime. If 25% of those viewing watch “Generations” (as they
do), then the views of those 1.5-million households must be positive as they
watch the programme right through, and consistently night after night.
Yet, as it so often happens, people will say, “I don’t think that many people
watch Generations. None of my friends do”.
Or
“I haven’t heard of one person who likes Shorelines. They all say it’s boring”.
These wild and baseless statements usually become the yardstick by which
we make choices. Why? Our brains take shortcuts, and base judgements on
information that is easily available. As Barry Schwartz says,
“ … suppose someone asked you a silly question like "What's more
common in English, words that begin with the letter t or words that have
t as the third letter?" How would you answer this question? What you
probably would do is try to call to mind words that start with t and words
that have t as the third letter. You would then discover that you had a
much easier time generating words that start with t. “
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So words starting with t would be more "available" to you than words
that have t as the third letter. You would then reason roughly as
follows: "In general, the more often we encounter something, the easier
it is for us to recall it in the future. Because I had an easier time
recalling words that start with t than recalling words with t as the third
letter, I must have encountered them more often in the past. So there
must be more words in English that start with t than have it as the third
letter”. But your conclusion would be wrong”.
To put it another way, if the information is easily available, we will use it in
preference to information that is hard to get.
So, apart from the wide range of choices we have for our consumption, our
choice of which one to use is usually unreliable, or at worst, blatantly wrong.

To make things better – or worse
Television is not the only entertainment available. There are a lot more things
to do. In fact, there are never more than half the people with television sets
who actually have their TV sets switched on at the peak of prime time.
So what are they doing? Any of these:
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Understanding media and TV
Media and entertainment
”The Media”, “Media Studies”, “The Media Sector”, - all these terms embrace
television. “Media” used to mean any communications medium that was
financed through advertising. Today we use “media” to cover all
communications media.
The media include radio, television, newspapers, magazines, advertising,
music, theatre and live performances, book publishing, and digital media such
as the Internet and social networking. Because of the importance of
advertising and sponsorship, these definitions cross-over with sport. So there
is really nothing cut and dried about it.

To get things quite clear, we have another term, “Creative Industries”. This
covers all the media and includes art, design, music, heritage, museums, - any
industry that relies on the creativity of people. Of course they intersect – there
are enormous contributions in design, colour, and art to a motor car. It’s not all
engineering. This is important as it means that the skills needed to make a
television programme are also needed in all the other creative industries.
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However, strictly speaking, “media” refers to communications. You may think
that we should distinguish between the technical and creative. After all writing
a book is very different from the printing and the distribution. But, quite frankly,
we can’t. We can distinguish between the skills needed for production and
distribution, but we cannot isolate the creative. There is no creative product
unless it is made, and distributed for sale. There is no toilet paper until it has
been manufactured and made available for purchase. Without those, it’s just a
tree.
We must distinguish between the message and the medium by which it is
conveyed to the audience. You can convey the same message over many
media. You can make a movie. It could be shown in cinemas, broadcast on
TV, serialised on radio, in newspapers, magazines or comics, sold on DVD,
sold “on Demand” to tablets and smart phones, and even made into a stage
play

Landscape
“Landscape” refers to the media businesses that make up the sector. All
individual businesses have their ups and downs, and they may or not be
related to ups and downs in their competitors. So when we speak of the
“landscape” we refer to the business in media, specifically to find out how the
whole sector is doing, and what dynamics there may be – usually caused by
technology such as cell phones. Cell phones are changing the way we listen to
the radio, watch TV and read newspapers.

Environment
The “environment is different”. It refers to the economy of the country, its
people, the politics and economics. All these affect, and are affected by the
global “environment”. Understanding these terms are important because they
are used by the people who take the risk, write cheques, and ultimately control
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budgets. Without them, you have no money. No money, no production. No
audiences. No fame and no fortune.
Landscapes enable you to find gaps in the market. The environment tells you
if it’s worth looking for gap in the first place.

Old and new media
We don’t have old media and new media. All media evolve and adapt, but the
basics don’t change. We only have “New Media” because people think they
don’t understand them, and can’t get their minds around them. This is not
helped by the technocrats and software salesmen who would like you to think
that you need them because only they can understand these “complex new
media”.
New media came about with digital transmission. Digital is different to
analogue. It’s quite important to get it clear exactly what “digital” means.

We live in an analogue world
Analogue actually means you can see it, touch it, and hear it. You can detect it
through the five senses. Analogue media are the paper onto which we print
our newspapers, the TV signal that we pick up on the bunny-ear, the stage we
watch people dance on. Analogue is the sound we make when we speak to
each other, and the body language we watch in other people. It’s the light that
comes from the TV screen, and the sound waves that come out of the radio.
Distributing through analogue is quite expensive, and not very flexible. You
can’t easily record TV and radio. You can’t easily file a magazine so that you
can refer to it later. It’s very difficult to find something in a past newspaper (you
can’t just reach into the air and click on search!)
Digital means converting all the sound, light, print and action into a signal that
consists only of “noughts” and “ones”. You need to know no more than that.
It’s very efficient and an easy, convenient and cheap way of getting to your
analogue device. You still need an analogue screen on which to watch the
image. You still need a loud-speaker to make the sounds for your ears to hear.
You still need a tablet screen or print paper so that you can read the text.
As I said, we live in an analogue world, because we are analogue. A camera is
analogue, and so is a microphone. They just convert what they see and hear
into digital signals.
Digital only refers to the way sights and sounds are processed and
transmitted. They do not refer to the way sights and sounds and thoughts are
captured so that they can be converted into digital. The keyboard I am using
now is analogue, because my fingers are analogue. The computer turns my
keystrokes into digital signals.
But to read what I have put into the keyboard requires an analogue screen that
gives off analogue light, so that my analogue eyes can read the analogue text.
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So, you see, the term “New Digital Media” is nonsense. Using digital to
capture analogue actions, allows these signals to be changed, intermingled,
and sent cheaply all over the world at the speed of light.
The end product is still analogue sights and sounds.
Look at it this way:
Social networking is no different to having a conversation around a
table in the coffee bar. It’s just a lot quicker and you can involve anyone
you like who doesn’t happen to be there physically.
The Internet is no different than a library where you have access to
thousands of books. It’s just that Internet has billons of books and you
can read them anywhere in the world.
Video games are no different from playing cards with some friends, or
alone. It’s just that the cards have been turned into movies, and you
can control the action – much the same as you can control your cards.
Television is no different to going to the movies in the cinema or
watching a play in a theatre, except that you can watch hundreds of
dramas and shows of all kinds in your own home and at the flick of a
switch.

We do NOT live in a Digital World
We live in an Analogue World that is powered by digital technology.

Interactivity and portability
There are two things that digital enhances, or makes more available. They are
interactivity and portability.

Interactivity
Interactivity is not new. We have always been able to interact with the media.
In its simplest form, we could write letters to the editor. We still phone in to the
radio talk show.
It’s just that because of digital, we can be more interactive.
Get it straight, and this is very important to understand TV. Interactivity is not
new. It’s just more available, more flexible and can involve many more people.
Look at a soccer match. The players all interact with each other. They interact
with the spectators in the stadium, they react to boo’s and cheers. The
audience interacts – they throw their hats into the air when their team wins,
and tear their clothes when their team loses.
The same happens when they are at home watching the match on TV. It’s just
that at home, the players can’t see and hear them.
Interactivity is nothing knew. It’s just that digital means we can socially network
and interact with countless people simultaneously all over the world. We can
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immerse ourselves into a different world with a video game, not that we don’t
immerse ourselves into a card game, where we seem to be able to shut off the
rest of the world.
If you understand that interactivity is not new to people, you will understand it
for what it is – something that people have done for all of humankind. If you
grasp that, you will understand that digital interactivity just makes things
quicker, and you can make use of what people are actually used to, but on a
grander scale,

Portability
This is the other thing that digital has made easier. It’s true that hundreds of
years ago, people could not travel. But since the beginning of written time,
people have taken their reading matter around with them. The ancient
Peruvians carried strings with knots in them all over the country – these were
their newspapers. Printed newspapers started in China four hundred years
before they came to Europe. By the time the telephone arrived in the West,
portable newspapers, books and even comics were commonplace. The arrival
of the motor car, the aeroplane, the portable radio, portable TV, the laptop and
then the cell phone are nothing more than advances in technology.
Portability has now been with us for well over a hundred years, and there is no
one on earth who remembers a world where you couldn’t take your media with
you.

Attitude and Behaviour
As we will see later, people are highly influenced by their attitudes. Attitudes
are difficult to change. Attitudes and emotions are closely linked. Emotions
indicate that we are “feeling”. Attitudes guide us to feel in certain ways about
certain things.


Emotions and attitudes are what we feel in our brains – no one else
can see or hear them.



Behaviour is what we do to display our feelings.

Broadcasters can only see a change in attitude if they see a change in
behaviour. The behaviours they look for are:


People watch the slot again next week.



They recommend the programme to their friends



They enter competitions



They buy related products



They Tweet, post, blog and hit target Internet pages.



They donate, support, give – or do anything they are prompted to do
by the programme.
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Digital multi-channel TV
This aspect of broadcasting has become the least understood, and it is difficult
to find out why.
As in the past, we are sending an electromagnetic wave from a transmitter to a
home aerial that is within line of sight to the transmitter.
However, in digital terrestrial broadcasting, we no longer run an analogue
signal which takes up a lot of spectrum.
It is instead a digital signal which, which takes up far less spectrum. In fact we
can fit anywhere from 6-10 digital channels into the same spectrum taken up
by just one analogue channel.
However, we do need a digital decoder. We do NOT need a new TV set, just a
set top box (STB). Newer TV sets have STB’s built in. This changeover from
analogue to digital is compulsory. The International Telecommunications
Union (ITU) has said that it will not support analogue transmission after 2015.
This means that the world will have to migrate to digital transmission before
2015. After a country has switched on digital, it always broadcasts in analogue
and digital for a few years to allow people to get converted. It’s a cross-over
period. The jargon says it is “the Dual-Illumination Period”.
Just because you can fit 8 digital channels into the same space as one
analogue channel, it does not mean that you have to. Besides, the regulator
has to license each and every individual channel, regardless of whether they
are analogue or digital.
There is a very important aspect of digital TV that most professionals ignore:


The audience doesn’t know what Digital Terrestrial Transmission
means. And, they don’t care.



All they know is that they have to get a Set Top Box, which they
usually resent, and that they will get a much wider choice of
channels. They also know it will make home shopping easier.

Viewers say they want more and better channels. But they don’t know what
they mean – they can’t explain it. As we saw, the more channels they get, the
more choice they have. The more choice, then the fewer channels give them
exactly what they want.
If you have just a narrow choice, you will learn to make do with what
you have. If you widen that choice, then the audience expects to get
exactly what they want, and still they won’t get it. Wider choice creates
unrealistic expectations.
Audiences get pickier, in fact so picky, that they’ll still not find anything to
watch. They are expecting programmes that appeal to them as individuals, not
to them as part of a mass audience.
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Quality
If you ask the audience if they want quality production, they will say, “Yes”.
Ask them what they mean by quality, and they can’t answer. Ask any
professional producer what they mean by “quality”, and they will list the
production features that they admire most in the programmes they wished they
had made.
They will mention the camerawork that uses creative angles and camera
moves; lighting that uses shadows, colours and plays with depth of field (deep
focus). They will describe sound recording and final mix that took a lot of time
and money. They will point to the best and most expensive talent, especially
the performers, scriptwriters and editors.
But they’re not talking about quality. They’re talking about production values –
those elements that make a production look costly, and gives that “WOW”
factor. Production values are physical attributes. They have nothing to do with
the programme making an emotional contact with the viewer. They just make
the programme easy to market and easy on the eyes and ears.
You can measure production values – there’s technical specification for each
and every one – usually in terms of money.
But you can’t measure or even describe quality. So all you can do is to focus
on where it matters – the audience.
A quality programme is a programme that the audience likes. It can be cheap
or expensive. It can feature stars or unknown performers. But it will have that
care to audience emotional needs that makes the connection.
That’s quality.
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Understanding concepts
The Business
Television is a business where broadcasters research an audience, deliver
them programmes that the audience will prefer to those on other channels,
measure that audience, and then sell them to advertisers.
Advertisers, in turn buy the audience that they think will buy their products.
They advertise for two reasons: to reinforce those who are already loyal to the
brand, and to recruit new consumers to that brand. If they are advertising a
new product, then they have to adopt the “news” approach and offer a solution
to a problem that they have discovered.
The business looks like this:

The lingo (jargon) goes like this:
Broadcasters are in the media business because they offer inventory
for sale. Inventory means airtime with a specific defined audience.
Advertisers are in the media business because they market products
and services. To do so, they buy media (space) which best offers their
desired segment (demographic). Broadcasters don’t use the word
“programmes” any more. They call it “content” so that they can include
infomercials, sponsored programmes, and advertisements under the
same heading. That makes them feel good as it implies that audiences
actually want to watch advertisements.
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How the audience feels about the models
How much it costs the
viewer
Threat to losing the
service
How content is
scheduled
Focus of the
broadcaster
What the broadcaster
fears
Programming
Repeats
Customer service
Competitions and
special offers
Programme focus
Atmosphere

Free to air TV

Pay TV

Free (maybe a TV license)

A costly monthly subscription

None
Driven by day part

Non payment of monthly
subscription
Driven by time coverage

Numbers

Loyal subscribers

Drop in ratings

Lapsed subscribers

Generally available
Only the high demand
programmes
Very little

Exclusive to subscribers
All programmes

Available to anyone
Focussed on the day part
Freely available service

All important
Exclusive to subscribers
Focussed only on subscriber
interests.
Exclusive club

The gap
“Look for a gap”. That’s what they tell you to do if you want to make a
programme, “Your concept must fill a gap”. But what does that mean?
Essentially it means that you look for an audience that would like to watch, but
can’t find anything that appeals to them.
This is quite easy in an analogue environment where there are very few
channels available to people free, without having to pay a subscription to a
pay-TV operator.
It is not so easy in a digital TV environment where there are many free-to-air
channels from which to choose.
It’s also a question of: “Which gap”? Even if there are twenty channels
available, they won’t be able to satisfy everyone’s preference. So it’s easy to
spot a gap, but is that gap worthwhile?
It all depends on how you slice up the audience, what we call “segmentation”.
There are many ways to segment. You can segment by:


Age.



