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Part 1

Media

It’s a great, new, exciting world
Never before have filmmakers and television producers had so many opportunities.
There have never been so many broadcasters, channels, and genres; so much demand for
local programmes. The number of local content hours broadcast per year, over the last ten
years, has gone up by 3 000%. The number of production companies has tripled, and those
are not enough.
The number of channels is expected to double in the next two years, all local content.
The local television content industry has never had it so good.
To make things even better, South African audiences are demanding. If you look at the
soaps, variety, gospel and reality shows they love, and their greed for new and exciting
shows, the sky’s the limit for producers, writers, directors, actors and crew.
WOW!

Pitching in the New Multi-channel Digital Age
How many television programmes have you been involved in? How many never got off the
ground?
Plenty of productions go into development and then fizzle out. Even more move into
production and immediately go over budget. And in some cases, programmes are broadcast,
but don’t draw audiences.
Yet many productions go ahead without a hitch, and prove to be an overwhelming success.
Why does this happen?
In most cases, no one knows. That’s why TV is one of the riskiest businesses in the world.
This book shows how to turn practical experience into successes. You will also find out how
much the digital multi-channel, multi (many) -media environment shapes new ways of
thinking.
Everyone makes mistakes, but you can minimise risk by building on the experiences of
others.
Veterans in television tell us that quality production comes from quantity. You make better
programmes by making more of them. Now that there are so many channels, we all have
opportunities like never before. And it’s not complicated.
The simple principles of everyday business can help television producers win bids and make
excellent programmes.

Thought Starters
1. Broadcasting is dynamic, and one of the riskiest businesses in the world.
2. Content is King:
a. Knowing what the audience likes, and why they like it, is key to success.
b. Content has to be attractive, surprising, and make the audience remember it
well enough to want to watch it over and over again.
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c. Content is what earns profits, so every item of content has to be profitable in
its own right.
3. Successful content depends on a long-term, trusting relationship between the
broadcaster, and a creative and knowledgeable producer.
4. Creativity means no more than doing something different with the craft, technology
and techniques at which you are an experienced specialist.
5. To develop business, you have to create the need. You can’t wait for others to do it
for you.
6. Though television business is very complex, especially digital TV and entertainment,
you can navigate it quite easily as long as to stick to the basics, and KEEP IT
SIMPLE.

3 reasons why media is special
1 Communication
Media is all about telling stories. Stories are probably the most needed product in the world.
If there’s one thing very person will buy, all the time, its stories.
Stories, real and imagined, are the building bricks with which we:
1. Make sense of the world around us.
2. Build up a mental library of strategies to cope with change.
People fear change. They don’t like anything that disrupts their lives. Yes, people do say that
they want adventure and “a change”, but people are still creatures of habits and don’t like the
unknown.
Life doesn’t make sense to most people as it is. For most people, life and living consist of our
relationships with others, and because these relationships are based on emotions, and
because we cannot see or hear the emotions of other people, our relationships often just do
not make sense.
People need stories to help them understand that changes that they think are happening in
their relationships.
In short, people fear that bad things are going to happen to them, and hope that nice things
will happen.
The “Food for Hope” and the “Antidote for Fear” are stories.

2 Variety
In film and TV, and in fact, in all media, no content is ever made the same twice. People want
new and different content all the time.
Every time you make a television programme, you are faced with new and different problems
and challenges, both in the management and the production.
That is why success in television production is all about having a wide range of skills so that
you can solve problems.
It’s all about “problem-solving”.
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3 Passion factory
Audiences want stories that they can react to emotionally. We are not in the business of
making toilet rolls or clothing. We make programmes that are all about emotions, and that
affect the emotions of the audience.
To make emotional programmes that work for other people, you have to have a passion for
people. Not just a passion for telling stories, but a passion to the people who want to hear
and see your stories.

5 challenges that broadcasters face
1 Fragmenting audiences
Broadcasters are not in the business of selling programmes. Their core business is selling
audiences.
Broadcasters buy programmes from producers so that the programmes (or content as we
call them these days) will attract audiences that advertisers want to buy.
When advertisers buy advertising space, they buy the audience that is watching that space.
They buy slots watched by users of soap powder, or buyers of cars, or people who snack on
hamburgers
They buy the specific audience that the programmes attract.
It used to be easy when there were just three or four channels. But now there are over a
hundred, and growing fast. The audience hasn’t changed, in fact it’s grown very little.
The audience used to be divided up between just five broadcasters. Now there are seven, as
this shows:

TV Viewing 2004 and 2014
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People are watching more television, but over many more channels. One third of households
have more than 40 channels coming into the home, as you can see from the growth in DStv
in the graph above.
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At the same time, in 2014, almost everyone has a cellphone, and one third of the country has
access to the Internet.

2 Fragmenting revenue
Broadcasters have to fight much harder against many more channels. At the same time, the
amount of advertising sold by broadcasters has gone up from R4.5-bn to R16-bn. But when
you take inflation into account, it means a little more revenue spread over many more
broadcasters.

3 Too much choice
Over a third of all households have more than 4 channels in the home. There are more
cellphones than there are people in the country. Everyone has access to SMS, and nearly
40% of the population have smartphones that can access the Internet, WhatsApp, music
downloads and many other applications.
There are so many more and equally watchable programmes available on YouTube, that
broadcast TV itself has serious competition.
There is more for people to do, and less dependency on television for their entertainment.

In fact, at prime time, about 9.00 pm, less than half the people with TV sets in the home, are
actually watching TV.
South Africans are very active in their social lives. They have lots they can do besides watch
TV. And they are doing much more; more and more each day, especially through their
mobile phones.
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4 Attention for small fish in a big sea
Broadcasters are no longer whales that are big, and easy to see. They are now small fish
swimming among all the other small fish.
To get to be seen, they need to do something to attract attention. And once they have
attracted that attention, they have to keep it.
By now you will have realised that there are now more broadcasters, sharing the same
audience, and the same revenue. Therefore there is only one way to remain profitable: all
broadcasters have to make better programming, and at a lower cost.
This is the ultimate challenge: get more attention, with more exciting programming that costs
less. This looks impossible, but it isn’t at all.
Better and cheaper content needs only three things:
1. More imagination and creativity
2. Better production and organisation skills
3. Lower cost cameras and editing equipment
And we have plenty of all three of those.
There are also two other ways of getting attention

Tent pole
Just like the pole of a tent, a really good series will support programmes with less appeal.
The strength of the tent pole, holds together all the other parts of the tent. Today it takes a
really good series to do this; reality, music, sport or drama. The strength of the series is that
it draws in the same audience week after week, as people don’t want to miss the next
episode.

Oil slick
This is a new term that has come about due to the potential of tie-ins with social media. You
design, produce and market the programme with tie-ins through social media that it looks like
an oil slick on the media space. The Oscar Pistorius trial was a good example of an oil slick.
Wherever you looked there was this sticky stuff.
Both tent-poles and oil-slicks are difficult to find, unless of course some producer has come
up with a fantastic concept that they can convert into a stunning programme.

5 Optimising assets
To be successful, broadcasters need assets. But broadcast assets are different to the assets
in other industries, where the assets are in the form of machinery, buildings and land. In
broadcast, buildings are worthless (no one can use studios for anything else). The assets of
broadcasters are RIGHTS. In terms of copyright law, if a broadcaster commissions a
programme, the broadcaster owns all the rights. These rights have value, and the value
extends far beyond the first broadcast. The secret of successful broadcasting in the new
environment lies in the Six R’s.

Repeat; Rerun; Recycle; Reduce; Repurpose; Re-use.
Broadcast rights have no value if the programmes are left to rot in the archives. They must
go into archive temporarily, and brought out often in order to hand them over to the Six R’s.
This means that the concept, and the treatment must include the potential for the Six R’s.
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Paradoxically, in this age of unlimited the choice, the audience’s’ appetite
for repeats of what they really like, gets stronger every day. Maybe it’s
because there is so much rubbish within this unlimited choice that makes
them appreciate good content.

4 reasons why we want to make TV programmes
1 Make money
Television production shouldn’t be a dream that is just a small step in your career, where
once you have walked down the red carpet, you go off to become a mountain climber.
Media should be a career, a life-long passion for learning, and a vocation. This also means it
has to be a business. Businesses watch their costs, make the most of their revenue, and
ensure that they make a profit.
Television has little room for people who want to go into production because:
“This is a story that must be told.”
“I just want to tell my stories.”
“It’s always been a dream of mine.”
Telling stories in TV programmes can be a dream, but it must also be a career. You may
want to tell stories but they must be the stories that the audience wants to be told to.
It’s simple: No audience; no programme. No programme, no broadcaster. No broadcaster, no
work. No work, no money.
There’s an old expression, “If you’re not in television for the fun and the money, then what
are you doing in the business?”

2 Passion to tell stories
If you don’t have a passion to tell stories, you won’t be prepared for the hard work that is
involved in telling stories. Telling stories doesn’t mean sitting with people and telling a good
joke. If you are going to make a good television programme, you need to:
1. Write an excellent script, and that means engaging the skills of an excellent
scriptwriter.
2. Do the most intricate research, which means using experienced researchers who you
know will get things right.
3. Have a skilled an experienced crew: camera, sound, editing, lighting and art direction
of the highest quality skills
4. Put production under the control of a competent and creative director, who are hard
to come by.
5. Run the production in an organised way, using all the modern resources for efficient
project management; and this means a production manager who can keep control
through computer programmes.
6. Manage and control the money by hiring a competent and strict production
accountant.
It’s not just about telling a story! It’s about making a good concept into an
excellent programme. And making it in an efficient way.
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3 Love of audiences
You must also treat the audience with respect and humility. You cannot ever think that
audiences are obliged to like your programmes. They are free to do what they like, and they
will.
As we will see further on, you must detach yourself from yourself, and conduct very strict
audience research so that you are in a position to see things the audience’s way.