Language
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Income group



Gender



Cultural group



Lifestyle group



Life stage group



Attitude



Genre



Performers

You can segment by one or many of the above. You can slice and dice and
audience any which way you want. The deciding factor is always, “Is this
audience capable of earning the money to pay the costs of the programming?”
You have two choices: The audience can pay the cost of the programme
directly, or you can sell the audience. There’s no other way.

Looking for a gap
You should never make a decision or come to a conclusion based on looking
at the schedule of one day. Even if there are a hundred channels available,
and therefore a viable choice of a hundred different programmes each hour,
you will never be able to judge if there is a gap.
Even with a hundred channels, you will find plenty of gaps.
It doesn’t even help too much to look at the scheduling for a whole week. Even
if you studied every programme on every channel for a whole month, you will
be able to make a list of so many gaps that you will not know where to start.
That’s because there are three rules to finding a gap in the programme
offerings, and unless you can fill the requirements of the last two rules, you will
not be able to find a gap.
The rules are:
1.

Look for a gap in the market.

2.

Check that there is a market in that gap.

3.

Tie up your distribution.

The largest gap will always be the social media gap. People like to talk about
themselves. Take any one hundred Facebook posts and any 100 Tweets. You
will find that 40% are from people talking about themselves.
More evidence: go to a coffee bar and sit next to a group of four to six people.
Eavesdrop, it may not be polite but they are in a public place and have to
accept that what they say is public.
It doesn’t matter what the subject is: they may be a group of friends who have
come out to chill, they may be four business people who have come to discuss
some new scheme. You will find that most of the discussion revolves around
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the speakers, their opinions, their experiences and usually start off with the
words, “I think”.
Why is this? Maslow tells us that people want to belong. When they offer
reasons to the others as to why they should accept their belonging, they have
to express themselves about themselves and their qualities of being
interesting, amusing, vibrant, exciting and offer value to the others in the group
Does this give us a clue as to how to establish a gap? Broadcasters today are
divided into two groups:
1.

Those that have been around for ages

2.

Those who are new to the scene, and in the stage of establishing
themselves.

The first group has always, and will for a long time, find it difficult to reconcile
themselves to the power of digital social media. They have the support of
advertisers, who are the life blood. Advertisers are also conservative. They
talk progressive, but they act conservative – they are scared of wasting clients’
money. They buy media that they feel secure with, and that will produce the
results they want. The only criterion they can use is that it has worked before.
That’s why they don’t like being adventurous.
The second group are more likely to invest in social media, but they don’t.
Why? Because they need the advertising revenue that is already hogged by
those established in the market. They have to appeal to the conservative
advertisers (who as we saw, invest in what has worked before), and so they
have to copy as much as they can of what is on the established channels.
That’s why most TV seems to be the same.
If you spot a gap in the market, it may be that there is no audience in that gap
that is wanted by advertisers

The target
You must analyse that audience in the gap. That becomes your target. You
target the types of things they like, at the time they like.
What do they like? They like what they need. Different people have different
needs. They have different needs depending on what demographic they fit
into.
People with the same interest are easy to define. That’s why The History
Channel, and all the food and entertaining channels work so well – they are
targeted to a community of common interest.
You get communities of interest based on where they live – that’s the basis of
the success of community television. They broadcast to a geographic area
where people have common concerns that will never be reflected in any
national media. No one watching national TV cares about polluted water in
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some small town. But to the people in that town, there is nothing more
important.
Your primary target is always that of language. In multi-lingual countries, this is
essential as the first stage. You can be certain that people do not watch
television that is in a language they do not understand. So the language
demographic can be described as inflexible. (In professional jargon, the guru’s
use the word “inelastic”).
The second inflexible demographic is that of age. The expressions “For the
whole family”, “all ages,” and “everyone” are nonsense. There are very strong
and defined differences between age groups. These can change from culture
to culture, but in general, they cannot be crossed.
Here are some clues behind this:
FACT

Our favourite music between the ages of 16 and 24 will be our favourite music for
the rest of our lives.

FACT

When we are young, we tend to follow the brands that our peers follow (fashion,
peer-pressure, and belonging). Advertisers need us as they want to recruit us.

FACT.

As we get older, we become loyal to our brands, and are unlikely to change.
Advertisers don’t need to persuade us, just to keep us happy.

FACT

Older people tend to look for their own solutions, and are less open to being sold
solutions.

Pop Culture.
Broadcasters and advertisers are highly influenced by Pop Culture (Popular
Culture – the culture of commerciality and consumerism – what is “in” with the
youth)
It is easier to try something new on popular culture, as long as it obeys the
rules of the time. It runs on generalisations, and appeals to the aspirations of
youth. These generalisations are usually modelled on what the generation
immediately older than they buy.
This older generation buys products and services because they want to show
people that they have arrived. The youth sometimes recklessly buy them for
the same reason, but generally they simply aspire to them. For instance:
Generation A: 25-34 years old

Generation B: 15-24 years old

They buy things to own them, so
that they can show that they have
arrived. This is despite them being
under financial pressure with car
and house repayments and
relatively low salaries.

They try and buy things, or at least
noisily aspire to them. They try and
look like those who have arrived.
They are under extreme financial
pressure, but they are generally
unattached and therefore reckless.

It seems to be a contradiction –
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Question
Why market to young people who earn very little, and whose expenses are
high?

Answer
Advertising is “persuasion to buy”. Pop Culture is very seductive, and young
people only feel that they are being different, when they are doing the same as
all other young people. Another contradiction? Yes, people are full of
contradictions.

Generalisations
The things that people like: reality TV, Lifestyle programmes and celebrities
everywhere. Nowadays, any one who has the desire to be known can become
a celebrity. This irks older celebrities who only got their celebrity status
through skill – like actors, sportspersons, artists, writers, and architects.
But Pop Culture has cheapened it (kind people will say “made it accessible).
The 1960s artist Andy Warhol said, “In the future, everyone will be worldfamous for 15 minutes”. He was right, and it’s here.
The editor of the magazine People, Richard Stolley even devised a set of rules
for a successful celebrity cover: “Young is better than old. Pretty is better than
ugly. Rich is better than poor. TV is better than music. Music is better than
movies. Movies are better than sports. Anything is better than politics. And
3
nothing is better than a celebrity who has just died”.
TV seems to follow the same pattern. People magazine’s success is attributed
to it being driven by people and not issues. When TV tackles an issue, it does
it through people.

The viability
Is it going to make money?
Money comes in many forms. It can come in the form of funding, because
someone thinks the programme is worth making, but there will be no other
source of revenue. Common examples are programmes on HIV Prevention,
and developing numeracy for pre-school children.
The common sources of money are:

1. Advertising
As I pointed out, the money marketers spend on advertising is spread over all
the media (radio, TV, cinema, newspapers, magazines, outdoor billboards,
3

Judy Kessler, Inside People: The Stories Behind the Stories (New York: Villard Books, 1994), 11
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Internet and direct mail). Just because there are more TV channels, it doesn’t
mean that they will spend more on TV advertising. They will simply spread it
over more channels, which means less advertising revenue for each channel.

2. Sponsorship
It’s not that much different from advertising, except that advertising crams the
message into a single spot, and sponsorship spreads it over the programme.
(An oversimplification, but this entire book is an oversimplification). Again, it is
generally fixed, and the more channels there are, the more difficult it is to
attract sponsorship.

3. The many other sources
Broadcasters can distribute programmes on-demand, via retail, downloadable
files and even via cellphones.
They can license them out, and supplement revenue with sales of products, or
even appearances of the performers.
There are many ways to earn money, and there are more becoming viable
every day.
It is important that you read what is going on, and only believe what you read
when you have checked it up for yourself.

The test
You have to test an idea. Writing the treatment is not enough. It doesn’t take
long and costs you nothing in hard cash. But before you go to any lengths
such as budgeting, looking for stars, recruiting directors etc, and testing out
the concept.
Here are five ways you can test whether it is worth proceeding with an idea:
1.

Self test. Have you done all your work? Have you tested it against the
audience demographics?

2.

Find someone not connected, in family, or a friend. Run your concept
past them.

3.

Find another four people. Don’t worry about someone stealing it.
They’ll make a hash of it, because it’s not their baby.

4.

Sample typical audience. Do what advertisers do? Make some
sketches, do some drawings, tell the story with the aid of some
pictures of some kind. This is television, not radio.

5.

Focus group. It only works as well as you are able to communicate
the concept. So try and make an animatic.
Get together a focus group, and present five different variations on
the same theme. Do a questionnaire to gauge which might be the
most acceptable.
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Focus groups are only as useful as their sampling, the procedure, the
facilitator and the way you analyse the responses.

Self test
Have you done your thinking in an orderly way? Answer these questions:
Ask yourself this question
Have I made a detailed description of the target audience?
Have I analysed why the target audience will like the programme?
Have I counted them?
Are they an audience that advertisers would want to buy?
Which advertisers? And Why?
Why would sponsors be interested in the programme? Which ones?
Can I sell advertising that is part of the programme, such as background billboards?
Which recent programmes are similar enough to show that there is a chance the
audience will like it?
What will it cost?
How do I launch it?
What will it cost to market?
How much money will it make during the run?
How much money will it make after the run?
Will revenue exceed costs?
How will I research audience reaction during the run?
How will I evaluate the success at the end of the run?
What are my expectations for reruns and repeats?
How much money could they make?
What are the opportunities for licensing?
Would the audience want to watch it over and over again on DVD?
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Understanding audience research
Research basics
Appealing to the target audience is so risky. You just don’t know if the
programme will fly or not. You can never get rid of that risk. You can only
make yourself feel a little more secure in that you have done everything you
can to reduce that risk, no matter how small.
The only way to reduce risk is through research.
Audience research is not only about numbers. Sure you can measure how
many people watch/listen/read. But this data are also limited. Even parts of the
last 2011 Census were based on estimations.
But counting people doesn’t tell you if they’re going to watch again next week.
They’ll only watch next time if they feel like watching next time. Counting them
doesn’t tell you what drives people, nor does it predict what they will do.
Predicting viewers depends on your having a deep understanding of the
numbers, a detailed knowledge of the media landscape, and the creativity to
be able to understand how people feel about programmes.
Predicting what people will like in future programmes; why they do or do not
like the programmes that are showing now; and understanding why they liked
past programmes doesn’t depend on just counting people. It depends on
knowing them.
The problem is that research into how people “feel” is very, very expensive,
and not all that reliable.

Quantitative research
Counting people, in different ways, is called demographics, or quantitative
research. We count people in various ways:


Their gender



Their age



The language that is their home
language, and what their second
language may be.



How much they earn, and how they
spend their money – Living
Standards Measurement (LSM).



Their education level



Where they live (Geographics)



What they are interested in.



What cultural group they belong to4



Their religion

And any of many other demographic analyses

4

There is a general feeling that classifying people into four groups (Black, White, Coloured and Indian) is a racist
hangover from the past. Most people agree in public, but behind closed doors they still use those terms as it helps to
differentiate cultures.
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These numbers can tell us a lot about the people who watch (or don’t watch).
It tells us to a limited degree, how they may see life – their perceptions.

Age groups
Take for instance age.
Stage

This is my main activity

Toddlers
(1-3 Years)

They copy and imitate others. They want to learn how to
move, and control themselves.

Tykes
(3-6 Years)

They start to identify with others. They want to learn the
difference between right and wrong, strive for self esteem,
mostly through group play

Tweens
(7-10 Years)

They are now learning skills; developing close friendships; and
enjoy achievement. They are becoming conscious of peer
pressure.