4 Solve business problems
Get it straight from the start. Producers of television programmes do not face “challenges”.
They face real “problems” The word “challenges” implies something that you have to deal
with slowly and with planning. “Problems” on the other hand, have to be solved, and NOW.
Producers must want to make television programmes because they want to be problem
solvers who are in business. Every problem, from a missing actor to a broken camera, is a
problem, and what’s more, a money problem.
Keeping costs down is a money problem. Running the production with perfect efficiency is a
money problem.
Television is all about solving problems, and almost all of those problems
are money problems.

4 major changes in television broadcast today
1 From Mass Media to Masses of Media
There was a time when we thought of television as part of “Mass Media”, that branch of
commercial communication which was supported by advertising, and aimed to the widest
possible audience. The Mass Media earned its advertising revenue from the people it
attracted, and more people, meant more money.
But things have changed.
The Age of Mass Media had enough TV channels, radio stations and newspapers to make
life satisfying, give people a wide range of choice, and many different points of view, and
genres of programming.
People, broadcasters and advertisers were quite happy, although audiences complained
there was a lack of choice. What they meant was that they could get a wider choice, but only
if they paid for it through Pay-TV.
However people always complain. “It’s too little choice”, “The reception is awful”, and “The
news is biased”. That’s what people are like.
Then when digital technology made a much wider range of choices available, people
cheered, and demanded even more. Digital technology means they could have even more,
so they got it.
Overnight, there were so many free-to-air satellite, community radio and TV, more
commercial radio stations, social media, interactive websites, Facebook, Twitter, that people
couldn’t use them all.

2 Content is King, but King is Costly
We’ve always known that Content is King. The media with the best content are those that
win, big. With no content, you have no chance.
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However much people want content, they want Local Content even more.
All over the world, audiences demand more local content.
They want programmes with which they can identify. They want to hear their own language,
in their own dialect and set in locations with which they are familiar. At the same time, the
potential for our local content to reach foreign markets has increased. Producers and the
broadcasters have unlimited opportunities to reach out to wider audiences in Africa and
beyond and create additional income streams.
Producers are no longer just people who make the programmes. They need to have a wider
outlook, and have to rely on greater knowledge of the global environment. They need to
know about the business of broadcasting, in all its new high risk complexities.
Now is the time for independent producers to shine, and come up with new, fresh, local ideas
that draw audiences back to television and challenge the sometimes old-fashioned views of
marketers and advertisers. They have to design programmes that come with viable business
propositions for the broadcasters.
Generally speaking, local productions cost about ten times the cost of importing foreign
programmes.

3 Increasing regionalisation
People never watch programmes that are in a language they don’t understand. They also
prefer programmes that are shot in places that are familiar to them.
We have proved this over and over again. If you look at the top ten programmes on SABC
and e.tv programmes every week, the locally produced ones perform the best, and notably,
those that are in local languages rather than in English.
English is the home language of only 8% of the population. People are often surprised by
that.
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In fact, roughly speaking, English, as a home language, shares the same fourth place as
Sepedi, Sesotho and Setswana. IsiZulu and IsiXhosa come first and second, and Afrikaans
comes third. 1
People are always more fluent in their home language. In the second language they
understand the grammar, but very rarely the figurative meaning. That’s why comedy doesn’t
do well in South Africa, except when it is in the home language of the target audience.
Immediately this shows that regional TV will always win over national TV.
National TV may get the numbers, but its programming is limited and usually makes use of
foreign programmes. Regional and local programmes in local languages and referring to
local topical events will always win, not in number, but in ATTENTION.

4 Social Media
These are always in a state of flux. MySpace has gone. Facebook has taken over. Will any
other platform come in a unseat Facebook? No one knows. But interstingly, niche socila
media platforms are sprining up – ones where like minded people such as arhcitects, or
singers, can share without the serious spying that Facebook does.
What of Twitter? People seem to love it, but barely a quarter of the South Africans that
actively use Facebook, use Twitter. This is because they serve different purposes. Some
journalists love the 140 caracater limit as confining them ti simple useful mini-repoorts; others
find it useless. Exchanges on Twitter are extensive as you want to make them, and are
useful for those who want to be heard on a large platform. WhattsApp suits many iother
people.
Fcebook nis actively used by 11.5 oif South Africa’s 40- million potential social media users.
(The total popluation is about 53-millkion. About 12-million are under the age of 12, and 1mmilion are over 75).2
About 7.5-million use YouTube, which is an open platform (anyone can access it). Over 6.5millio use Twitter. LinkedIn, which is closed in that you have to be a member, draws 4-million.
Most poeople use more than one of those social media.
Social media in some cases, plays no part in television programmes. At the other end of the
spectrum, TV programmes are secondary to the social media platform. More about that later.

This section abbreviated in the free online version

1
2

Data from SAARF 2014
WorldWideWorx
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Part 2

Audiences

3 major packages in audience psychology
Entertainment is much more than offering diversion, relaxation or taking someone’s mind off
their problems. Entertainment helps people understand themselves. Entertainment is
storytelling so that the audience learns something. A soccer match tells a story. A quiz show
tells a story. A song tells a story. Individual people get out of each story, what is meaningful
to them. The more universal the story, the more it will appeal to many people.
The audience is very complex and a professional producer should be an expert on the
subject. The subject is not only about psychology or sociology. It’s a mixture of many, many
disciplines and involves culture, communications and economics, marketing, consumer
behaviour and audience psychology.

7 laws of audiences


People do things for their own reasons, not ours!



People seek pleasure



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



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



People are curious



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



People do not want to die

5 rules of people


People want to feel in control of their lives.



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



People accept recognition, avoid accountability.



People want to be part of something larger than themselves.



People want to be treated as unique or special.

5 warnings regarding people
1. People do things because they feel like doing them.
2. Even if you have 1 000 Facebook friends, their views do not represent those of the
larger audience.
3. Nobody goes out of their way to waste their time, or do a bad job.
4. People want emotional equilibrium
5. People want things when it is convenient to them, not you

This section abbreviated in the free online version
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Part 3

Getting ideas

3 ways to know the landscape
1 Know all media
Review the media landscape. Check out again the graphic above of what there is for people
to do. Then draw up a diagram of how you see the media landscape.
Design and draw a Mind map, or chart, or table, anything that suits you so that you can relate
the landscape to what you CAN do, and what you WANT to do.
You have to make sense of this.

You should check out all the data available in the South African entertainment and media
outlook 2014-2018 published by PriceWaterhouseCoopers and available from their website. 3

2 Know all TV
Television is just another way of describing pictures and sounds put together. Nowadays,
you need to have little business that can produce something every month so that you earn
money on a steady basis.
There’s still the cinema for films. There are still conventional TV channels, but there are
many other versions and variants, just a few of which are:

3



Free-to-air (those that come directly to the home free of charge)



Pay TV (those for which you have to pay a monthly subscription)

http://www.pwc.co.za/en/publications/entertainment-and-media-outlook.jhtml
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Streamed TV (films and programmes for which you need a broad band connection,
which may cost you). Don’t ignore YouTube.



Mobile programming (nowadays, almost any type of programming to meet just about
any needs direct to your mobile device)



Classic advertising (ads on TV that are shown in ad breaks)



Web advertising (advertising on Internet sites that require special production and
technical skills)



Training and educational material (for delivery on just about any platform: mobile, TV,
streaming, and Video-on-Demand (VOD)



Corporate material (programmes sponsored by businesses to promote products,
image, and education)

You need to know them all. You have to explore many opportunities. You can’t live on
making just one movie every two years.
Keep in touch with the rapid strides in Video on Demand, which grows as access to the
Internet expands. It’s noting complicated. It’s no more than Pay-TV, where you can watch a
single programme that you want to see, when you want to see it.
Currently the broadband needed for VOD is limited to upper income groups, but that will
change by the time you have made your programmes.
Just don’t make a programme or movie “on spec” – the expectation that
you may sell it. NEVER start any production until your distribution is tied up,
and someone else has contracted to pay for it. Write lots of treatments and
proposals. They cost no money; only time. Sell your treatments; not a
completed film.

3 Know all delivery methods
There are now many ways to get to your audience. Most experts think that TV in the home
will always be the most used by audiences. But who knows.


Mobile is growing fast. A third of audiences listen to the radio on their cellphones.
Probably nearly 40% could watch TV on their phones, if they could afford the data
time.



You can reach people on outdoor large screens; and in bars and taverns.



You can deliver TV while they are travelling: trains, buses, taxis.



You can deliver TV programmes through the air (Digital Terrestrial Transmission)), by
satellite, or streamed down cables (or Wi-Fi)



You can deliver through their gaming consoles



Or maybe next year, through the collar of their jacket, who knows?

3 things to do before you start
1 Know why you are doing this
Why are you going to do all this? Hopefully the answer is: “To make a living as I am a
professional, and this is my business.”
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If you’re doing this because you think you are a creative genius, and you want to get famous,
you had better have a rich Daddy to keep you going. It’s going to cost you a lot of money, as
no broadcaster or funder will give you money to feed your ego.

2 Focus on the audience
It’s great to be able to make programmes on subjects you are passionate about. But
remember, you are not the audience. You are one of 50-million people, and if you like the
subject matter, and they don’t; you are out-voted.

3 Follow the money
Never lose sight of the fact that someone is going to pay for this. A tiny fraction of
programming and movies get funded. The vast majority are commissioned by the
broadcasters because they are convinced it will make a profit for them, or fulfil their mandate
(in the case of the public broadcaster).
The programme has to make much more money than the programme will cost. The
difference is called “profit”, and that’s the focus of any business.

We are in Show Business. Notice that there are twice as many letters in
“Business” as there are in “Show”.

2 ways to know the TV channels
1 Know the channel brand
How does the broadcaster see its own channel? What audience does the channel target?
You will find most of the answers on the channel website. But also look at the programme
guide, and decide for yourself which audiences are targeted by individual programmes. And
at which times of the day.

2 Know the Rate Card
This is the DNA behind the personality (brand) of the channel. They are a list of the
programmes, and the slots, and what the broadcaster charges for advertising in each slot.
You can download them free on the Internet. Broadcasters certainly don’t want their rate
cards kept a secret. The Rate Card also details the target audience. It tells you want
messages the broadcaster sends to potential advertisers and sponsors.

10 ways to come up with ideas
1 Watch lots of TV
It’s not difficult to find out what programmes audiences like. Here’s a simple plan:


Watch lots off TV. Watch across the genres, and across the spectrum of free-to-air
and Pay-TV. Watch foreign TV so you see content in a world-wide context.



Look for programmes that seem to target your target audience. (Remember, there are
some audiences that you simply do NOT understand – get to know your personal
limitations).
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Check that they are in the right slot for your target audience (is your target audience
at home at that time



Check out the viewership on the BRC website (see Part 4).

2 Check out other media
Read newspapers and magazines that are read by your target audience, to find out what
topics they cover. This can help you anticipate the tastes of the public. Also read trade
magazines, international news and follow the ratings of television programmes.
Surf the websites your audience is likely to use. You can search the traffic on social media to
see which people seem to be chatting about topics and subjects. There are hundreds of sites
that give you chat trends, isolated into countries and other demographics.
Listen to the radio. Many more people listen to the radio than watch TV, and radio is often a
better reflection of peoples’ concerns and aspirations than television.
Get in touch with people you do not normally mix with. Extend your circle of acquaintances,
and develop a broad perspective of the people who watch television. Don’t ask them what
they want to see. Rather let them talk about themselves and their lives, and find out what
concerns them, what they want to know about, what are their insecurities and aspirations.

3 Think laterally
While you are checking out all the media that your target audience consumes, think outside
of the box. Don’t hold back – think freely.
Don’t stifle or confine yourself.
Follow the three rules of brainstorming. They are simple.
1. Generate ideas without judgment. Let people throw out as many ideas as possible. In
this step, no one is allowed to criticise an idea, even if the ideas are crazy. Just let the
ideas pour out, and delegate one person to write them all down. Don’t go on for
longer than half an hour. After that, the brainstorm tends to run out of steam.
2. Classify the ideas. Rewrite all the ideas into genres or types of programmes. You
should have a list that includes drama, comedy, variety, magazine, documentary and
so on. This will take another half an hour.
3. Now go through them all, and discuss them in detail. This is the first time the group is
allowed to judge and criticise an idea. Make a short list of “Good Ideas”, “Mediocre
Ideas” and “Bad Ideas”. Keep a record of all the ideas. Even the bad ones are worth
visiting again.

5 Look for a gap
There’s no “Gap in the schedule”. That’s long past. People don’t watch channels – they
watch programmes.
People in the audience don’t have to get up to change the channel on the TV set. They just
flick their thumb, and they can go to any number of other programmes on different channels.
Broadcasters do their scheduling these days more on the basis of programmes, than of
channel brand.
It’s much more complex now, as you now have to identify a gap across all the channels that
are available to your target viewers.
That has to include Pay-TV. About 40% of South Africans have access to Pay-TV in one way
or another. That covers almost all the upper income groups.
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While you are researching the gap, don’t forget the “Availability Heuristic”.

6 Check that there is a market in the gap
You have to be really careful here. There are far more experienced people than you that
actually design and compile schedules.
If there is a gap, they probably have found it already.
But …
Remember their mind-set. Schedulers and programmers are very conservative – they
schedule what they feel certain will be popular based on the previous history of that slot. It’s
seems to be a narrow minded approach, but then people who have to adhere to budgets look
as if they are narrow-minded. But they are not. They’re careful with their budgets.
That’s why they appreciate people like you. They want to see what you have to offer, so that
they can assess the risk, and probably do some research themselves.

7 Identify the gap
Is that gap a schedule gap, or a gap in what the target audience wants?
In the current environment, where we have many channels at our disposal, you want to look
for niche interests that are currently not served. These cover aspects like language, local
culture, regional and community interest, reality that is out of the international mainstream,
and special interest.
There’s a trap here: by segmenting the audience, you are making it smaller.
A small audience limits advertising revenue, so you have to be inventive about revenue
potential. There are new trends in TV channels, such as those that buy space on the satellite
carriers, and then sell their own advertising and revenue opportunities. By necessity this
trend implies that programme costs must be low, and achieved through economies of scale.
Broadcasters are attracted to series with long runs, and slates of movies and documentaries
that are made as a batch. That means you spread your infrastructure and below the line
costs over more TV time hours. There’s nothing new here – it’s simple principle of
manufacturing.
A TV set is heavy and is connected to the electricity 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.)

8 Get close to people
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. If 20% of them watch Generations (as they
do), then the view of those 2.4-million must be positive as they watch the programme right
through, and consistently night after night.
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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 Binnelanders. My friends all say it’s boring. ”

9 Keeping informed
Data is so easy to get. It’s free and all it takes is a little time, effort and discernment.
I suggest you subscribe to the FREE online newsletters listed at the end. They are easy to
cope with, as you can choose the articles you want to read, but they will help you keep up to
date on a weekly basis with the fascinating developments that happen every week.
All you have to do is scan the headlines. If there’s nothing that catches you eye, then just
delete it.

10 Open yourself to serendipity
Serendipity is a word that means discovering things by accident. You are looking for
something, and you have a pleasant surprise when you find something else.
To be serendipitous, you have to be on the lookout. You must be aware of what’s happening
around you. Maybe it’s a chance few words you overheard in a coffee bar, or in a taxi. Maybe
it’s a magazine headline, or something you read on social media. If you are on the lookout,
and aware, you will find something, even if it’s not what you were looking for.
If you’re not looking for anything, you won’t find anything.

This section abbreviated in the free online version

Disastrous decision-making
How many times do you hear these expressions in meetings regarding channels and their
content?


“I would never watch a programme like that.”



“All the programmes like that have failed in the past”.



“I don’t know anyone who would watch that.”



“It’s so boring.”

These are not arguments. They are opinions. But whose opinions are they? They should
hold weight as they are the opinions of people who make programming decisions.
But do they?
Think of a meeting that consists of programming executives expressing their personal tastes,
and all eventually believing that their personal attitudes, likes and dislikes are representative
of the audience? Why would decisions based on their personal tastes be disastrous?
These people are all above average educated, in fact, usually graduates. They are in aboveaverage income groups, somewhere in middle to high management income groups. They
have a limited social circle. They may very well have 300 Facebook friends, but do they, and
can they speak on behalf of those 300 “friends”?
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The chances are that all of us have only about 10 friends with whom they would confide. You
are really only in a position to speak on behalf the feelings of those people, whose feelings
you know, because you confide with them. This list of 10 probably includes four people who
are close family.
All the rest of the 290 “friends” are mere acquaintances. They do not know our feelings, and
we do not know theirs. We are not qualifies to speak on their behalf as to what programmes
they may want to see. In fact, we probably don’t even know what programmes they view.
Even if we had 1000 Facebook friends, they would never be acceptable as a sample of the
population. We attract people who are the same education, the same income level, the same
age, and who share the same interests. We do not include in our Facebook friends people
we don’t like.
It’s even more important when it comes to our real life social friends - the ones we choose to
socialise with face to face. We would never go out of our way to choose friends who pose a
threat to our intellect, knowledge or attitudes.
Since everyone is seeking and selecting people who pose no threat, it must happen that all
the people in our social circle will not pose a threat to anyone else. If they did, they would be
excluded, or drop out of the circle on their own.
Any statement like “I would never watch that programme”, or “None of my friends would like
it” is derived from information available from probably no more than 50 people, all of which
represent only those people with whom we have close relationships.
These anecdotal, wild, and baseless statements usually become the yardstick by which we
make contributions to decision-making.
Why? It’s a phenomenon known as the “Availability Heuristic”.

Availability heuristic
The availability heuristic is a mental shortcut that people use to make judgments about the
probability of events, opinions, or even the assumption of facts, by how easy it is to think of
examples.
Schwartz4 relates that
“The availability heuristic says that we assume that the more available
some piece of information is to memory, the more frequently we must have
encountered it in the past.”
To put it another way, if the information is easily available, we will use it in preference to
information that is hard to get.
Keep informed
There is NO EXCUSE for falling victim to the Availability Heuristic. By following three simple
rules, you can make judgements that are both valid and useful:
1. Be aware of you yourself falling into the Availability Heuristic trap.
2. Don’t listen to others who use available and subjective data.
3. Keep informed of independent and reliable data.

4

Barry Schwartz. The Paradox of Choice. Harper Perennial. 2004
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3 essential fact-starters
Any idea can be expressed in any format or genre.
Generally documentaries are not popular these days, unless they are current affairs
documentaries broadcast alongside news. They have to be newsworthy, current, topical and
usually highly emotional.
Drama has enormous cost implications for the broadcaster. There is no sense in investing
enormous budgets in a film that will only be broadcast locally to a restricted audience.
Comedy shows are almost always culturally specific. It’s difficult to get everyone to find
sitcoms funny expect to those who are familiar with the culture. South Africa is multi-cultural
with many different sub-cultures. Comedy does not travel well.
Lifestyle shows can be expressed in any ways, and in many genres from talk and demo
shows, or semi-documentary.
Many producers overlook the potential for children’s TV, educational programming, and plain
information (although these have to be geared towards entertainment).
Music is best when tied to live performances and concerts, as well as music downloads.