Teens
(11-15 Years)

Now they follow their peer group rigidly; and want to be
accepted. They are curious about their bodies, how sexual
relationships will affect them. They regard personal
relationships as very important

Youth (16-24
Years)

They could be in secondary school or undergoing tertiary
education. Their priorities are emotional and sexual
relationships, conspicuous consumption and social status –
especially through prestigious possessions. In the latter part of
this group, they are usually young parents. They want to show
their worth through consumption.

Stage

This is my main activity

Young adults
(25-34 years)

They have to change from seeking care and attention to giving
it. They are in low paid jobs, have families and are usually
financially stressed. They hunt for bargains, and bear the
costs of children at primary school. They want to show their
worth through possession

Middle aged
(35-49 Years)

Children are leaving school, but house and car repayments
are still burdensome, even though they now enjoy an income
commensurate with experience. They are torn between the joy
of having knowledge and wisdom, and losing their youth.

Elderly
(50 years +)

They reflect. They have disposable income, but are rigid in
their liking for brands which they have become familiar with.
They have the money to travel, but they tend to know what
they want and seek adventure to a lesser degree.
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Qualitative research
Qualitative research is different from quantitative, in that that it tries to classify
people into how they feel about media. If you combine both, you can find out
how many people from a defined group feel the same about things.
Qualitative research includes life stages (similar to the table above, but more
related to your age group within other groups), life styles (loosely tied to
interests), attitudes and culture. Attitudes are not the same as culture. There
are about six basic attitude groupings (ranging from the modern and
adventurous, to the conservative), and you can find all attitude groupings
within a culture.
Your research will also analyse opinions, what people think about the subject,
and attitudes, whether they already like or dislike the subject.
You will also take into account the beliefs and values of the audience, as these
are so easy to offend.

Culture
If attitude portrays the things that I like and the things I dislike, then culture
reflects why we as a group do the things the way we do them.
If I have a certain attitude to life and society, I will form friendships with people
who share my attitude, regardless of what culture they belong to.
If I belong to a culture (which is very difficult to get out of – you can change
your attitude, but it takes a lot to change your culture), I will gravitate towards
those people within my culture even if they don’t share my attitudes.
Culture is another example of a dynamic with which you cannot argue, that
you cannot change, and that will rule the way you want to appeal to an
audience segment.
There are, simplistically, two types of culture in the world. First there is the
West (North America, Northern Europe, Australia and New Zealand).
Secondly, there are the Rest. Western cultures are built on the core of
Individualism. The Rest are Collectivistic. Both cultures are poles apart.
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This shows some of the more prominent differences.
The differences between Individualism and Collectivism are fundamental and
deep
Individualist

Collectivist

How they express
emotions

Anger, frustration, pride

Sympathy, shame, emotions of
interpersonal communion

What they do with
feelings

Get in touch with personal
and individual feelings.

Enjoy feelings of interpersonal
communion.

How they describe
feelings

In terms of emotions

In terms of situations.

How they see the
individual

Unique

Part of the community

What they worry about

Loss of self-esteem.

Physical well-being, safety and status in
the group.

How they see
intelligence

Logical-mathematical and
verbal skills

Wisdom, trustworthiness, social
attentiveness and responsibility.

Focus of learning

Outcome of learning
(achievement)

Life-long learning.

What they say

“I” and “Me”

“We” and “Us”

There are three aspects that must qualify this, and not make it a useless oversimplification.
1.

All countries display different and unique cultural characteristics. It’s
easy to see two different trends; Individualistic and Collectivistic. But
these are only trends. It does not mean that cultures are not distinct
and unique.

2.

The reason we tend to label America as the West is that America has
a greater influence on our cultures than any other country: American
movies, TV, music, comics, books, websites, and social media.

3.

South Africa is only Western in some respects, mostly to do with the
media. In general, we are a highly conservative, collectivistic country.
We are deceived into thinking that it is Western simply because of the
media, which does not have the cultural effect on the population that
the media thinks it does. Half of South Africa is small town and rural.
Of the remainder, half follow the unique “Kasi” culture, which is
collectivistic.

It is important to bear in mind that the whole world was collectivist, and also
th
animist, - one world – until a new culture emerged in Europe in the 17
century called The Enlightenment. This gave rise to Western individualistic
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culture, and is really only dominant in North America, Northern Europe and
Australia/New Zealand.
All the countries in central and southern Europe (the Mediterranean) are
Collectivist. The same applies to the rest of the world: Central and South
America, the Middle East, Africa, Asia and the Far East.

Sound research and revenue
Advertising revenue and sponsorship funding are based on audience
research. Nobody will spend money on advertising or fund the production of
programmes if they don’t know who and how many will watch.
Since none of us are fortune tellers, we have to estimate the future audience
on how well we know the past audience for that type of programme, that time
slot on that day of that channel.
Advertisers and sponsors pay for viewers that they want. This is their Cost Per
5
1000 viewers, or CPM . So it is important to the broadcasters to know how
many viewers there are so that they can tell the advertiser what the CPM is.
The advertiser usually buys the lowest CPM for that desired profile of viewer.
However, the advertiser may pay more if the programme not only attracts the
profile of viewer that the advertiser wants, but also if the style, format and
genre of the programme suits the brand image of the product or service. The
advertiser will pay even more if the programme has a loyal audience, and the
viewers watch with attention (which means that they are less likely to make tea
during the advertising break.
In order to get consistent and reliable research, South African media solved
the problem by forming their own research body. The South African Audience
Research Foundation (SAARF) is a non-profit company owned by its
members. These members are all the media: TV, Printed media, Radio,
marketers, advertising agencies and practitioners, - all people who need and
use media research. SAARF then conducts media research, analyses it, and
distributes it in a way that is consistent, and meets the common needs of all its
members.
The Pan African Media Research Organisation (PAMRO) promotes consistent
data gathering and market research across the whole continent. Advanced
research is currently only available in Kenya, South Africa, Nigeria, Zimbabwe
and Ghana.
This is different from the Western countries, where you buy research from
private companies, and because the research results differ, you are forced to
buy from all, and do a lot of a hard work trying to reconcile all the data.

5

M stands for the Latin for 1000, in the same way as we call 1000 years, a millennium
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Remember that advertising is shotgun, no matter how carefully you target. You
can target, but you are trying to get individuals to buy, and you cannot tell a
mass audience what each of the individual members must do.
John Wanamaker, the American marketing pioneer said, "Half the money I
spend on advertising is wasted; the trouble is I don't know which half”.

Sampling and demographics
Sampling is a simple concept. To find out what a pot of stew tastes like, you
don’t have to eat the whole pot. You just need a small sip, carefully taken
where the whole pot is mixed together and stirred, and that one tiny sip will tell
you what the whole pot tastes like.
It the same with an audience.
If you make up a small sip from a carefully selected sample, you will have a
very accurate idea of what the whole segment thinks.
That’s why public opinion polls can be either so accurate, or such rubbish.
You only need to sample the opinions of 2000 people to find out what 50million people think.
The secret is in the sampling. Sampling is part of Statistics, and the science of
sampling is crucial to all statistical practices.
Sampling can also be absolute rubbish. You may walk out of your door, and
ask opinions of the first 2000 people you come across, but that is not a
scientifically random sample. That only gives the opinions of 2000 people who
walk down one street, of one suburb, in one city, at the same time of the day,
and probably all in the same income group.
The most heavily publicised polls are usually the worst, with completely invalid
sampling.
In South Africa, the TV viewing behaviour of 14 million families is accurately
reflected in a sample of about 2000 households.
These homes are selected because between them they cover all
demographics and combinations of demographics, as well as the dynamics
that exist between families that consist of different groups of people.
The sample thus covers all ages, regions, family sizes, cultures, religions,
interests – in fact every segment you can think of.
Because it measures all media in the same way against each other, any
statistical error is irrelevant because everyone is compared against the same
basic measurement.

Setting station and programme objectives
When approaching the design of a station, a day part or even a programme,
there are plenty of opportunities for method and system.
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We should base the whole plan on certain questions, and not deviate from
their focus:
o

Who is out there?

o

When can they view TV? In the morning, people don’t generally sit
down in the sitting room. They have two choices – stay in bed longer
or go to work. In the evening they have an infinite number of choices,
ranging from quality time with the children to behaving badly in the
tavern.

o

Why do they want to watch TV?

o

When is it coming on? If they are going to watch TV, they need to
know what is coming on (and why they want to watch it), and when it
is coming on.

o

What exactly are we trying to do?


Are we trying to educate people and perform a public
service?



Are we trying to attract the largest possible audience? Are
we trying to make short term profits (see the Long Tail in
Chapter 8)?



Are we trying to make more modest and consistent profits
over the long term?



Are we focussing in on the largest possible niche audience?



Are we trying to persuade – to change attitudes, or to buy
products? (Propaganda and direct sales are very similar).

Step One – Define who you are, your channel brand and target
audience
What are we trying to do?
This should be the first and over-riding question in all TV programming. The
way to answer this is to answer these questions;
o

Who are we?


Are we a commercial station? Are we a public broadcaster?



Are we both, i.e. trying to make money and promote the
public interest at the same time?

o

What is our main aim?

o

How do we help achieve that aim with this audience and at this time?

o

Can we set an objective and an outcome for this day part or
programme?

o

Can we derive a branding statement that will suit the audience?
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Having decided that:
o

How are we going to do it?

Step Two – define who is watching, and when
Who is watching?
From the research data, we can determine who is watching all channels at any
time of the day.
This is instructive. First of all, broadcasters did not create these graphs.

They were created by audiences. They reflect what audiences do (on average)
throughout the day.
It also reflects at what times they have access to TV.
A TV set is heavy and is connected to the mains. Radio sets are light and
battery operated.
Maybe that is why people listen to the radio in almost exactly the opposite way
to which they watch TV.
To get a proper demographic of the audience, we need to analyse ALL TV
first, that is who is watching all the stations. Once we get a picture of the total
TV audience, can we start to analyse the historical audience for our channel,
and then target the most desirable audience.
(Warning: This does not take into account Mobile TV. TV on-the-move
will change constantly over the next years.)

Step three – which specific group do we want to target?
Of the people who are available at that time, which people specifically do we
want to target?
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Principle
You can’t create an audience. The population of the country is 50-million, and
there is nothing you can do to expand it. Only 80% of those people have
access to costly TV sets. There is nothing we can do about that. Only about
50% of those with access to TV sets actually can, or want to watch TV at the
peak of prime time. If we are going to get people who don’t normally tune in to
physically make an effort to go to a TV set, then the content is going to have to
be pretty spectacular. Can you afford to make programming that is so
spectacular?
So if you can’t create them, you have to steal them. There are some
audiences you cannot steal. For instance, “Generations” has the 8 pm
weekday slot on TV. It alone attracts 51% of the share, leaving all the other
channels with the balance of 49% between all of them.
Generations has taken this share consistently for twenty years, so it is
extremely difficult, if not impossible, to dislodge 51% of the viewers available
at that time from their habit.
Therefore:
Try and steal from a channel or programme where the audience may be
tempted to move to you. Know when you are licked.
So, who specifically do we want to attract?

Summarise so far:
Who do I want to attract?
Who is my target audience? What is their language, age group, gender,
income group, interests?

Why?
Is this a public service exercise, or a commercial one? Or is it regulated local
content that I want to make profitable as well? Perhaps it is cheap imported
programming that I want to make lots of quick and easy money out of, so that I
can cross-subsidise regulated programming.

When?
What time slot?

How?
What is on the competitor channels, so what sort of programming do I have in
mind?
Define the audience in two ways:
1.

How many there are, and
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2.

What state of mind or emotions do I want to appeal to?

Step Four - define your content
Now:


What are we trying to say to these people, and
why?

Put it another way, what are we trying to do for these people?
We must balance our objectives with the budget.
Either:
o

Draw up the budget and design objectives that fit into it, OR

o

Draw up a nice wish list (that does NOT in any way deviate from what
we decide in Steps One and Two), and later trim it to the available
budget.

We should also not bother to look in depth at what is done in other countries.
Other countries are not South Africa, are not inhabited by South Africans, and
no one else has the same economy, mix of cultures, social structures, history
and traditions as South Africa.

Step Five – emotions and habits
The wish list
We do this every time we design a programme, and it usually gets us onto the
wrong track, or it causes us to close our minds, or it simply wastes our time.
The wish list should be structured. Look at this matrix. Don’t put anything in
column one, UNLESS you can enter something sensible (informed instinct)
into the corresponding column 2.
What do they want?

Why should they want it at that time?

Let’s repeat what we decided at the beginning:
People watch TV on their own terms. They have lots of other things to
do.
We have to make them want to watch TV, by attracting them to TV and
away from all the other choices that they have. Even then, we will only
be able to get them to watch if there is something being broadcast that
they KNOW they cannot miss, or at the exact time when they habitually
watch.
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Let’s get it straight. People on the whole, do not arrange their lives in order to
watch TV. They may make arrangements in order to watch certain specific
programmes, but TV is only one of many priorities that are competing for the
viewer’s time.
Also people know that when they watch TV they are paying for it, in the most
valuable currency they have – time.
Every day people are raising their standard of living (or wanting to), and every
day they are running out of time.
One hour wasted in front of a bad TV programme is one hour less with which
to enjoy living.