1 Find a suitable style
Reality TV is not a genre. It’s a style. You can make any content in reality style, or rather,
suing some directing features that mimic reality style. The usual features are hand-held
cameras; performers talking to the camera and appearing to confide directly to the audience;
allowing the audience to see that the action is recorded with cameras and microphones; and
may other gimmicks.
Dramas can be made in documentary style, which is becoming popular, as reality style is
becoming to pale a little.
Then there are styles that depend on visual colour, pace, the personality of certain
performers, whether programme is made in the studio (multi-camera) or on location (single
camera).
You can have a fantasy, as opposed to reality style. You can use style towards younger or
older audiences; richer or poorer.
Style is no more than a consistent way of directing and production techniques – consistent
throughout the production and programme that help it appeal emotionally to the target
audience. As long as you do it consistently, it becomes style. You cannot pick up a style from
Wikipedia, and you are advised not to precisely copy another producer’s style. Audiences are
not wild about copy-catting.

2 Track audience digital footprints
You cannot, in today’s world, come up with a concept, story, and genre of medium that is
NOT integrated somehow with social media.
But at the same time, you have to be clever and not chase away the significant audience that
doesn’t want to enhance their experience with social media. Many people still want to chill
out in front of the flat screen, with a can of drink in one hand and the remote in the other.
Your social media integration must be built into the concept, in the same way as it is built into
the script and production.
This inevitably means it is built into the budget. Social media costs money, and if you want to
make money out of it, you must be prepared to spend it. You MUST have social media line
items in your budget.
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The days when social media was plugged into a TV programme as an
after-thought are over. Social media are part of the concept from the start,
and are charged to the budget from the very start.
Before, during and after watching a TV programme, what digital paths does the audience
travel? Do they Tweet? Do they post of Facebook? Do they phone a friend? Or do they even
go to the programme’s own website to find further information?
All this information is important. It helps with the overall audience experience, and the
business model.

3 Think up possible business models
Right from the beginning, hold at the back of your mind the question, “Who’s going to pay for
this?”
Television is extremely expensive to make. You cannot possibly make the programme
yourself; it’s too risky.
It doesn’t ever help to make a pilot so that you can show it to the commissioning editor – it’s
more likely to put them off than turn them on.
Remember: a commissioning editor wants to hear about your concept, but
the CE is closer to the audience than you are. They will have their own
visualisation of the concept, and the final product will always be a
collaboration between you and the CE. If you make a pilot or just a threeminute sample, the CE will act impulsively, and usually dislike it.
Commissioning a programme means the broadcaster will pay for it, but someone will have to
pay the broadcaster, otherwise the broadcaster makes a loss.
There are many different ways of getting revenue these days. Advertising is still the largest
revenue stream, but sponsorship is getting big. Then there are numerous other potential
sales of streaming, downloads, cross-media and placement. You must never forget that a
large part of revenue will always be the Six R’s.

This section abbreviated in the free online version
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Part 4

Targeting the audience

There is no such thing as “All audiences”, or “family viewing”. Not in today’s environment.
Once again, there is just too much to do, there are too many choices, and all this choosing is
quite stressful for the audience.
We have to make it easy

Television
If you are proposing a television programme, it goes without saying that you watch a lot of
TV. You may give yourself a break once or twice a week, and immerse yourself in your
favourite programmes, but the rest of the time, you must be exploring the range of channels
available to your audience. You must have access to the satellite channels, both free and
pay-TV.
It is important to know the programme trends, and who is watching is each programme from
the data from the BRC website. They don’t give you the detailed viewership of each
programme in great detail, but they are enough for the purposes of building up a profile so
that you can write a proposal.
If for any reason, such as the need to detail the profile so that you can identify a potential
sponsor, you will need access to TAMS data from one of the data agencies. It’s a bit much to
expect the broadcaster to give you detailed data, as it takes quite a few hours to get what
you need.
However, there vital clues from other sources.
1. Read the rate card of the channel. All of these are available free online. You will find
valuable audience demographics there, and how these demographics fit into the
channel brand.
2. The various websites such as www.tvsa.co.za contain valuable ratings data. Each
graph and table is designed to extract data for a specific purpose, so, before you use
that data, ask yourself “Why this data set chosen, and what was is it meant to tell
me?”
3. Search the professional media websites (see last page), and read articles on
programmes that are similar to the one you are proposing. There are usually
audience demographics in those articles, and they will probably prove useful.
If you are used to judging the popularity of the programme in terms of its “AR” or Audience
Rating, note that the terminology has changed and the term TVR is now used. It is the same
as GRP (Gross Rating Point). It’s only the term that has changed, nothing else.

Radio
What radio stations do the people in your target audience listen to? |If you know a lot of the
stations because you take an interest in and sample even those that are not your favourites.
What stations does your target audience listen to? Why? What grabs them?”
There is a German word zeitgeist (the spirit of the age of the spirit of the time) which means
fashion, attitudes and tastes that typify and influence the culture of a particular period in time.
There is no real word for it in English, as there is no equivalent for the French word milieu,
which refers to the physical and social setting within which people live. For instance, the
unemployed metropolitan black youth typically live in the milieu of high rise or high density
buildings, often run-down, but where people have an innate pride for the area and the home
in which they live. Their zeitgeist tends, against all economic sense, to be one of
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conspicuous consumption, intense aspirations to affluence, mobile-philia, and .. and – it also
varies from city to city. The radio station they listen to reflects their zeitgeist.
Who are the listeners? Consult the station’s rate card, available free on the web. Study also
the station’s website, and follow the social media trends of the listeners. You will find the
footprint, the target audience, and usually the zeitgeist aspects targeted by the station.
You can get an easy at-a-glance guide comparing radio stations at The Media of May 2014. 5

Magazines
Go into a news agent or bookshop. You can look at most magazines for free, but the most
useful is that you can see the range of consumer magazines available. There usually quite a
few for each market, and each one targets a specific niche. Which niche? Go the magazine’s
website and read the rate card. That will tell you exactly who the target reader is. Find the
one that most similar to the zeitgeist of your target audience, and buy a few issues (it’s
cheating to read the for free in the bookshop, as you need to read every article in every issue
to get a grip on the likes and dislikes of the readers.
Remember that magazines can react quickly to the tastes of the audience. Not as quickly as
radio, which can react within minutes, but magazines can certainly react quicker than TV
which takes months, and a lot of money.





Universe is the number of people in the target group with access to TV.
A TVR of that Universe is 1%.
Share is a percentage of the people actually watching at a specific time.

This section abbreviated in the free online version

6 places to find research to target your audience
1 TAMS
TAMS stands for the Television Audience Measurement Survey. Explanation of the workings
and the latest data is available from the website of the Broadcast Research Council of South
Africa (BRC) at www.brcsa.org.za.

Numbers
The amount of information you can get from this site is staggering. But remember, the data is
collected do that advertisers can find out where to buy the audiences they want, and for
broadcasters to find out to which advertisers they can sell audiences.
None of this data is designed for programme makers and Commissioning Editors to make
decisions on what programmes audiences WANT. However, the data can tell you:


5

Which audiences like what programmes

http://wagmags.co.za/themedia/may14/#/80/

© Howard Thomas 2015

Page | 27
272727


When people watch TV



How many there are for each programme and time of the days



The audiences for each channel

Broadcast advertising sales staff, and media buyers, sell and buy audiences to very precise
numbers, so they will work on percentages to two decimal places. They are buying people,
and they buy precise numbers.
As programme makers and buyers, we work with RELATIVE data. We are not interested in
exact numbers to multiple decimals. We want to know:
1. What type of people are watching
a. Which channel
b. At what time
2. Which people prefer a certain programme as compared to programmes on other
channels at the same time?
This is very different to what advertisers want from the data.
Advertisers want to know EXACTLY who was watching which programmes, so that they can
guess that audiences will be consistent in their viewing habits in the very near future.
Programme makers and buyers see it differently. They look at the past and long term into the
future. They look at the figures and ask themselves:


What programmes did certain people prefer against other programmes?



What made them FEEL that way?



What emotional appeal did the programme genre and the format of the programme
offer a specific audience?



Why?



Since people don’t really change, what did this audience get out of the programme in
terms of emotional satisfaction?



Were there any influences at that time of current events, fads, fashions, popular
celebrities, or anything else that may have skewed their normal emotional
responses?

Since the answers to NONE of these questions can be expressed mathematically, the actual
maths of the audience research data is not important to us; or at least important, but in a
completely different way as it is to advertisers.
The audience data used by buyers and sellers of advertising is valuable to
programme makers and buyers, but it has to be interpreted in a very
different way. Advertisers rely on maths; programme people rely of data to
inform their “gut feel”.

A walk through the data
About
Go to www.brcsa.org.za. Check the ‘About’ tab, and read what the BRC is about so you can
understand where they are coming from.
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Glossary
Go to the TV Research tab, and start at Technical Reports. Work carefully though the TAM
Glossary of Terms. This will help you understand terms like TVR, VOSDAL and GRP.
Channel list
The next item on that dropdown is Channel List. Not all producers have access to every
single TV channel available, so this list is extremely useful, especially as it contains the
history of the channel’s transmission.
Audience Trends
Now, under the same TV Research tab, go the Audience Trends Menu. Click on the latest
Audience Report. This will be displayed in an Excel format online, which is often inconvenient
for viewing because the window is small.
You are better off going to the bottom of the page and click on Download Excel spreadsheet.
You can then navigate it on your own drive and alter the windows to your convenience.
Current issues
Now go to the worksheets at the bottom. The first reads “News Headlines for the week”.
These are relevant as to why some programmes may have seen ups or downs in that week’s
viewings. They are highly relevant to our purposes, as they give a summary of events, issues
and ongoing trends that affect audience’s behaviour and attitudes.
Universe
The next worksheet is titled Universe & Samples. It tells you how many people watch TV and
in which age and language group they fall. You will notice that they seem to be about 82% of
the population. That would mean that 18% of the population do not watch TV. This is not
strictly true, and also not relevant. Possibly as many as 15% watch TV on illegally acquired
sets, and in dwellings that can’t be traced. But they are low income viewers, and of little
interest to commercial TV. They are important to public service TV.
What does this mean? It is not easy to cross the age groups, because you come across the
problem of the “Generation gap. There is a new Generation every twenty years. Children
under 15 form one generation, with specific tastes and peer enforced fashions. The parents
of these children are between 25 and 49 years old. Between these two age groups are the
Teens, who are generation unto themselves, with their specific tastes, fashions and
influences. The next generation are the grandparents who above 50 years old.
There is an old expression that comes the music industry, which is one entertainment sector
that really knows the business of audiences. In music they say, “Your favourite music
between the age and 15 and 24 will be your favourite music for the rest of your life”. You may
choose to dispute this based on your personal experience, but if you discount the Availability
Heuristic, this is basically a true and universal statement.

2 AMPS online
This is a highly contracted version of the service you would have to pay for if you are a
professional audience researcher, but it is extremely useful. You have to register and sign in,
but it is free.
First you select the database you want. Don’t worry if it seems out of date. Research data
does not change much from year to year, and all you are trying to do is get a rough idea so
that you can make some informed decisions.
Follow the instructions and you will find that you can cross-refer a wide range of dimensions
that will surprise you (remember, you have only just now learned of the dangers of the
Availability Heuristic).

© Howard Thomas 2015

Page | 29
292929

3 Census
The National census was conducted in 2011, but it is updated frequently enough to make it
continuously relevant.
From all the data, you can obtain, free of charge, cross dimensional data of your choice. You
should be able to find out how many Zulu speakers who like gardening, also have matric.
It’s not easy to use. There are two software tools attached to the census data, which is at
www.statssa.gov.za.
Go to the links at the bottom of the page, and you will find SuperWeb and Nesstar. You don’t
have to be a statistician to use these tools, but the software is not consumer- user-friendly.
Very complex data interpretation does require a subscription or a payment, but most of it,
and probably all you need, is free.
However, if you click on the SuperWeb link, you will get access to an easy to use guide.
Take time to study it. The more you get to use the software, the more you will get out of the
data.
Warning. You won’t find a course to go on to learn this software. It is professional, and not
consumer software. The help tutor should be enough for you to teach yourself. Try it; it’s very
empowering. Don’t throw up your hands and say, “It’s too complex for me, I’ll get someone
else to do it for me.” You’ll find that once you access this data, you will find it so useful that
you will use it all the time. It doesn’t help to have to rely on someone else when you are hardpressed for time in the middle of a negotiation

4 AMPS Presentations
Download the latest two or three AMPS Presentations. They are crammed with useful
information that helps you get a feel for what people read, watch and listen to throughout
South Africa.

5 Lifestyles
On the Segmentation Tools at the SAARF website6, navigate the Lifestyles, both the
definitions and the descriptions. What lifestyle am I targeting? You could of course be
targeting more than one lifestyle, it all depends on the focus of your concept.
Use the information to narrow down your concept, and make sure it is aimed directly to the
segment of your audience. The presentation is a general picture – you should rather carefully
study the User’s Guide.

6 Lifestages
On the Segmentation Tools at the SAARF website, navigate the Life Stages, both the
definitions and the descriptions. Do you notice that everyone is in a certain life Stage, but
these stages are not always directly related to age, nor do they follow a set sequence? The
descriptions offer very valuable information on the age group that you may be targeting. The
presentation is a general picture – you should rather carefully study the User’s Guide.

This section abbreviated in the free online version

6

SAARF will no longer be compiling this segmentation data, so this is all that there is to go on until there is a new data supplier.
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3 shocking things about South Africans you did not know
1 South Africans are also not well educated
In fact they are less well educated than people from Zimbabwe, Zambia, Namibia, Botswana,
Ghana, Nigeria and Kenya. Only 18% have Grade 12. Those with a matric and a higher
qualification, but not a degree, come to another 5.4%. Only 2.5% of all South Africans have a
bachelor’s degree and higher. There are currently 1-m students at university, and
statistically, only 15% will pass at the end of the year.
In maths and science education, South Africans are amongst the lowest in the world.

2 There are more cellphones than you thought
For every 100 people in South Africa there are about 130 mobile cellular subscriptions. More
than 600 000 cellphones get stolen every year, and contrary to what authorities may say,
these are easily recycled and are sold on.
The figure that 35% of cellphones are Smart Phones is probably grossly understating reality.
Feature phones will probably disappear in five years.
Currently nearly 30% of South Africans listen to the radio on their phones. We don’t know
what part smartphones will play in viewing TV next year, or indeed ever. It’s safe to assume
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that 80% of all phone users have access to the Internet, even if they don’t own a smart
phone. Someone, nearby, does have access.

3 English is not the universal language.
Only 8% of South Africans have English as the home language. For everyone else, it is their
second language. Only 1% of blacks use English at home.
Your second language is a language you speak. Your home language is the language of
your thinking. You do not have the same sense of idiom, and figurative expertise in your
second language. To put it simply, it is much easier to tell jokes in your home language.

10 ways to refine your concept and audience
1 Target your concept to a specific, narrowly defined audience
Revise where you are now.
What is my concept?
Am I in a position yet to state?
1. The duration of each programme?
2. The target audience?
3. How I will make it?
4. What it will cost?

NO?
Go back to your concept, and decide on the best audience for it, in terms of age, gender,
race and language.
Go back to the section on Audience Research and review your segmentation
Language is a vital issue in broadcasting. It is almost “not negotiable”. Audiences do not like
programmes that are in a language they do not understand.
Subtitles don’t help very much. You have to be a highly literate, practiced reader to be able to
read subtitles at the generally accepted speed (40 characters in 1.6 seconds). South Africans
do not fit into the category of “highly literate readers”. Only 11% of South Africans have
English as their home language. 7 Only 1% of Black South Africans have English as their first
(home) language.8 In reality, subtitles do little to expand the audience.
There are vast differences between cultures. These are always hard to define as they cannot
be clearly defined in terms of language, race or age. They are also heavily geographically
influences. You are best off starting with geography, and the position of the culture. Then
move to language, social-economic level and possibly even religion.

Accents can be as difficult to understand as a different language. 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.

7
8

AMPS 2103.
Home language and English language ability in South Africa: Insights from new data. Dorrit Posel and Jochen Zeller. University of KwaZulu-Natal. 2010
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2 Research the audience for each channel.
The target audience and the actual audience are two different issues. SABC1 was supposed
to be a black youth channel, yet the popular programme Generations attracted a very
different audience.
You will probably find that each programme has its target audience, and that channels will
pick up a popular programme for the audience, rather than rejecting it because “it’s not the
target audience”.
People watch programmes, not channels.
Nevertheless, each channel does have a branding to attract a certain broad audience; in very
broad terms. But no sane channel accountant would turn away a good audience just
because it doesn’t fall into the vague branding that broadcasters attach to their channels.
Audiences are easy to track through their movements related to “when they are at home”.
The brand for each channel is usually defined clearly on the channel Rate Card, which you
can download from the internet.

3 Define your audience’s demographics
Next, look at the living standards of your target audience.
This will tell you what sort of advertising the programme will attract.
In South Africa, we don’t follow the usual income group segmentation of A, B, C, D etc. like
most other countries.
We prefer to define people in terms of what they buy. This helps us to decide where best to
advertise.
It’s a little different to the other countries but it works for us.
These segments are called Living Standards Measurements, and you can read all about how
the segments work by visiting the SAARF website.
The LSM groupings roughly follow income, but not necessarily so. There are now 10 LSMs.
The following table gives you the approximate monthly household income for each group and
the percentage of the population included in that group.
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These figures change every year. Unfortunately, the data in the format above may not be
available again for some time due the changes in audience research management.

4 List the history of similar programmes
Go back through the TV websites, and collect data on how well similar programmes did well
in the past. Don’t go back more than five years – fashions change to fast.
You can’t afford to go into too much detail on this dimension. Audiences don’t really like
programmes that are too similar, so you have to look for features like:






Time slot
Genre
Style
Performers
Storyline/ format/running order/angle

5 Look for performers that your audience will like
List the big names that audiences like. Remember that they are expensive. On the one hand,
they can make a new programme, and on the other, they can break a risky budget.
Audiences feel secure with names they can trust. Remember that people are giving up their
valuable time to watch your programme, and you have to persuade them to risk their time to
watch performers they don’t know.
You don’t know if unknown performers will be able to perform as you want, or if they will be
able to sustain the performance.
If they make it into the big time, you don’t know how they will handle fame and fortune. You
may have more trouble on your hands than it is worth. We try and tie up such matters in
contracts.

6 Look for director and production facilities the broadcaster will trust
The Commissioning Editor wants your programme idea, and treatment, but more than that he
wants it produced:


On time



On budget



On specification

You have to be able to assure the CE that not only can you manage the production properly,
but that the people you are going to manage are competent.
Only if the people on your artistic staff (scriptwriter, director, art director etc.) can your
treatment be made into the plans and blueprints that the crew can execute.
You will want to have a list of preferred writers, directors, production manager and heads of
technical departments in mind so that they can be included in your proposal.
You have to earn the trust of the Commissioning Editor.