Step Six - Apply the Uses and Gratifications theory
Review the Uses and Gratifications Theory in Chapter 1.
Here are just some of the uses to which TV can be put:
Integration and Social Interaction
o

gaining insight into circumstances of others; social empathy

o

identifying with others and gaining a sense of belonging

o

finding a basis for conversation and social interaction

o

having a substitute for real-life companionship

o

helping to carry out social roles

o

enabling one to connect with family, friends and society

Entertainment
o

escaping, or being diverted, from problems

o

Relaxing

o

getting intrinsic cultural or aesthetic enjoyment

o

filling time

o

emotional release

o

sexual arousal

In this step, check off the matrix we used before, but add a column to
summarise the use that people may put to each item on the wish list:
What do they want?

Why should they want it at
that time?

What is the specific use to the
audience of this topic?
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Step seven – set out your objectives
Now summarise all of these into objectives.
What do you want to achieve? The answer to this should be in four
statements. They have to satisfy:


Quality



Quantity



Time and



Cost

Quality – who do I want to attract and why? What do I want the audience to
do as a result of the programme?
(In the case of commercial programming, we usually want the audience to
watch next week, tell their friends to watch, and to buy whatever we have on
offer.)
In the case of public service programming, we want people to perform some
visible action that will demonstrate that our programme had the desired effect
on them. (See Bloom’s Taxonomy for guidelines).
Quantity – how many of them?
Time – what time slot and on what day, and over what duration?
Cost – my budget, programme and marketing
Do you notice that all the terms of your objective are directly
measurable?

AR and Share
How well are we doing?
You can never rely on just one measurement when it comes to audiences.
You should build into the programme measurement mechanisms, such as
phone in, letters, faxes, emails, website hits, SMS reaction, and so on.
However, the most reliable measurement available is that of ratings.

How they work.
Audience ratings (AR) are conducted by the South African Advertising
Research Foundation (SAARF).
They contract top international research organisations to place “Peoplemeters”
in carefully selected homes. The demographics of the home are carefully
selected, and each member of the household is allocated a code. The
Peoplemeter measures the station to which the set is tuned, and registers its
changes. At the same time, the members of the household are encouraged to
key in when they come to watch the set and when they leave.
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The Peoplemeter records all this data every thirty seconds and downloads it to
a central computer daily.
As a result of this finely tuned sampling, we are able to determine which
demographic, living where, has watched what programme and at what time.
It is possible to get extremely precise with this data. Although it is primarily
designed to help advertisers and the sellers of advertising slots, it should be
creatively used by programmers and commissioning editors to analyse why
people watch, deduced from how they watch.

What they are
An audience starts off as the “Universe”. The target audience may be
“everyone” in which case the Universe would be all people with access to TV
(about 40-million people in South Africa).


Or it may be only of adults, which is people over the age of 15. In this
case the Universe is about 35-million).



An AR of that audience is 1% of that audience. There is no such thing
as “an AR”. There is only an “AR of a specific audience”.



If you are aiming at Zulu women over the age of 16, then your
Universe is only 1.9-million.



One AR of Zulu-speaking women over the age of 16 is 410 000 (1%
of 4.1-million).



Similarly, one AR of all adults is 350 000 (1% of 35-million).

Share is different. If only 45% of people with TV are watching, then all
audience AR will be 45, across all channels. The share is the percentage of
viewers attracted to your channel, as a percentage of people actually
watching.

Summary
1.

Universe is the number of people in the target group with access to
TV.

2.

An AR of that Universe is 1%.

3.

Share is a percentage of the people actually watching at a specific
time.

Interpreting ratings
Never look at ratings and make a judgment on the basis of just one
programme. All it will tell you is that your audience is above or below that of
the previous series of programmes. This could mean one of many things.
You should aim for slightly higher than the historical all adults’ ratings for that
slot. But you should also aim for at least 80% of your target audience.
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You want ratings to rise over weeks rather than fall. You however can also
expect an “S” shape, where you may hold steady (or even go down slightly)
over the first few weeks, and then head on upwards towards a growth phase.
The channel (or the station) will monitor your all adult ARs mostly for share
and ad sales reasons.
You should also monitor your target audience AR, especially if your
programme has public service objectives.

Your other monitoring measurements
If your programme includes reaction such as emails, SMS or letters, then you
should have set an objective at the start, and you measure the weekly reaction
against your original objective. If your original objective had been low, you may
very well exceed your objectives.
That’s the reason why all objectives must be challenging, but attainable.
If they are unrealistic, then you are setting yourself up to fail.
You may expect press and print media reaction. For newspapers, it is useful to
measure the column centimetres, but you must always take this measurement
and weight it down for the less newsworthy pages, weight it against other TV
publicity, and also weight it negatively for negative criticism.
Measuring press reaction is highly unreliable and subjective, but it should be
one of your many monitoring mechanisms.
You should have built monitoring mechanisms into the programme design.
Most educational programmes targeted to schools automatically enrol the
cooperation of teachers. This must be formalised and their responses,
reactions and reports must be standardised and measurable so that they can
be monitored and devaluated.
Monitoring is designed to find out how well you are doing, if you are on track,
and if your audience is growing.
Monitoring the ARs helps you to make adjustments. ARs never tell you what
adjustments you have to make, but they do tell you in which direction you are
going with regard to audience penetration.
Remember, you must also always ask for the AR of your target audience, and
use that in conjunction with the all adults to try and determine how well you are
doing.
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Understanding development
The elusive GAP
If you think that Thomas Alva Edison invented the light
bulb just as if he were a cartoon with a light bulb coming
out his head, you are very much mistaken.
Edison himself said, “Genius is one percent inspiration,
6
ninety-nine percent perspiration”. . Exactly the same
applies to your creativity with a TV programme.
The idea that wakes you up at three o’clock one morning
is not going to be broadcast until it has been:
1.

Directed to a carefully defined target audience.

2.

Moulded and shaped to suit that defined audience.

3.

Scripted with craft.

4.

Produced on time, at the lowest cost, and at the highest quality.

5.

Broadcast on the channel and time that the audience wants to watch
it.

It doesn’t matter how wonderful your idea and concept, it is not ready. It hasn’t
yet been made, and more important, it hasn’t yet been developed. There are
many things that will change your concept. These will include:
1.

If audiences have shown a liking for this sort of thing in the past, and
if not, if anyone will take the risk to finance it.

2.

Where you perceive the gap, and if the audience in that gap has any
language, cultural or religious sensitivities.

3.

How high the budget might be for that slot and for that audience

4.

Who your preferred performers are, if they are available, and who
you might end up using.

5.

The duration of the programme

6.

Exactly how will the plot, story, game process etc, produce the drama
that will result in suspense and excitement.

These are what we will find out during the process of development

6

Spoken statement (c. 1903); published in Harper's Monthly (September 1932)
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Research the potential on the past
Now comes the bad news. How do you find out how well, or how badly a
programme has done in the past?
You must have access to audience research, and you will have to pay for it.

Some tips:
Don’t go back more than five years – fashions change. The way you may want
to make something now, will never be the same as it was made five years ago.
As an interesting exercise, make a spread sheet with technological advances,
fashions, music genres and TV going down in columns, and across in rows,
list the last twenty years.
Now in each square give a brief description as required in the head of the
column. When you see it in your face, you will not believe how much and how
fast things change.
Cell
phones

Men's wear Women's
wear

Slang
words

Music
genres

Most
popular TV
genres

1960s
1970s
1980s
1990s
2008
2009
2010
2011
2012
2013

Distinguish between the visual style, the language, the slang, and “what’s
cool”; and what emotions the proposal appeals to.

Emotions
Fashions and lifestyles change, people don’t. For millions of years they have
loved and hated, aspired and nurtured. There are five basic groups of
7
emotions that people feel and experience. They have never changed.

7

Izard, C. 1977. Human Emotions. New York: Plenum.
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Joy / Happiness



Fear / Anxiety



Anger



Sadness / Grief



Disgust



Surprise

Research the current media conditions
Media are media. They are consumed by people in different ways and a
different range. Most people listen to the radio. Then comes TV. Social media
come shortly after that, and certainly before magazine and newspapers.
South Africans are not good readers. The PricewaterhouseCoopers Media
Outlook 2012-2016 points out:
The consumer book market is limited in South Africa because of a
relatively high rate of illiteracy (approximately 12%), low income, and
few books published in African languages. It is estimated that
approximately 51% of South African households do not have a single
book in their homes, with only 1% of the population buying books and
only 14% of the population reading books. Consequently, the consumer
book market is smaller than the educational book market. They read
the Internet, but not books – there is a 500-word culture that is
8
perpetuated by the media.
But how much money is there to support the various media? How much
advertising revenue is available? What can people afford in Pay-TV
subscriptions? How many newspapers and magazines are paid for?
What TV do they watch, when, and how many of them?
You must be able to find out which people read which newspapers; listen to
which radio stations; read which magazines. Most of this you can get by
reading the Rate Cards which you can easily find on the website of the
company.

Data
All this data is available. You may have to pay for a large part of it, but there is
plenty available free. Check out what is free, and if you need more, then you
know what to pay for.
Finally, when you have the data, what does it mean? Analysing audience data
requires a number of specialised skills, which can’t be covered in this book.
What do people want?
8

Page 196.
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This is a question you will never get an answer to. Ask someone what they
want to see on TV, and they will say, “There’s so much rubbish on, can’t we
get something entertaining?” This doesn’t help at all. First of all they don’t
know what “entertaining “ means. Secondly, they don’t like to be taken by
surprise.

The Dictatorship of the Hour
Look at it this way.
We live in a culture of “o’clock”. “I’ll meet you at six o’clock”.
“Six isn’t good for me. What about seven?”
“I must be gone by eight, so can you make it five-thirty?”
Notice that the natural thing is to set a time on the hour. As a final
compromise, they may go to a half hour past the hour. You never hear
someone say “I’ll meet you are a quarter past five”.
Because of this, TV schedulers set programme time to start on the hour, or on
the half hour. If they set it for “ten past five” the audience is irritated because
our “on-the-hour culture” is upset.

Breaking point
Suppose viewers are faced with a choice of five programmes to watch. They
can only watch one, so will trim it down to a choice of two.
Finally they will settle down to their first choice which could be based on any of
many feelings: I feel like a good laugh; I want something exciting; I like her
acting, she has never let me down before; I’m so sick of the same old thing – I
want something new, different and refreshing”.
So they settle down at six o’clock to watch their first choice. If they don’t like it
at the outset, research shows us that they rarely react immediately. They
prefer to give the programme a chance, after all they have started on it.
Research also shows us that seven minutes is the limit of their tolerance, so
they will leave their first choice in disgust and hit the remote to choice Number
Two.
BUT, they’re now seven minutes into programme 2, and they don’t know
what’s going on, because almost always the scene is set within the first seven
minutes.
They are irritated, disturbed and angry. They will certainly not watch another
programme that remotely resembles their first choice, at least, not for
sometime. Their loyalty to the channel brand has also gone for a loop.
(Remember “The Stress of Choice” in Chapter 1?)

Media data resources
Here are useful reference works that will help you get a broadcaster
perspective of the media market.
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PricewaterhouseCoopers. South African Media and Entertainment
Outlook 2012-2016. There are localised editions of this research
available worldwide.



SAARF All Media Product Survey (AMPS)



SAARF Trends



Media Rate Cards



Analyses in professional media magazines.



Research articles from professional and academic sources.

Look for the stars
Performers
Why do stars attract audiences to programmes? There are 3 reasons:
1.

Security. If the audience likes the way an actor performs, they feel
that they will like the programme.

2.

Drawcard. Many people will watch a programme to watch the
performer.

3.

Celebrity status. Many performers achieve celebrity status, which is a
drawcard in itself.

Do these three points look the same? They are not. Most performers achieve
celebrity status because of their talent and ability, in the same way as sports
stars achieve celebrity status. But, a good manager can turn anyone into a
celebrity. It takes 3 things: marketing, marketing and marketing. The problem
is to keep their celebrity status.

Genre
Why do we have genres? Why do we group programmes into little boxes?
There are a number of reasons.


It makes them easier to market



If they are easy to market, it makes the decision to buy the
programme in the first place, a lot easier.



Over the past half a century or even more, we have learned to think
in genres because Hollywood has marketed to us in genres from the
very beginning of the movies..

Other than these reason, they actually make no sense at all. They force us to
box things, stultify creativity, and make it extremely risky to come up with
something completely different.
On top of it, we have a contradiction with audiences. I call it the “Holiday Inn
Syndrome”.
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This is the result of what I call the Holiday Inn Syndrome.
You may be very adventurous, and if you have the money you enjoy travelling
to exotic places with strange cultures and strange languages. But after a full
day of struggling with a phrase book or interpreter, by the time you get to the
hotel in the evening, you want something comfortable and familiar. You have
had just about enough for one day of novelty and surprise. That’s why you
booked into the local Holiday Inn in the first place. It’s familiar. The room looks
just like any other Holiday Inn room in the world. The menu is the same, and
the food tastes the same. Even the pictures on the wall and the bed-linen are
the same.

You seek comfort in the familiar
That’s why the viewers want to know that the show they are going to watch is
a documentary about penguins, because they like documentaries about
penguins, or they hate them. They want to know that it has a performer in it
that they like, or it is a story about things they like.
They want some assurance that they are going to like the programme.
Experience shows us that the limit any viewer can take trying to like a
programme is about seven minutes. That makes them seven minutes late for
the start of their second choice – all of which is frustrating for the viewer. In
fact it makes them furious.
Hence, we have stars, reality shows (and other styles) that all look the same,
and writers and directors that the audiences consistently like or dislike.
Hence the trend away from one-off dramas and documentaries to series and
serials. After all, if they like the first episode, you are almost guaranteed to
have them in rapt attention for the next twelve, or 25 episodes, or for as long
as we can afford to contract.
The paradox: the audience always wants something different, but within that
difference, they want something the same. They hate repeats (unless it was
last shown three years ago or longer).
There is also a problem with an over-reliance on data of past successes.
Because a programme was successful, it doesn’t necessarily mean that a
similar programme will do as well.
Too much of the same causes the audience to be desensitised. Eventually,
they are sick of the same old thing.
So is there an answer? No. You can come up with innovative and groundbreaking concepts, and either you win or you lose. You can copycat and break
even, maybe, but also not for long.
One thing is certain. At the end of any five year period, only 15% of your total
9
programme line-up will be worth remembering.
9

There has even been an attempt to reduce this to maths. See Justin Anderson. Entertainment expectations. 2006.
University of California.
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This is the essential difference between manufacturing consumer products
and manufacturing entertainment. Consumer goods must be consistently the
same, entertainment goods always have to be new. Well, new, but somehow
not too different.
This is one of the main reasons why television is forced into mediocrity. It’s not
the broadcaster who is scared of brave, new and innovative product, it’s the
audience.

Formats and genres

Very briefly, so briefly as to probably be misleading, genres are:
Feature films

Usually a minimum of 90 minutes long – can go up to 4 hours

TV movies

Usually 104 minutes long to fit into a two hour slot

TV dramas and
series

Usually 52 minutes long to fit an hour slot

Sitcoms

Usually 22 minutes long to fit a half hour slot

Documentaries

Can be as short as 30 minutes, and go as long as 2 hours

Magazine
programmes

A half hour programme packaging mini-documentaries or reports, called
inserts

Game shows

Running anything from 30 to 60 minutes

Talk shows

Running anything from 30 to 60 minutes

Reality
Reality is a style, not a genre. It could be talk, game, and sport or even drama.
Reality means that it follows the conventions of the reality style: hand-held
cameras, talking to the camera, making it obvious that there are cameras and
microphones, and at the same time giving the audience the illusion that they,
and they alone are privy to the secrets of what is going on. Every genre can be
done in the “reality” style.

© Howard Thomas 2013

Page | 59

Who makes content
The skill, talent and attitude needed to make TV programmes
There are many roles in television production, broadcasting and management.
They all require core skills and specialised skills.
These skills are unique – people do not transfer into the media and especially
television easily, unless they have built up a store of skills and experience.
The following core skills are needed by everyone in the business:
Time and self management; problem solving; decision-making;
personal financial management
The following attitudes are essential for everyone:
Enthusiasm; ambition; perfectionism; getting it right first time;
independence; life long learning; working with others; focus on
achievement.
Everyone should have these basic skills:
1.

2.

3.

Mathematics
a.

Financial

b.

Geometry

c.

Statistics

Physics
a.

Light

b.

Sound

c.

Electricity

Computer
a.

Word Processing

b.

Presentation

c.

Database
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This is the Wheel of Skills.
Notice that many of the skills are the same. These are the basic skills – if you
don’t have them, then you will not be able to use your specialised skills to the
full.
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Understanding finance and income streams
Cover the costs and normal profits
Television is expensive. Someone has to pay for it. Regardless of whether
your income comes from funding, commissioning, licensing, advertising,
sponsorship, or any other source, you should make sure that your revenue will
exceed your income.

Financers want to fund a programme for all sorts of reasons:


It sells products



It reinforces the brand



It fulfils a mandate



It educates



It persuades

However, all these mean the same as persuade or change attitudes.

Acquiring content
Broadcasters need content. Even if they are free-to-air, or if they are pay-TV
(subscription) broadcasters, they will use one of many ways to acquire
programmes.
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License
Some one owns the rights to the programme, and rather than sell the rights
completely, the owner chooses to license a broadcaster to use a programme
for a specific time, in a specific region and for a specific media and audience.
At the end of the license conditions, then the rights owner can license
someone else to the same or to different rights.

Co-produce
Co –production usually happens when the programme is expensive, and is
expected to earn a lot of money over a long period. It is too costly for one
person to make, so the business plan includes various partners, funders,
sponsors, and preferably also licensees to assure that the programme gets a
wide distribution right from the start.

Barter
Barter is an arrangement between a rights-holder and the broadcaster
whereby the rights holder and the broadcaster come to some sort of exchange
arrangement. The usual agreement allows the broadcaster to broadcast the
programme without paying any license fees, but the rights-holder is allowed to
sell the advertising during the breaks, and take the sales of the advertising in
exchange for the license fees on the programme. This is just one example –
there are any number of possible permutations.

Commission
This used to be standard for free-to-air broadcasters, as it meant that they
could specify exactly what they wanted in the programme, and then take total
ownership of it. Over the past twenty years or so, commissioning started dying
out. All that happened to these programmes is that they sat on a shelf in the
archives and rotted.
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However, digital multi-channel has changed that, as so many broadcasters
now have many channels during which they have to fill time, and it is proving
to be very cost-effectives to simply take old programmes off the shelf , update
anything that needs changing, and run it as a repeat.

Sell time
a.

AFP: In Advertising Funded Programming – the broadcaster
simply sells time to a marketer who makes the programme
themselves. This is different from a sponsor who pays for
someone else to make the programme. AFP usually
involves the product name included in the title, and a script
biased towards products.

b.

Infomercials.

c.

Infomercials make no pretence to be programmes. They are
wrongly named – they offer no information whatsoever (if
you accept that information should be unbiased). The
marketer buys the time, makes the programme and overtly,
in your face, sells the products. These are usually very
successful, make a lot of sales, and often the broadcaster
will include a percentage of the turnover as broadcast fees.
Broadcasters are usually limited in terms of their license as
to how much time they can sell for ‘infomercials”.

These categories don’t refer to the programme, the genre of the content – they
refer to how the broadcaster pays for the programming.
If you want to divide content into boxes, then you refer to the genres and
formats that we looked at earlier.

Fund
Some times you can include “investor” in this category. Some funders just give
you money on condition that you comply with certain conditions – such as coproduce with another country, use a certain subject, or achieve a certain
persuasive agenda. Funding sometimes comes in the form of tax breaks, free
use of facilities or special allowances. Sometimes the funder will take back a
proportion of the profits, if any – which blurs the distinction between “giving”
money and “earning” money.

Audiences make income streams
The money that comes in (revenue, income, whatever you want to call it,) is
directly related to the audience. It’s the audience that determines the revenue,
and nothing else.
Look at it this way:


TV is extremely expensive.
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Someone has to pay for it.



It has to be worth while paying for.



It must do something to the audience to make the costs worthwhile to
the funder (advertiser, sponsor,)



The funder will determine the value of the costs according to the
funder’s own agenda and purposes.

For instance:
1.

The department of National Health wishes to pay for education
programmes for primary healthcare. They intend the cost of the video
to return value in the form of education. They will want proof that
there has been the change in behaviour in the target viewers that
they want. They have selected the video because they believe that it
is the best and least expensive medium. They will need proof that it
was effective in the change in behaviour that they wanted to see as a
result of the programme. This proof comes from nothing more than
simple audience research.

2.

A commercial broadcaster commissions a quiz programme because
their audience research indicates that a quiz programme fills a gap
that is left by the competitor broadcasters. They have identified a
niche audience that likes a certain type of quiz programme, and in the
style as is described in the treatment. They will sell some
sponsorship, and also canvas support from advertisers to ensure that
the programme meets their objectives. If they do the advance
research well, they should be able to lower the risk of the programme
failing unexpectedly.

3.

A funding organisation that has as its objective the promotion of film
talent agrees to fund a drama. The costs (met by the funder) far
exceed the money that they will receive from broadcasters, even over
the next five tears. However the funder will carefully calculate the
cost against the full value in terms of training and development,
getting the country’s films recognised internationally, the increased
skills and prestige for those working on the film, and possibly even
the potential it may give to tourism.

4.

A mining company wishes to promote safety, and convey to all the
people who know of their operations, that it is committed to being a
good citizen and a good employer. It is aware that the public knows
that mining is inherently dangerous, and the company wants the
public to know that the company is doing its best. They therefore
sponsor a documentary of mine safety in general, and accept the
credit for simply being seen as the sponsor.

5.

Government wants to distract the attention of the public away from
recent blunders, and draw attention to certain success areas.
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Although the last two look as if they are “propaganda”, the grey line between
propaganda and information is about ten kilometres wide. Advertising seeks to
inform and educate people so that they change their behaviour to buying a
specific product. Information about an epidemic seeks to educate and inform
people and change their behaviour into one of preventing disease. The last
two programmes can be described in exactly the same way. One person’s
information is another person’s propaganda – in the same way as one
person’s terrorist is another person’s freedom fighter.
The point of this is that broadcasting is always at the centre of controversy.
There are all sorts of reasons why people may fund television programmes
when there is no evident revenue. However, programmes are usually paid for,
in one way or another, in order to get a return on this cost.
Regardless of the purpose, if it isn’t entertaining, it isn’t worth it.

Advertising, research and rates
How do broadcasters calculate what they charge for a slot? Sometimes it
looks like an enormous amount of money to pay for just 30 seconds. But it’s
like anything in the free enterprise market. If the buyer is happy, and the seller
is happy, then everyone’s happy.
Like all commodities, the price settles in at what the buyer (advertiser) is
prepared to pay.
If the advertiser wants to buy advertising space in order to sell products, then
they will look at the quantity of products they need to sell to make it worthwhile
to advertise.
Don’t forget that television is not the only advertising medium. The advertiser
could go for outdoor billboards, newspaper inserts, radio spots, and even
sponsoring sports games.
But the advertiser will carefully calculate, based on experience, which medium
will give him the most exposure of the right kind, to the target audience.

Audience quality, loyalty and attention
There are two types of audience.
First of all there are the numbers that the broadcasters trumpet. “We had 3.5million viewers”.
Secondly, there is the audience that an advertiser wants to buy time for.
“Lower income women, over the age of 35, living in their own home”.
The second audience may only be 300, 000, but that is exactly what the
advertiser is prepared to pay for. The advertiser doesn’t want 3.5-m of just
anyone; they want the consumers and prospective consumers for his product.
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The price they are prepared to pay, is the price that will earn him the highest
return.

Rate Cards
That’s why Rate Cards are meaningless. They are highly negotiable, and more
often than not, highly misleading.
You will never find a broadcaster telling you how much a spot sold for – they
will tell you it’s confidential. There are bulk discounts, good-standing, trade
exchanges and all sorts of other factors that come into being. However, the
Rate Card does tell you what a slot might cost if there were no other
negotiable things involved.
Just to make things more complicated – the advertiser will pay much more for
an attentive audience than for an audience that is liable to jump up and down
and even leave to make tea during the programme.
The advertiser wants an audience that will stay viewing during the advertising
breaks, because they don’t want to miss a second when the programme starts
again after the break.
That’s why they will pay five, or even more, times the going rate during a
sports match.

Attention getters
What programmes generate high attention? Well, every programme generates
high attention from its target, core audience. The reality buffs pay attention
during reality programmes that they like – and the ones who like Survivor are
not necessarily the ones who like Big Brother.
The quiz buffs never take their eyes off the screen during “The Weakest Link”,
but they could carry on instant messaging during “The Biggest Loser”.
This is the craft of targeting an audience. It is highly complicated, and involves
high risk. It’s a subject of a many speciality books all on its own.

New streams in interactive media
Interactive (“digital,” “new”), media offer extra revenue streams. Even if they
are small at the moment, they are growing all the time. No one knows where it
will go, and what amount of money it will earn. For instance, a top quiz show
made R400 000 a half hour in advertising, but only R70 000 a week in their cut
from cell phone calls.

Small beginnings
However no one in TV sneezes at any amount of money, no matter how small.
Here are interesting examples:
1.

Gambling programmes take a cut of the online betting.
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2.

Cookery programmes get a cut of downloaded recipes and published
books.

3.

Soap sites sell advertising around the fan blogs

4.

Children’s programmes get a cut of toys sold online.

5.