7 Look for the ideal slot
There are two types of channel:


Day part and non-day part.
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Here are a number of channels that are scheduled in different ways. Channel 2 is what we
call “Day part”. This means that the schedule follows the natural day of the viewer and
appeals to the things the audience does at each part of the normal day.

The other schedules have evolved through our multi-channel environment. They serve
different purposes.

Type

Description

1

Block

In this format, programmes are scheduled in a six-hour block which is
repeated four times every day and night.

2

Day part

Here programmes schedules follow the traditional way of following the
movement of audiences depending on whether they are home or not.

3

Time Shift

This schedule simply moves the day part schedule ahead one or two
hours to accommodate people whose travelling time, or personal
schedules differ from that of other people

4

Block

This is the same is the six hour block, except that there are only two
blocks in every 24-hour period

5

Strip/
marathon

A strip broadcasts the same programme every day at the same time. A
marathon takes one programme series, and broadcasts episodes one
after the other over a day or even two days.

6

Zone

A zone takes different aspects of the audience for that channel and offers
them special focus in interest at different times of the day.

7

Channel

A channel is different from a zone in that the branding of each channel
(on the same frequency) is differently branded and focussed to a different
audience. This means that each channel is only open for a certain
number of hours each day

8

Movie

Movies are scheduled in such a way that they appear to be randomly
placed. In fact they are scheduled in such a way that the audience can
see it at the time they want, and on the day they want at least three times
over a given period, usually three months
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8 Study the past performance of that slot
The audience in a slot doesn’t usually change unless the broadcaster deliberately moves
programmes around – which is seldom a good idea.
Audiences have habits, and they don’t like their personal schedules messed around. If they
are used to watching a certain type of programming at the same time each day, they get
annoyed if it is suddenly not available.
You are not fighting for audience that is simply watching; you are fighting for attention.

9 Check your target audience’s use of social media
Using the social media analytics sites, do keyword searches of local programmes with a
similar audience, and see what social media this audience used.
Remember, these days, social media is not an ADD-ON to a production. Social media is an
essential part of a production.

10 Look for other slots
If your preferred slot is not available, you will have either settle for another slot, or another
channel.
Remember:
1. Never waste programme content on the wrong audience.
2. Never waste broadcast time.

This section abbreviated in the free online version
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Part 5

Your Proposal

2 reasons why proposals are important
1 A chance to see it clearly on the page
A proposal is like forced- labour to make you see your concept, and its treatment clearly,
succinctly and simply. That’s why proposals are as short as possible (and not as long as
possible). You must force yourself to get it right, see it right, and rad that it’s right.

2 The reason for CE’s to call you in for a pitch
If a proposal is short, neat, tidy, logical, exciting and passionate, then the CE’s will call you in
for a pitch. CE’s are so desperate for good content that they will always read a proposal.
However, they will only go on to page 4 if pages 1 to 3 are really, really good.
If they are attracted to the proposal, then they will call you, and invite you to pitch. Reading a
proposal takes ten minutes. A pitch takes hours of organisation, and a lot of trouble to
prepare.

6 ways broadcasters buy programmes
Broadcasters don’t wait for proposals from independent producers to respond to
commissioning briefs. They are so desperate for new, innovative and exciting programme
content, that they welcome “unsolicited proposals”
These proposals need not be confined to commissioned programmes, but in fact for content
hat broadcasters acquire in many different ways. There are no rules. Broadcasters have
guidelines under which they purchase, license and commission programmes, but, if the deal
is right, and even if it’s outside the guidelines, if it’s going to make money, then “let’s talk.”

© Howard Thomas 2015

Page | 37
373737

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

1 In House
In house production becomes feasible when the broadcaster has daily programmes that will
fill the studios and use all the available facilities.
The staff are full-time (a lot cheaper per day than freelancers), and the depreciation of the
capital assets becomes manageable.

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

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

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

5 AFP
What is it?
Advertiser Funded Programming (AFP) is as old as broadcasting. Most radio stations
(including the early ones in South Africa) entered into commercial arrangements with
advertisers to pay for the costs of the programme in return for naming rights, sole
sponsorship and a variety of other ways to make it worthwhile for the advertiser.
Sponsorship is nothing new, and neither is product placement or naming rights.
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So, in one way or another, advertisers have paid for the cost of programming in many
different ways. So what’s new?
Structurally nothing is new. But attitudes, both on the side of the broadcaster and the
advertisers have changed radically.
AFP fails when the advertiser thinks he knows the business of broadcasting, and the
broadcaster thinks he knows all about advertising. Successful AFPs often result when a third
party broker is involved who takes an independent viewpoint.
Advertiser funded programmes do NOT need to be prime time programmes. If they are
directed to the retired, then mid-morning is a far better time to target that audience.
They are usually mid-budget programmes that advertisers can afford, like reality adventure
competitions, quiz shows, panel games, talk and magazine shows. No one has been able to
justify a drama or costly documentary as an AFP. AFP’s are not low risk. They carry the
same if not slightly higher risk than all other programming. It would be far too risky for an
advertiser to get involved in any high budget content.
AFP does not suit the advertiser or the broadcaster every time.

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

Essential reading
Read the Terms of Trade and all the budgeting and proposal conditions that are
available on the websites of all the broadcasters.
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2 opportunities to submit proposals
You can pitch your proposals in response to published briefs, or even pitch them unsolicited.
Broadcasters know that the independent production community is a goldmine of untapped
potential. It does not rely only on its own resources for innovation and imagination.

1 Responding to briefs
Briefs put out by broadcasters are becoming fewer and fewer.
When a broadcaster puts out briefs, they usually attract everyone anyone who thinks they
can write a proposal. The broadcaster ends up with thousands of proposals, each of which
has to be interrogated in detail.
Requests for Proposals (RFPs) often attract those people who have ambitions to be
producers. They usually don’t have ideas of their own. Instead, they wait for the RFPs, and
here they get the ideas handed to them on a plate.
The days are past when the broadcasters have long-term plans, and a general idea of what
they want in the future. There’s just too much competition. No one knows what a competitor
will come up with in the next 13-week season. None of them know what competition awaits
them in a year in the form of new licenses and technologies. The tastes and fashions of the
audience change, roughly every six months. Broadcasters prefer to rely on unsolicited
proposals instead.
Nevertheless, Requests for Proposals still account for about a quarter of all independent
production.
You need to know some techniques for responding to RFPs.

Tips for reading briefs
There are three kinds of briefs:
1. Just letting you know we are still around
2. We are looking for this type of thing in general
3. This is exactly what we want.
It is only by reading them closely that you get to know which one is which.

We are still around
The first form, “just letting you know we are still around” usually exists in the form of a link to
the broadcaster’s website. It usually says something like, “Should you have a programme
suggestion for broadcast on our channel, please read the submissions protocol before
submitting your script. We are committed to following submissions protocol which has been
approved by ICASA. Read the protocol, and a sample of a Cash flow, TV Budget and Cost
Report template to work with. View our Technical Delivery Standards for SD and HD.”
It is important to realise that broadcasters are rarely interested in a verbal pitch in the local
shebeen.
There’s a culture today that “everyone wants to be a producer and/or a star”. There are
plenty of “wannabees” around, who don’t know very much about the business at all. These
people are more of a nuisance than anything else.
It is important that you show the broadcaster that:


You are serious



You have gone to the trouble of learning as much about the business as you can.
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You are savvy in digital broadcast TV production.



You know who to research and target an audience.



You are up to date with current affairs, popular culture and media business.



You know the importance of a budget, and have enough accounting experience to
manage it. You can’t simply employ a production accountant and production manager
and leave all the money management to them. You are the producer, and as such,
you are ultimately responsible for all money management. You cannot take that
responsibility unless you can do it yourself.

We want this sort of thing
These RFPs are the most common. They list the qualities the programmes should have:
format, budget, production method and theme.
Probably no more.
These are the easiest to which to respond, as you have enough guidelines to narrow your
scope and improve your chances of getting a contract.

This is exactly what we want
These RFPs usually come from the public broadcaster who has a mandate. In terms of the
Broadcast At and the ICASA Regulations on Local Content, the SABC has to commission
and broadcast across a wide range of mandated genres and formats, and to specific
audiences.
The idea of having a public broadcaster is that it has the duty to broadcast programmes to
minority audiences that the commercial broadcasters are just not able to, for obvious
business reasons. In return for this, the SABC receives the benefit of the TV license revenue.
This is why it issues very precise briefs, or RFPs, as the contracted programmes must meet
the SABC’s very specific and detailed mandate. These RFPs are not easy to respond to.
The conditions are so precise, and the channel branding so detailed, that it is often difficult to
analyse exactly what the SABC needs. But, the TV license revenue is not enough to keep
the SABC going, and it has to attract advertising revenue at the same time. So its business
plans are a mixture of funded and revenue producing programming. This can be difficult for
commercially minded producers to understand.
However, there are many production houses and producers who make a very good living
from SABC commissions. If this is what you want to do, and are passionate about public
broadcasting, then this is the way to go.

2 Unsolicited proposals
An unsolicited proposal is one that is presented to the broadcaster at the initiative of
someone outside the broadcaster – a producer, an organisation, etc. In other words,
unsolicited proposals do not depend on Requests for Proposals.
Use the same format for an unsolicited proposal as the format that the specific broadcaster
would like in response to a formal brief, and the conditions that you will find on the
broadcaster’s website:
1. Terms of Trade
2. Format for submissions
3. Budget format
4. Standard submission format
5. Technical specifications
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Your unsolicited proposal could possibly be modelled on a more complex arrangement such
as one that combines co-production and licensing, or even AFP and barter.
Remember, TV programmes have few rules. There are usually standard formats for terms,
conditions and contracts just to make it easier to cope with the volume. But if your proposal
smells heavily of big money, you can deviate from standard business plans as much as you
like.

This section abbreviated in the free online version

3 ways to respond to a brief
1 The PBS brief
If you are responding to a public service broadcast brief, as we pointed out, the brief will be
very specific.
Your proposal will also go through very strict channels, with a lot of consultation with
managers with different interests. It is usually a long process, so no production house or
producer should ever factor expectations into their annual business plan.
It’s best not to over-analyse the brief. If it seems obscure, it is probably meant to look that
way.
It may be a challenge for the proposer to be creative.

2 The commercial TV brief
Commercial TV has only one objective – to make money. Your proposal must show that you
have considered the needs of the commercial broadcaster, and show that you have thought
out all the possibilities to make a profit (revenue exceeds the costs of production, slot
overheads and marketing.)
Some commercial broadcasters are blunter. They simply say, “Bring me the proposal when
you can show that the costs are already paid for.” They are in a position to say this, as they
are generally well supplied with commercially viable proposals for programmes. However,
most of these proposals show little regard for the emotional needs of the audience, which is
why they sit on the shelf, or in the “In-tray”.
There are so many ways you can integrate the revenue into the production, most of which
broadcasters and producers haven’t discovered yet.
That is the job of your creativity.

3 The Pay-TV brief
Pay-TV briefs are more complex.
The Pay-TV operator has four objectives in mind, in this order of importance:
1. Attract new subscribers
2. Add value for existing subscribers
3. Prevent subscribers from leaving (churn).
4. Attract advertising revenue
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The operator won’t tell you this in the brief, but you have to design your proposal to these
implied needs in order to attract attention.

The unsolicited proposal
It’s easy.
1. Do your research, both for the various target slots, audience and channel.
2. Follow your concept through to the end, including a treatment, sample, script and
budget.
3. Read the conditions on the broadcaster’s site.
4. Complete the forms and stick to the format as the broadcaster has requested.
5. Don’t be arrogant and do it your own way.
Prof Eastman makes the sobering point that TV is like food:


Both require no skills at all to consume them.



Both offer a choice between quality, quantity and convenience. If you want good
food, you must pay for it, and wait. The same applies to television. 9

Remember …
1. Always read briefs very carefully.
2. Make a checklist of what is required, and make sure it is in the submission envelope.
3. Read any documents relating to format.
4. Study the Terms of Trade, Terms of Reference, and any other documents that appear
on the website.
5. Don’t forget to study the Technical Specifications for submissions. They may require
equipment that you may have to hire in, which affects your costs.
6. Check especially any pre-requisites for the submission of audio tracks. Most RFPs
these days require separate Music and Effects (M&E), and dialogue or commentary
(DIAL) tracks. Sometimes this requirement is generally referred to as “IT” or
“International track”. This makes it easier to sell the programme in a separate
language, or to add a number of languages for local digital broadcast.

6 elements of design of a treatment
1 Learn from the music industry
The music industry has valuable lessons for us in the business of media. The first is:

Your favourite music between the ages of 16 and 24 will be your favourite
music for the rest of your life.
This rough guideline is key to showing that your treatment has all the elements it needs to be
exploited by the Six R’s.

9

Eastman, Susan Tyler, and DA Ferguson. Media Programming: Strategies and Practices. New York. Wadsworth 2009
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Just as recorded musical numbers have hooks, so television programmes
must have hooks.
Nowadays, in the face of far too much choice, music has evolved the role of the hook. The
hook in music and in television is that motional grabber that makes the audience want to stay
and not hit the remote for an alternative.
Songs used to have one hook, usually within the musical intro. Now there is a hook in the
intro, one in the pre-chorus, a hook in the chorus, and hook in the bridge.
Music professionals tell you that people on average give a song seven seconds before they
change channels.
Luckily television does not suffer from the same as the audience will usually see the
programme through the title sequence and then allow the programme to run one to two
minutes before changing channels.
However, as with music, you still have to keep them hooked or the temptation to find
something else more appealing will cause their thumb to hit the NEXT button.
Ideally, you should have a hook in the front titles, one in the intro, and one as soon as the
main body of the programme starts. You also need a hook at the end of each commercial
break.

2 Plot the high points
The script of any TV show will be built around the “high Pints”. In music, these would be the
“hooks”. In TV terms, we also call them climaxes. It’s built into the plot structure, and this
applies to any programming from drama, to documentary, from talk to reality. You have to
know where your high points are to make sure that you keep the audience hooked in, and
that these high points are synchronised with commercial breaks.

3 Plot the commercial breaks
Always watch the channel slot you are targeting to see where the commercial breaks fall.
Most broadcasters ensure their commercial breaks happen at the same time in their
schedule, and also at the same time as the commercial breaks on competitor channels.
Advertisers like to buy slots at a precise time, and across all the channels that the target
audience might go to.
No matter what channel the audience chooses to go to the moment the commercial break
starts, they hit the same commercial. The broadcaster and the advertiser have them trapped.
It helps to know where the commercial breaks fall, and how long they last, so that, if
necessary, your treatment accommodates them.

4 Design the characters you want people to like and dislike
A good treatment doesn’t leave the audience to decide which characters or performers to like
and which ones to dislike. If the audience doesn’t go with disliking the characters they are
supposed to dislike, your whole structure will fall apart.
These aspects must be clear in your design before you even move to the treatment.

5 Hit them where it hurts most
Television programmes hook and climax through emotions. You to know which emotions you
are targeting and why. The emotional bond between the programme and the audience is key
to it being liked by the commissioning editor.
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Depending on the time, day and channel, different emotional hooks are called for.
Sometimes the audience wants to manage their moods – get distracted after coming home
from a bad day at work; be inspired when feeling down; be stimulated after prime time when
the children have gone to bed.
Remember that emotional intensity causes memories, and it is only the memory of a
programme that makes it eligible for the Six R’s.

6 Money, money, money
If you don’t know how much your proposal COULD (not “will”) cost, then there is no point in
going ahead. You just have to look at the RFPs currently published to see what the ballpark
costs per minute are. If you need confirmation, just ask a Commissioning Editor.
CEs are not enemies. They want your ideas and proposals. They are always short of good
programming. What they DON’T want are proposals that waste their time because they are
unrealistic.
Before you go ahead with writing the proposal, you have to do a few calculations on the side.
This is to make sure that the production you propose, together with the cost of performers
and anything out of the usual that you need is affordable.

3 parts of a proposal
The proposal is that document you send in to the broadcaster either as response to a brief,
or unsolicited.
It has a fixed format, and you are well advised to stick to it, and not go off and do something
that you think is better than what broadcasters actually want.
There are good reasons why this format has evolved, and why it is accepted by everyone.
1. It’s plain and simple
2. It’s easy for a CE to read.
3. It stops producers from turning it into a “quality is better than quality” sales pitch
4. It makes it easy for CE’s to refer to them afterwards, file them and find them again.
5. It makes it easy to compare one with another
Don’t think that you are better than the industry, and that you have a better chance if you
include complicated diagrams and pictures, have a flashy cover and use expensive binding.
CEs don’t want to see it; they want to read it.

1 The One-pager
This is the cover page. It is no more than one page and is in five parts:
Part 1

The working title

Part 2

Genre
Duration
Target channel and slot
Language

Part 3

Target audience
Logline
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Part 4
Part 5

Short, attention grabbing and creative description (200
words)
Your name and contact details

Your 200-word description is highly creative. It describes the mood, the storyline, and the
emotions the audience is intended to feel at the end of the programme. There is no template.
Just do it your way. You’re the creative behind the concept.
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2 The Synopsis
To prepare for this, you are going to have to write out the full
story, even if it is too long to include it in your proposal
document. It isn’t time wasted; you are going to have to do it
for the scriptwriter anyway.
Just write the story. Follow the recommendations made by
classic author Lewis Carroll in Alice’s Adventures in
Wonderland,
“The White Rabbit put on his spectacles. ‘Where shall
I begin, please your Majesty?' he asked.
'Begin at the beginning,' the King said gravely, 'and
go on till you come to the end: then stop.'
Write the story your way. Write it from any point of view you
like: yours, the audience’s, the character’s, or even the
channel’s point of view.
If you write it from the channel’s point of view, it will be business oriented. From the
audience’s point of view, it will be emotional.
Try and get the story to be emotionally based.
There should be no problem in writing a story. A game show is a story, so is a sports match
(it’s just a drama where no one knows the ending). A documentary is story, so it a reality “last
man standing” show. A variety gospel music show is a story – each song is a story.
If a TV show is not a story, then it’s not a TV show.
Once you have written the full story (which could be 3 000 words or more, you are ready to
reduce it to a 1 000-word synopsis.
This synopsis tells the story. If it is a one-off, then the story is that contained in the single
episode. If it is a series, then it is the story of the series, referring to a synopsis of each story
later on in the document.
It should not be longer than two pages. It is therefore, Pages 2 and 3 of the document.