Reality programmes get a hefty cut of the voting lines, whether
online, by SMS or Instant Messaging.

None of them can yet replace advertising; they merely supplement the main
source of revenue.
There are two rules regarding “cross-platform revenue streams”.
1.

No one is an expert. Experts are people who have focussed on one
aspect for many years. No one is an expert of something launched
six months ago. What was true yesterday is not true today, and will
certainly not be true tomorrow.

2.

You must experiment for yourself. What works for other peoples’
content and products will probably not work for you. Now is the time
to get adventurous, take risks, and get ahead of the pack on your
own.
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Understand the Pitch
Every programme has to involve a pitch, to someone, and for only one reason:
in order to get money.
Here are the key points;


Television is extremely expensive to make.



Television programmes are designed to influence audiences:
o

To change their behaviour

o

To inform

o

To educate

o

To entertain


To watch the next in the series



To tell all their friends to watch



Television is an emotional product



Television programmes appeal only to the emotions of the audience.



So, television concepts, scripts direction and editing come from
deeply felt emotions

To persuade people to fund, commission, invest in, lend money to, or coproduce a television programme, the creator must persuade them that the
emotional appeal will make money.
Not easy
You have to perform, communicate, and talk creativity, talk story, talk appeal,
and talk money – all at the same time.
There used to be a time when the person pitching only had to convey a picture
of the programme, in terms of emotions.
But things have changed. Broadcasters face more competition, less share of
the audience, and, scarily, a lower share of advertising revenue.
Therefore they would really like programmes that offer all or some of these:


A spectacular once-off that will attract attention, and be talked about
for a long time. But it also has to be repeatable for many years into
the future. It should also have the versatility to “cross platforms”,
perhaps become a book, DVD and spawn lots of other versions



A series that will attract the target audience over a long time.



Have something that draws the attention of the audience – like
something radically new, well-known performers, or a popular
subject.
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Be fashionable and trendy.



Be cheap.



Can be made in bulk and quickly



Can be translated into many languages.



Will cross cultural borders, such as be popular in many African
countries.

You can write the most beautiful treatment and motivation, it still remains a
number of dead words on dead paper. The only way you bring them to life,
and try to portray the emotional value to the audience, is to pitch.
In case you are scared already and you think of spectacular product launches,
let’s get things straight right now.


You don’t have to act or perform, but you have to be yourself.



You must not have any technical or electronic tools, other than your
own body and voice.



You should have spent no money on physical things – only your
development time, and a little paper.



An agent or manager is likely to be more of a hindrance than an
asset.



Get it out of your head that “it’s not what you know but who you
know”. Broadcasters buy content, not a friend’s products. If the
product is bad, the person who buys it, puts his job on the line.



Whereas programme buyers and producers are more likely to pay
attention to a product that comes from people with a track record for
reliability, they are also aware that creative’s get old and tired. They
are always looking for new talent (of all ages).



Two’s company and three’s a crowd. Keep the pitch to just two
people: you and the people to whom you are pitching. There’s no
advantage to your team coming in and crowding the stage.

Write the concept
An idea on its own is useless. It has no target, no proposed home, no vision
for the future.
You also cannot copyright an idea. In terms of the copyright Act (which lines
up with copyright legislation in all other countries), “ … shall not be eligible for
copyright unless the work has been written down, recorded, represented in
10
digital data or signals or otherwise reduced to a material form”.

10

Copyright Act no. 98 of 1978 1.2.2
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To explain, you can only copyright “some thing”. It has to be writing on paper,
paint on canvas, music in notation or on a recording, design in drawing or
costumes, or jewellery or some medium. You cannot copyright the movements
of actors unless they are written down, or recorded. You can only copyright an
artistic work that has been committed to a permanent medium.
You cannot copyright an idea.
Also, you do not need to register copyright. It is vested in the author (creator)
in terms of international legislation. You still cannot copyright something which
exists only between your ears.

The pitch
The whole process of pitching is covered in my other book, “The Art of
11
Pitching” so it’s only important here to reinforce the main points.
A pitch must be targeted. An idea needs a specific way that it can be delivered
to the audience. So, an idea is only worth pitching when you have:
1.

Targeted an audience. This means that you have gone through the
various aspects of quantitative and qualitative research, and that you
have formed a picture of exactly to whom the programme is targeted.

2.

Target a channel. No TV channel broadcasts to everyone, and the
chances are that there is only one channel that has within its
viewership, your target audience.

3.

Written the treatment. This is usually quite long, and should describe
the genre, story, style, and the way the story will be told.

4.

Written the first page of the pitch. This is the entire treatment reduced
to no more that 200-300 words. This helps you get a feel for how the
treatment works for the audience.

5.

Written the Logline. This is the one sentence that sells your
programme to the audience. It’s the sort of thing that the
broadcasters use in the “what’s on this week on TV” in the Sunday
newspapers, and the Internet. Five to ten words that catch the
essence of the programme, condense the appeal to the audience,
and may even target the audience.

You are usually limited to 7 to 10 minutes. In that time, you have to be you, so
that you can communicate your concept and treatment in your way.
It doesn’t matter what type of voice you have, if you are clumsy in your
movements, or if you have an accent. Your concept came from your heart,
mind and spirit, and it can only be communicated accurately through your
body.
You will not be nervous if you:
11

Published by SABC and freely available on the Internet at no charge.
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1.

Have prepared, and know exactly what you need to do in the limited
time.

2.

Have researched the people on the panel, so that you know as much
as it is possible to know about the people on the panel. They will
make subjective judgements, so it helps you to know what sort of
judgements they may make.

3.

Are on time, preferably early.

4.

Have an idea of what the programme will cost and how it will make
money, that is, if the subject turns to money.

5.

See the whole process as “attracting an audience in order to serve
the agenda of the people on the pitching panel”. If they are in it for
the money, know how they will make it. If they are out to educate,
bear in mind that they will still want to look good.

Write the business plan
There are all sorts of business and financial plans. You have the day to day
accounts that detail how much money you need each week. Then there is the
Cash Flow Plan, which you will need before you start planning.
There is also the detailed budget that must be attached to the deal documents.
This is developed from the rough budget. This rough budget is what you’ll
need for a pitch.
But it’s more than a budget, because it also outlines the proposed deal, the
partners, the financial arrangements between the partners, and the projections
as to what money could be made in the future – long after the broadcast.
In short, the Business Plan details the purpose, the distribution, the product,
the production, the marketing and the financials.

What will the programme cost?
Every TV programme costs the same: what it needs to cost. This is why the
full expectations for the programme must be included from the very start.
What is the purpose of the programme?


To inform to meet someone’s need to communicate with the
audience?



To educate to the aims of educators?



To make money from a specific source of revenue?



To fill a gap in the schedule because some other channel already has
the lion’s share of that slot?



To go up against someone else’s strong programme?



To be a short-term sensation that makes its money in the short-term
and is then dumped?
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To make consistent money over a long period, and on multiple
platforms?



Government propaganda?



Company or private enterprise propaganda?



To win awards in international forums?



Essential health information, about a disease or even an epidemic?



Information regarding security of anything: food, incursion threats,
health, financial or any other variable?



Or any other reason?

FFP
This is where the expression Fit for Purpose comes from.
You define the Purpose first. You make it completely clear in your mind what
the purpose, aims, goals of the programme are.
You have details of what it has to achieve in terms of:


Profits



Awards



Number of audience



Change of attitude



Changes in behaviour

These details are not expressed as “significant”, "maximum” or any other nonspecific word. They are in terms of exact number, and exact changes in
attitude and behaviour.
Only then do you have something to work towards. You have a “Purpose”.
Only then are you in a position to write a treatment and design an accurate
and realistic budget – one that is “Fit for Purpose”.


A highly profitable programme with a long shelf-life justifies a high
budget and production values.



A throw away programme good for just one repeat on the same
week, warrants the lowest possible budget and production in the
shortest possible time.

Budget
The budget comes before the business plan. The business plan is an outline –
a timeline with strategies and tactics, that describes in accurate detail how you
will achieve the purpose.
Budgeting is not easy, and it is not possible to cover it in a book of this kind.
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Design the deal
Someone is paying for the programme, someone else is distributing it, and yet
another person is making it.
There may even be many people paying for the programme. There may be a
wide cross-section of advertisers, sponsors, funders, investors and lenders.
Something has to being them all together so that the programme achieves its
purpose.
This is called the “Deal”. The Deal consists of many elements: Memo, Options,
Letters of Intent; contracts, international treaties … the list goes on.

Pitch the product
We’ve covered the pitch, and the best way to summarise what we have
covered in this most vital step, is to go through what you are trying to do.
It makes the point that it doesn’t help to cover things in TV in easy steps.
There are no ‘Dummies’ books that help you work in TV. Working in the media
is not about knowing, it’s about understanding so that you are able to do the
tasks.
You can’t record sound just because you know where the book says you must
place the microphone. You don’t shoot a scene just because you know what a
camera angle is. You are only able to do these jobs properly when you
understand why you are doing them; how they actually work, and who you are
in the context of the Big Picture.
It’s the same with conceptualising and making content.
You have to understand how television works – not how the electrons flow
through the wires, but how the business works.
You have to understand the role of the audience. You must be able to work
out all the permutations that exist when you look at all these variables:


The channel’s purpose, aims and objectives



The channel’s niche, targeted audience.



The selected audience demographics.



Evidence of the type of programmes that a specific audience has
liked in the past.



What tastes may have changed between the time of those
programmes that they liked and now, or even in the future, in case
the programmes take a long time to make.



The selected time of day, day of the week, time of the year, and any
seasonal holidays or events.



Special events that have recently happened, or may happen soon.
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What’s on the other channels that may offer choice to your chosen
audience.

And that’s before we even come up with the concept. You won’t go through all
these when you pitch – these details will be in the detailed pack you leave
behind.
Then there are the other details:


How will the programme make money?



On what platforms will you deliver it?



What versions will you deliver on other platforms?



How will the programme draw in revenue on these platforms?



What shelf-life do you expect from the programme?



How will you exploit people who speak other languages, live in other
countries, or have certain restrictions like disabilities?

But if it’s not evident that your concept and treatment have included these
elements, then it won’t make sense, and you’ll get the “Don’t call us, we’ll call
you” entertainment business version of the classic middle finger.
Finally there’s the matter of Fit for Purpose.


How much revenue could the programme earn? Or, in the event of
there being an objective other than financial, what is the value of the
programme to the purpose?



Therefore, what is the maximum the programme should cost?

The difference between the two is called “PROFIT”. You won’t discuss it at the
pitch, but you had better have worked it out beforehand.
Put it like this. You are going to apply for a job.


Do you walk into the interview without knowing if you are qualified for
the job or not?



Do you know what the company does, or even what its name is?



Have you researched who may be interviewing you?



Have you worked out what salary you will ask for, and if that is in line
with the industry norms?



Have you decided on what talents and experience you will emphasise
so as to make your employability most attractive?

You will never apply for a job that you can’t do. The skills and talents that you
offer will be based on everything that you understand about the job, and how
the skills fit into the needs of the company. You will know what you are talking
about.
That’s the same with pitching. You have to know what you are talking about.
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Understand the long tail
Research and evaluation
The “long tail” is another piece of modern show business jargon that few
people who use the term actually understand.
In the “old days” (on television things move so fast that the “old days”
sometimes refers to what happened two years ago), television programming
was simple.
You bought a programme, broadcast it, and then repeated it, maybe the next
weekend, and then again maybe in two years time. Then it went into the
archives and stayed there until it rotted.
Or else you licensed programmes for use only three or four times, over a two
year period, and then you returned it when your license period ran out.
And that was that. The economics of television revolved around that system,
and the cost and revenue business plan was designed to that model.
This system even accommodated pay-TV.
Pay-TV was regarded as so different to free-to-air TV, that they were seen as
two completely different business models. They appealed to two different
sectors of the audience. They therefore had nothing to do with each other.
BUT
Along came the internet, MP4 files, video on demand (VOD), DVD hire,
telephones, completely new advertising media and …
All these fed a consumer culture of immediate satisfaction, disposable content,
and the cell phone culture where phones are used less as telephones than for
everything else.
There’s a simple economic principle that plays a major factor in all these
changes: - there is a limited supply of money to spend on entertainment.
The entire country’s income only grows by a certain amount. This filters down,
and everyone’s salaries only increase by a certain amount.
Advertising revenue worldwide only grows at a rate of 10-14% a year. But if
you look at:


Competition between Pay-TV channels forces them to increase their
number of channels every year, so there are probably 15% to 20%
more channels that you can watch every year.



The number of people with cell phones grows rapidly until everyone
has one or more cell phones. Then people start buying tablets, and
PDAs and all sorts of gadgets that also offer content.

© Howard Thomas 2013

76 | Page


You can now watch TV, and go onto Facebook, and Instant
Message, all at the same time. This means that people have the
capacity to consume three times as much content as they had access
to three years ago.



They therefore have greater choice, and for those for which there is
niche interest programming, they will gravitate there first. This means
that everyone’s audience decreases.



You can increase the number of channels, cell phone content, webstreamed films and everything else, but you cannot increase the
number of people in the country, or the amount of money they have
to spend.

The result – you have to maintain your audience, and lower your costs. Of
course you can also increase the number of delivery vehicles, but that will
probably only maintain your audience. It is highly unlikely to increase it.

Reruns and repeats
With the arrival of digital multi-channel TV, the traditional free-air day part
channels have started scheduling like the pay-TV stations.
Pay-TV has always repeated programmes often, and over a short period, on
the basis of “We schedule so that you should be able to see the programme
on the day of your choice, and at the time of choice, at least twice over the
next few weeks”. Hence Pay-TV schedulers repeat and repeat often. It’s not
there to annoy you, as they offer another hundred channels to choose from.
It’s a matter of convenience so that you can get value out of your monthly
subscription.
Now with digital terrestrial TV, the number of channels has increased by at
least eight for every channel there was before. So the day-part channels are
also repeating, so as to help people to see the programme at some other time
as well.
Soaps are usually repeated the next morning, and again in “omnibus”
packages the following weekend.
But if you are going to repeat the programme this week, what about next year,
and the year after, and in five year’s time?
If we distribute it on DVD, will people still want to buy it in ten years time? Can
we use it for any other purpose? Can we translate it, to turn it into another
format?
These decisions are what makes up the long tail.
You must aim to get you money back with your target profit within the short
term, but it must continue earning money for as long as possible.
Why are “Gone with the Wind” and “Casablanca " such regular fare on classic
movie channels?
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“Gone with the Wind” was released in 1939, and “Casablanca” in 1942. Will
the programme we are investing in still be making money in 60 year’s time?
Why not? If we make it specifically so that it is attractive in many decades
time, then it may crack it. But it’s not going to crack it if the technology used is
outmoded in a few years’ time, and the dialogue, fashion, style and subject
matter has dated.
That’s why we tend to shoot everything today in High Definition, and in
widescreen (composing for standard screens), to give content the longest
possible life.

Multi-tasking
There is a big misunderstanding about the term “multi-skilling”. This word
means that people can do lots of jobs. It does NOT mean that you can watch
three TV channels at the same time. It does NOT mean that if you are on the
phone, then you can watch TV at the same time.
The human brain doesn’t multi-task like a factory robot doing three or four
12
operations at the same time.
It jumps frantically between tasks like a very bad juggler who keeps dropping
the balls..
This is based on sound research, pioneered by Professor Earl Miller, a
neuroscientist at the world-renowned Massachusetts Institute of Technology.
He performed scans on volunteers’ heads while they did a number of things at
the same time. He found out the brain only concentrates on one or, at the
most two, tasks while many are being done at the same time. Once the brain
has selected what it concentrates on, the others don’t even activate the brain.
The important part of his findings is that the brain only focuses on the one or
two selected. The rest just pass by the senses.
12

http://www.dailymail.co.uk/health/article-1205669/Is-multi-tasking-bad-brain-Experts-reveal-hidden-perils-jugglingjobs.html
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In other words, you can do as many things as you like at the same time, but
13
you brain is really only concentrating on one.
Take a personal example. You are on the phone to someone. Can you tell if
they are going through their email while they are talking to you? Of course you
can. Their voice loses its life, and their responses to you become vague – after
long pauses.
When we try and concentrate on responding to the phone and to email at the
same time, the two tasks have to compete to use the same part of the brain.
As a result, your brain hangs – like your computer when you overload it with
commands..
Even just thinking about multi-tasking can cause this log-jam, as Glenn
Wilson, a psychiatrist at the University of London, reported a few years ago.
In fact, interacting with two people at the same time, isn’t just rude, it’s also
unhealthy. Glenn Wilson, a psychiatrist from the University of London says it
has the same effect as losing a night’s sleep. He says that doing so can also
knock a whole ten points off your IQ and cause the release of the stress
14
hormones, cortisol and adrenaline. Earl K Miller of MIT says, “People can’t
do it very well, and when they say they can, they’re deluding themselves. The
brain is very good at deluding itself”.
This might sound as if it is bad for business – after all if the audience thinks it
can multi-task, then we should deliver multi-tasking. Right, absolutely right, but
that does not help our advertisers and sponsors.
They know very well the truth about multi-tasking, and they don’t want the
audience multi-tasking during advertisements and sponsor messages.
However, you can be assured that the audience will not multitask when they
are watching a programme that they are really passionate about. You do not
see ardent sports fans multi-tasking during a live match.

Repurposing
Repurposing means making the programme so that what it is made from can
be used for other things.

13
14



The footage in a documentary can be used again in a travel film.



News footage of a war, can be used again in history programmes.



Scenes from a drama can be used for “best of” .. and “biopics”.

http://web.mit.edu/ekmiller/Public/www/miller/publications.html
Spira. The Cost of not Paying Attention. September 2005.
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Versioning
This means making other versions of the same programme, without
necessarily chopping it up for just the footage value.
The obvious versions are different language versions, and versions made for
different cultures. But you can also make different versions for another age
group, different TV systems and screen sizes.

Language dubbing
Language dubbing is very expensive. It involves special translations so that
the lip movements synchronise with the translated dialogue. This is
complicated, time consuming, and involves different and highly skilled actors.

Subtitling
This is cheaper, but people generally prefer dubbing, and subtitling has a
problem for people who either cannot read, or cannot read fast enough. There
are specific rules for subtitling, and they are all based on sound physiology –
in other words, the capacity of the human eye and brain to read specific sizes
and lettering, and the speed at which they change on the screen.

The disabled
This is a big audience. People generally think that deaf people form a minority
of the audience. They do, but this excludes a good 10%-15% of the audience
who are hard of hearing.
When people watch as a group, they tend to lift the volume to the level that is
comfortable for everyone in the room. This is always too low for those who are
hard of hearing. These people very rarely talk about their disability, or even
admit to it. For them, subtitling is essential.
There is also a special format called “Audio Description” for the blind

Other media rights
We saw earlier that copyright can be sliced and diced into all sorts of
combinations and permutations.
In essence, the copyright license is calculated on four aspects:

Time
A license for rights can expire after a certain period of months, or even years.

Area
You can define the world in terms of regions or countries. With more TV
stations now covering smaller footprints, the area of coverage can now be
defined in terms of cities.
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Audience
This is usually defined in terms of language.

Medium
We start off with airlines that generally pay the most rights, followed by PayTV. But there are also DVD rights, serial print rights, comic book rights and
merchandising rights.
You can buy rights for only a specific time. After that, the same rights can be
licensed to another distributor.
You can buy the same rights only for a specific distribution area: South Africa,
Southern Africa, Africa south of the Sahara, or all Africa.
You can also buy for just a specific audience, such as one specific language,
religion, or even age group.
Then there are distribution media, and here it gets to be “What do you want?”
You can sell the DVD rights in any of the four sections above.
Then there are the free-to-air rights, the PBS rights, the cable rights, the
airlines rights.
Then you can get complicated, and you can have the 2D and 3D animation
rights, the printed comic rights, the serialised comic rights, the novel rights, the
cell phone streaming rights, the magazine serial rights, the radio rights – and
all for different times, areas, audiences and media.
You should now start to understand that in this business there are constraints,
but no rules. You may be constrained to a recording technology, the capacity
of the home TV set, or even the capabilities of the cell phone screen, but when
it comes to business plans, there are no rules, no constraints and no lack of
different and new permutations.
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Understand scheduling
People watch when they want to watch. Remember, people do things for their
own reasons and not yours

The Basic Principles
Remember one of the rules of audiences?


People want to do things when they want to do them. We can also
add “Where they want to do them”, and “how they want to do them”.

If they want to watch TV in the bath, they will find a way of doing so.

Classic day parting
The oldest form of scheduling
followed the graph we saw
earlier which demonstrates the
general pattern of when people
are at home to watch TV.
But the days of having to go
home to watch TV are slowly
coming to an end. How slowly?
No one knows. But the one thing
that will not change is that we
get up in the morning, go to
work, come home, and go to
bed.

Pay TV convenience
Pay TV had the monopoly on convenience. It had many channels, and could
broadcast following many different schedules. This variety of different
scheduling formats is now being adapted to digital multichannel. Where we
used to have one terrestrial analogue channel, we now have 8-10 digital
channels. So with 50 or so channels available, there is no need for all to follow
classic day-parting.
Here are just some of the different ways you can schedule on multi-channel:
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Day-part
Some pay-TV channels are day-parted, either because some audiences are
used to that scheduling, or because the pay-TV operator is carrying an
already day-parted channel.

Time-shifted
Africa alone spans four time zones. South America spans 3 time zones. In the
era of global and continental broadcasting, it is sometimes necessary to delay
a channel and rebroadcast it again during another time zone. This is
particularly useful with day-parted schedules. Such delays are called “time
shifts”.

Six-hour block
People generally don’t sit in front of the TV set watching all day long.
People across the world vary as to the number of hours spent watching TV. In
South America, the average is as low as 5 hours a week. Americans spend 28
hours a week watching TV (that still comes to one whole day of each week!).
Swedes only 18 hours a week; Indians and South Africans are on a par at 21
hours a week.
The British spend nine years of their lives staring at TV.
However, it is rare for someone to watch more than six hours at a time. So an
economical use of costly programmes is to schedule a six-hour long block,
and then repeat the whole block four times in any one 24-hour day.

Twelve-hour block
In exactly the same way, some subjects and special interests lend themselves
to twelve hour blocks. This suits programmes like education, business, sports,
horse-racing and children’s channels

Strip and marathon
A strip consists of a series where the next episode is shown at exactly the
same time the following day. A marathon consists of the series run in
sequence, one after another for a day or even longer. This form of scheduling
suits channels that have made up a library of sitcoms, thrillers, series, sports,
history and music.
If a strip shows a high audience rating, then the channel knows that they
should run a marathon about once a year as a “reward” to fans.

Zone
Some channels will do a slight variation on day-part, and call various times of
the day “Zones”. So you can have a zone for children’s, and a zone for the
retired. Or you can have language zones, as long as the zones don’t change.
Then the audience who are loyal to a zone can rely on it broadcasting at the
same time and on the same day as they expect it to.
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Mini-channels
A channel does not have to be a specific frequency of transmission, or to run
for 24 hours a day. Pay-TV operators find it convenient to put as many
channels that only run for a few hours, onto the same frequency or channel.
These mini-channels are much the same as zones, except that the channel is
not a 24-hour channel, and doesn't offer you different zones within its overall
brand. With mini-channels, each one is differently branded, and targets a
different audience. It’s just that they don’t broadcast for 24 hours a day, and
are simply on the same frequency. This type of scheduling suits business
programmes, which don’t have a high weekend viewership, and therefore
would be better allocated to lifestyle or sport speciality channels.

Planned random
This is the common scheduling format for movie channels. Most movies fit
into a two hour slot, allowing for about twelve movies a day. It would be
prohibitively expensive to broadcast a different movie every slot, every day
and every week.
So the movie channels use a formula that is a variation on, “We will schedule
so that you have the opportunity to see the movie at the time and on the day
that is convenient to you, at least three times over the next six weeks”.
It’s quite a complicated form of scheduling as you have to stick to the promise,
but at the same time, you cannot have a sequence of movies all following
each other all the time.
So, to the audience it looks random, but it’s actually planned using a short
sequence of random numbers. Also movie channels are usually obliged to buy
their movies from licensors in packages of ten or twenty. The broadcaster only
wants half of the package, so the less desirable movies in a package can be
dumped into the schedule from midnight to 6 am. Of course, you can only do
this if you have a negligible audience late at night - .. it gets more complicated.
But once the channel has worked out its pattern and the random number
formula, it’s quite easy.

Multichannel mixed
Any group of “multi-channel packages” will consist of a variety of scheduling
strategies. These packages can come from a pay-TV operator, or be available
on the free-to-air digital frequencies.
If all the channels were day-parted, there would be no choice. Children would
have their programmes all at the same time, and would face the stress of
choice all the time.
The same goes for all the other features of day-part scheduling: lunch time,
primary school, youth, prime time and watershed.
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If however there is a bouquet of different shapes and forms and types of
channels, then the viewer does have choice.
So a bouquet of mixed channels could look like this:

Niche channel
Niche channels vary from widely popular to extremely narrow. The wide
variety of cooking, interior decorating, image makeover, garden landscaping
and fashion channels are the equivalent of the range of consumer print
magazines on offer.
As an exercise, get hold of a list of consumer magazines on sale at the
newsagents and book stores, and list their circulation next to them.
The high circulation magazines will be about personalities (celebrities),
women’s, fashion, maternity, home and lifestyle and sport.
At the bottom of the circulation you will find wildlife, pets, cycling, music,
theatre, farming, golf, architecture, satire, personal finance, fishing, and other
niche interests. Some magazines you won’t even see as they are not for sale,
but circulate by subscription only. These will be for collectors, hobbyists, niche
creative arts, community development, health care and other specialist
magazines.

On Demand
As broadband becomes cheaper, and satellite bandwidth more available, so
people will be able to download programmes straight from a server so that
they can watch them precisely when they want to and where.
Services are quite common already, but the indication is that their business
plans are only just breaking even.
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Understanding other issues
Niche audience
A person is a single person, such as the audience you have when you make a
telephone call.
A niche consists of the friends with whom you have a lot in common, and who
may introduce you to their friends. It’s a little like a blog page where people
with the same interests post and comment. It crosses cultures and even
languages – the binding agent is the interest.
A group is different. They tend to have one culture and multiple interests. This
is a like a country – a nation of many, but their binding agent is that they all
belong to the same culture or country.
A mass is simply as many as you can get. There is no restriction on culture,
language or interest – in fact, the only binding agent is that the audience
gravitate towards mass entertainment.

Determine a gap
Under normal circumstances we look for a gap, such as an age or income
group that is not targeted by competitor channels. But that was when spectrum
was scarce. In today’s digital multi-channel world, channel spectrum is
plentiful, but audiences are scarce.
It’s much easier to find a small group of dedicated fanatics who will always
watch your channel regardless of what is on. These people could share a
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profession (big business programmes), religion, hobby (fishing, mountain
climbing, biking), interest (alien encounters and abductions; true crime), or an
aspect of lifestyle like fashion, décor or cookery.
You do not need a large audience for a channel if most of them are watching
most of the time.
Normally people watch about 22 hours a week – but that’s over many general
channels.
What if an audience all spent their whole 24-hours a week watching just one
channel?
For example, suppose there is an audience of 100,000 who watch TV for 20
hours a week. That’s a total of 2,000,000 hours. If their selection is from 10
channels, then each channel, on average is watched 200,000 hours a week.
But this is by 100,000 people. That means that each person in the audience of
100,000 watches each channel for only 2 hours a week.
But this is because all of these channels try and appeal to everyone.
Now suppose all of the 100,000 are also fanatical about chess. They are more
likely to spend most (say 80%) of their time watching Chess TV.
They still watch 20 hours a week, but all 100,000 will spend 16 hours (80% of
20 hours) watching Chess TV. That comes to 1.6-million viewer hours a week.
You can immediately see the appeal, and commercial advantages of special
interest, niche TV.

Feasibility
Every niche (possibly bundled with allied niche interests) is often worth a TV
channel if:


You can get programming at a low enough costs



You can get some advertising and sponsorship



The viewers are prepared to pay a monthly subscription



You can figure out a revenue stream that is peculiar to the niche
(such as taking a commission on bets placed on a gambling
channel.)

You can create a niche channel out of cult programming. Cult programming is
that which attracts a loyal following for many years – such as Star Trek, Gothic
Horror, personality detective series, the Simpsons, Yes Minister, and Fawlty
Towers. These “cult” programmes are a superb example of the Long Tail
There are two routes the programmer can go looking for a niche
1.

The true niche. This is where there is a viable audience who are
fanatical about the subject. In this case, your source of revenue will
invariably be a special subscription.
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2.

The niche within the niche. There are so many cookery programmes,
that it seems hard to call it a niche anymore. But there could be a
type of cooking that has a niche following, but does not figure in any
of the usual cookery programmes.

The same applies to lifestyle, sport.
Here are the 14 least followed sports in South Africa, followed by the
15
percentage of people who follow that sport.

Sport
Jogging/Running
Golf
Aerobics
Fishing
Volleyball
Gymnastics
Cycling
Horse Riding
Martial Arts
Hunting/Shooting
Hockey
Adventure Sports
Water Sports
Squash

Total

Men

Women

8.6
7.5
7.1
6.3
6.3
5.4
5.2
5.2
5
4.6
4
4
3.4
2.8

8.5
10.2
4.7
9.2
5.3
4.4
6.7
5.7
6.8
6.9
3.3
4.5
3.9
3.1

8.7
5.1
9.3
3.8
7.2
6.3
3.9
4.7
3.5
2.5
4.6
3.5
2.9
2.6

Each one is a candidate for a niche channel, if only you can figure out the
business model to make it viable.

Allied media
When designing a niche channel, you have to build into it the interactivity that
passionate and loyal fans want. They support you because you make them
part of the whole channel.
With so much choice in TV channels, and other media, it is essential that
content has that “edge” that puts it into the category of “more favoured”.
It has to be more than just entertainment. Content, to stand out in the clutter,
and to have a chance of making real money, has to be an experience.
15

SAARF AMPS
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An experience has meaning. An experience is not like the run-of-the mill TV
junk, where you can’t remember what it was about by the beginning of the next
programme.
An experience is memorable. You remember it long enough to talk about it a
year – even two years, later.
An experience is immersive. Non one dares interrupt you. You are so
absorbed, you don’t hear your cell phone ring.
To be an experience, you need every possible spin off medium to reinforce the
channel and to open yet another possible revenue stream.






Website
o

Schedules

o

Background to programmes

o

More information

o

Specialist home shopping

Feedback groups
o

Blogs

o

Social networks

Products, extensions, books, games – everything you can think of.
“Something for everyone”.

If you look at the above, you can see that everything you do falls into the ambit
of a “club”. For a niche channel to work, everything about it has to fall into the
definition of clubbish.


Exclusive



All embracing



Almost secretive.

Looking abroad
There’s always the temptation to dream that your programme will be all the
rage at the next international TV market. There are myths that it has happened
often before. In fact it has never happened before. Some local product has
seeped into other developing markets schedules, but, compared to the amount
produced every year, the hours that have been picked up are “statistically
insignificant”.
Ask yourself? Is my programme a hit locally? Is it the most talked about
sensation on local television? If not, and if locals don’t rave about it, what
makes you think foreigners will rave about it?
If you want to expand horizons beyond the local market, you have a better
chance of having another African country pick it up first. English is spoken in
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24 African countries. However, that does not mean that they will automatically
like your product.
For South Africans it is a problem. It is difficult enough for other English
speakers to understand the accents used by Nigerians and Kenyans, but their
accents are easy to understand compared to the South African accents which
come from so many roots.
The best chance anyone in Africa has of selling their product across the
continent is to make the sales before you have made the product.
This means you have to:


Pitch in the potential customer countries.



Ensure that production meets their needs in terms of language and
cultural sensitivities.



Consider co-production as the easiest option.

Copyright
Ownership
In co-production, ownership falls under the concept of copyright.

Intellectual property
Another myth that goes around is that copyright is “terribly complex”. Yes, it is
complicated, but it is only complex if you don’t understand just how simple it
really is as a concept.
Let’s take a simple example.
You go to a corner café to buy a loaf of bread. When you walk into the shop,
the loaf belongs to the café. It does not yet belong to you.
When you pay the money, the loaf now belongs to you. If you want to give it
away, or eat it, or cut it into slices and sell each slice separately, it is your
business, as you now own it.
In the same way as you can slice up a loaf of bread, you can also put it
together again.
You can put all the slices in a row, wrap it up and sell it as a loaf of bread.
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However, bread is a commodity. It is made of flour and water. Someone
bought the flour and water, and made bread. Anyone can make the identical
loaf of bread if they use the flour and water in the same way. Bread is
something made the same way, every time,, from the same recipe.
In TV, we are dealing with intellectual property. These are also manufactured
objects, but each one is different. Each one is creatively novel and new.
Although you can make copies of it, there is no “recipe”.
Intellectual property is something that has been created out of a person’s
mind. There are no physical raw materials. There are intellectual raw
materials: experience, knowledge, craft, creativity and so on.
However, look at the words “intellectual property”. We know that intellectual
means that the product was made in the artist's mind out of things in the artists
mind. But where is the property?
It has to be made into property. It must become the written word, the recorded
music, the photographed picture, the statue, the fabric design, the recorded
film, the recorded radio programme, and the painted canvas – anything that is
a physical medium.
In order to commit that idea to the physical medium requires craft: painting and
carving skills, writing and musical skills, filmmaking, acting, directing.
Creative works are individually unique. They are easy to copy, like it is easy to
duplicate a videotape. But the copies are all true copies of the original.
Creativity is doing something different with your craft. You need the craft, you
need the intellectual ability to create, you need to create something different
and unique and you must produce it onto some medium that is physical.
Pause there, and think: what is the difference between a TV programme, a
loaf of bread and a car? When you are clear in your own mind, move on.
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The basic principles
Ownership is vested in the creator.
In terms of international agreements, copyright is initially owned by the person
who created the property, until such time as that person hands over the
ownership to someone else.
Just like any other property, they can sell it, donate it, or rent it out.
The person who owns the original usually also automatically owns all the
copies made.

Ownership is divisible.
All intellectual works consist of various elements, (such as script, artwork,
directing or performing) and as long as each element can be seen as physical
property, each one can change ownership. This change of ownership can be
for a specific time, in a specific area, and for a specific medium.
And that’s all there is to it.
Let’s use a TV programme as an example.
When producers make a programme, they employ other artists who all put
together intellectual property (costume designs, set designs, performances,
scripts, musical scores).
Combined together they become a new and separate property.
The usual practice is for the producer to buy the copyright from these writers,
designers and composers when the producer hires them, so that once the
programme is put together, the producer owns the lot.
When the TV channel commissions that programme, they agree to pay all the
costs involved (including the purchase of the copyright of all the individual
contributors), and the profit for the producer, and then the TV station becomes
the sole owner of that programme.
The TV station can then rent out that programme to other stations making
them pay for the rights to broadcast that programme in:
1.

Specified countries

2.

Over a specified time,

3.

In a specific medium (cinema, TV, radio, Internet, and now of course
cell phones).

Local genres and formats
More channels, mean more TV hours, which means smaller audiences, and
more content needed.
But the revenue streams are more limited, so the only option is that the extra
content required has to be cheap.
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There is a Western saying in TV business – the core programmes in your
content must always be movies and sport. That however applies to Western
TV business and the global satellite channel market.
It’s just too easy to take as scripture what is written and said in the West. It
was easier to adopt these and other American business college rules,
because it was hard work finding out what worked locally in Africa.
That’s past. Media is the fastest growing industry in all growing African
economies (most of which are growing faster than Western economies).
There are enough examples of what works in Africa for us to know that there
are new rules here. There are examples of what works, and what doesn’t.
What is even more exciting, is that we know what still has to be explored.
African content producers are free to do business under one of two attitudes:
1.

You can believe that local audiences like foreign product so much
that they will appreciate local copies and rip-offs of global genres and
formats.

2.

You can believe that people want local programming so much that
they will support and welcome any new, localised forms of classic
genres.

There are no answers. It depends on your view of the landscape, the
environment, and most of all, how well you know your audience.
Three things remain undisputed:
1.

More and more content is needed every day.

2.

Broadcasters need high quality different products to “tent-pole” their
schedules. This will come to at least a couple of highlight
programmes a week.

3.

The bulk of the product will have to cost less than product used to
cost in the past.

Expanding markets always see the cost of products come down as producers
manufacture in bulk. The same applies to TV.
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Try this as an exercise. Mentally visualise you sitting watching TV at home
with your family.
They are watching the British series “Strictly come Dancing”, but locally made
under license. A local producer bought a license to make a local version of the
programme. It is obviously a Western format, but with the people your family
recognise as fellow citizens.
Now change views. The same TV set, the same people. But this time, it is a
dancing competition that was conceptualised, designed and produced locally.
No one has seen this concept and style of a dancing competition before.
Taking part are people you may even know personally.
This second show doesn’t look so … glitzy … Hollywood .. Western as “Strictly
come Dancing”.
But- what did you see in your head?

And now to start …
People see entertainment as trivia – game shows, celebs, and talk.
It’s not. Entertainment satisfies all the emotional needs in people – different
people in different ways. It is in fact an essential product – just see the pain
and suffering when the TV set breaks!
There is fame and fortune in the media, and especially in television.
The fame I can guarantee you, is the respect you will have for yourself and
your achievements.
The fortune will be the priceless satisfaction you get from a career that serves
people.
Good luck.
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Television?
Broadcasting?
New Media?
Digital?

What are the differences? Why are they the same? What do the
textbooks tell us? In this revolutionary book, Howard Thomas gives the
African perspective on African television in an African 21st century.
Well-known in many African countries for his forthright approach to
local media, Howard Thomas delivers a simple book that puts the
business of television into perspective.
Written in simple “second language English”, he takes television and
puts it into a picture frame that is elegantly simple, and at the same
time, subversively explosive.
He debunks the myths that Africans have created by assuming that
Western textbooks and business principles are the world benchmark.
He explores the business of television, the nature of content, and the
arrival of digital television as it really happens in Africa.
He dissolves television into all new digital media and suggests the
nature of the “experience”.
This book is essential reading, studying and reference for the many
who seek a career in the electronic media, especially television.
Howard Thomas lectures regularly at the Sol Plaatje Institute for Media
Management at Rhodes University as well as at the Durban University
of Technology and the University of Johannesburg.
He is a regular contributor to the professional monthly “The Media”, and
runs broadcast management training in many countries.
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