3 The Treatment
The full treatment is a mixture of the story, the One-pager, the logline and the Synopsis. It
explains how you are going to produce it. It explains what the viewers will see when they
watch the programme, and how they will feel at the end of it. If the programme is tied in with
any “effect”, then it must explain HOW it will get the viewers to DO what is intended.
How you write the treatment is your business. There is no format, no template. It is there for
you to explain how you will make the programme, and explain it in your way.
This part of the document is just as creative as the one-pager, if not more so.
Make sure it flows, that each section is part of a sequence, and that it all ties up with what
came before, and what comes afterwards
However, it also includes:
Style
Style is a consistency of doing things. It’s the way things are told, performed, and coloured in
the writing and production process. It’s how the programme will be seen and heard by the
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audience. It may be conservative or quirky, it may be modern, futuristic or period. It can be
ANYTHING, as long as it is consistent throughout the programme. The style has to align with
the branding.
Cast and performers
Well-known and liked performers attract audiences because they are liked. They draw fans.
But they are costly. Can you afford them, or do you go for high risk, newcomers? It’s your
choice.
Locations
You select locations for shooting, in a studio or on location according to cost. Some studios
and locations are horrendously expensive, but appealing. Others are cheap and may be to
have some desirability “added” to them with special effects.
Schedule
How many weeks would the production take for each of the three phases: pre-production,
production and post-production?
Production costs.
These are the Production Values we discussed earlier. They are almost completely
dependent on foreign sales, or sales through other media.
There is absolutely no point in spending an enormous amount of money on a programme
that will flight once.
Everything – in your one-pager, treatment, logline story, characters – has to
be CONSISTENT
Social Media arms and legs
What social and digital media will you use to build excitement, maintain excitement and help
audiences remember their excitement?
Similar past programmes
Don’t labour this. If a programme appears to be similar, it can only be vaguely similar. In
television, every programme is supposed to be different, so “similarity” is just a reassurance.
It does not really minimise risk.
Digital experience
The programme needs to be different and absorbing. It has to attract attention (the story and
the style), and it must absorb the audience’s attention (targeting the right audience at the
right time).
At the same time it must be an “experience”. It must get the audience to do more than we
demanded of audience’s in the past. Previously we wanted audience only to tune in again to
the next programme, and to tell their friends to watch.

This section abbreviated in the free online version
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Part 6

Calculating costs

There’s no shortcut way here. You have to do the slog work. In some cases, such as the
SABC, you have to write a script, do the breakdown, specify the schedule, and do a
complete budget with week by week cash flow before you can submit. This budget, which
takes days of work has to be submitted with the proposal, otherwise the entire package is
rejected. The SABC publishes a checklist of what you have to submit.

4 ways to meet the SABC conditions
1 Complete script
Make sure you have a full script, or at least the first three or four in a series. These scripts
must be complete, even if they are going to be changed through negotiations. If they are not,
then all your financial will be inaccurate, and your proposal will not make sense.

2 Breakdown
Break down the script in exactly the same way as you would do in pre-production. Break it
down into scenes so that you can identify each and every cost in terms of locations,
equipment, cast, crew, creatives, costumes, props, travel, special effects, copyright, and
everything else.

3 Schedule
Do a production schedule just as if it were for real. This includes the costs of pre-production;
production (shooting schedule); and postproduction.

4 Budget
Now that you know how much each item will cost, and how long it will take to produce, you
can complete the full budget pack required by the SABC. It’s a lot of work, especially if it’s
going to be rejected out of hand.
Other broadcasters are not so strict. They want a rough idea, knowing that the details of the
production are up for negotiation.

4 ways to do a Guess-timate
If you are send in an unsolicited proposal, or even responding to a brief for most other
broadcasters, you still need to have a fairly accurate idea of how much your production will
cost. Otherwise, you don’t know if it will be economical. Viable, and even worth reading the
proposal.

1 Draft a script
Draft a script that is detailed enough to indicate the costs. To do this, you do not need to
write dialogue or commentary. All you need to do is draft out the scenes for a full episode,
check that the episodes will fit into the slot, and then do a breakdown.

2 Break down the script
An easy way is to take the draft script, and word process it down to a column running down
the left hand side of the page. Then you have the right hand column in which to enter all your
costs.
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Do it in a way that suits you, no one else is going to see it. A simple tip is to make the costs
column into multiple columns where you can enter the budget line items as you come across
them. Thus the camera falls under equipment, extras fall under performers, music falls under
copyright, and so on.

3 Guess-time the time frames
How long do you think pre-production will take? Don’t forget the First Law of Production
Economies: the more time you spend planning in pre-production, the less time you will spend
in production and post production. Use your experience, or the advice of someone with
experience to get your guesses as accurate as you can.

4 Do a draft budget
Now that you have the time frames, you know how long production will take. This is very
important. CEs have to meet the needs of the schedule. They don’t want a little documentary
that will take a year to produce. They are also highly suspicious of a major travel show that
you say can be shot in three weeks.
Remember, you have to look competent. The relationship between you and
the CE is one of TRUST
Complete the budget according to the specifications required in the brief. It’s usually just the
line item headings.
Don’t forget that social media also cost money. You may have to develop
excitement, advertise, build a website, open and manage Twitter accounts.
All these things cost money, and you must budget for them.

4 ways to test viability and profitability
It is important to test if your proposal can make a profit. Now that you have the costs,
calculated in the previous section, you just have to find out if the potential revenue, taking a
conservative guess-timate, is about double the costs.
No broadcaster is interested in anything less. There is, on average, an 85% chance that your
programme will not make the money the CE thought it would, so to be safe, the CE will go for
that that looks as if it might bring in double the costs.

1 Guess the advertising revenue
What is the day and time of the slot you think would be ideal for your programme. Don’t just
go for primetime. Primetime is only a little less than a quarter of the viewing day. Primetime is
only for a very broad audience. Niche audiences belong at other times. So be careful about
focussing on your slot.
Download the broadcasters Rate Card from the Internet. All Rate Cards are published on the
web, they are not secret. Check the advertising rate at that time.
Make a guess that advertising will consist of ten minutes an hour, which is ten slots every
half hour. (One advertising minute consist of two 30-second spots.) You will find the rate per
30-second spot for that slot in the rate card.

2 Guess the sponsorship revenue
You can’t. How can you guess something that is always confidential, for which there are no
formulae, and that are negotiated on an individual basis. If you are going to claim that your
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proposal can be sponsored, then you must, yourself and personally, approach a potential
sponsor, and discuss with, informally, and without any commitment on either side, what they
might think, they maybe, would possibly, maybe, see as a reasonable cost of sponsorship.
If you don’t know anyone in the marketing department in any potential sponsor, then go and
chat with a sponsorship broker. There are plenty around, and most are pretty helpful. But
don’t just make a guess yourself, and hope that the broadcaster is going to believe you, CEs
deal with sponsorship all the time, and they will spot if you are taking a chance. Remember?
TRUST.

3 Guess the value of your programme to a Pay-TV broadcaster
You can’t. The revenue for a Pay-Tv operator is complicated. Pay-TV earns a little from
advertising, and you can calculate this from the rate card, and using the formulae we have
just seen. But you will find out that this is never more than about 20% of what a programme
costs.
This is because at least 80% of the Pay-TV broadcaster’s revenue comes from subscriptions,
which come in regardless of the slot time, day or rate.
The Pay-TV broadcaster looks at costs in terms of their potential to:
1. Attract new subscribers, and
2. Retain existing subscribers (prevent churn)

4 Guess any other revenue streams
This is very difficult, but as a matter of principle, make a guess and divide it by two. Internet
hardly ever makes any money. We do not know how much money streaming makes, as it
hasn’t been around long enough yet.
The stories that YouTube makes buckets of money are myths. There are billions of YouTube
TV channels, and probably about 1000 make money.
You are better off guessing revenue from phone calls and SMS, but speak to a cellphone
operator first about splits are done, and what is possible.
Don’t think that guessing the revenue takes as long as it takes to suck your
thumb. It takes a lot of research, and a lot of calling on people.

© Howard Thomas 2015

Page | 52
525252

Part 7

Pitching

3 reasons why you have to pitch in person
You do not need to fear a pitch because you are awkward, or even slightly disabled. It’s not a
song and dance number; it’s not a performance; and it’s not a display of talent.
You do not need to worry if you have a speech impediment, or if you have to pitch in English,
and English is your second language

1 CE’s want to see that everything in the proposal is yours
You can be sure of two things:
1. CE’s want to see you. Commissioning Editors are VERY short of good content. There
is so much rubbish on TV, that they need really good programmes to be a tent-pole.
2. They are going to have to work with you, and they want to see right from the very
start what you are like
They want to see that the concept and treatment is yours; and that you will be taking full
responsibility for it.
They know that the treatment will have to be negotiated. After all, you are the creative
genius; but they are the people who know the audience, and are going to have to take the
financial risk

2 CE’s want to see your passion
Television content is a product that consists of emotions, transfers those emotions, and
elicits those emotions from the audience. Emotional content can only be produced with
passion, and the CE’s want to see your passion.
Don’t ask me to define passion. No one can even define emotions. But you know what
passion is, and the CE’s will know right away if you are passionate about the programme, or
if you are just looking to sell any old junk that you thought of.

3 CE’s want to be able to ask you questions.
The proposal is quite short. It is meant to be. CE’s don’t want to have to read long proposals.
They want to see a proposal that is long enough for them to decide that they want to see
you.

3 things you want to achieve
1 Tell the story
You want to show the CE’s that you know the story; that you can tell it simply, and that you
know why the audience wants to hear and see the story.

2 Get the CE’s to visualise the programme description
Because television programming is so expensive to make, and because the CE is risking the
broadcaster’s money on the production of it, CE’s have to see and hear the programme in
their heads, and on that basis they have to make a decision.
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Think about it – it’s scary. The CE is going to sign a contract with you for perhaps millions of
Rands, all on the basis of what they have seen inside their head. Is the CE seeing exactly
what you see? Who can look inside another person’s head?
So the pitch will give the CE the first time to visualise clearly what they did when they read
the proposal. They have the opportunity to visualise on the basis of seeing and hearing a live
person, and not just dead printed words on a page.
Your pitch must create pictures inside the heads of the CE’s.

3 Establish trust
Once the CE is satisfied that both they and you are “in sync”, and see the programme in
each and every detail the same way, then they will sign a contract with you to make it.
It’s the money belonging to the broadcaster and held in trust by the CE. How do they know if
they can trust you? How do they know if you are competent to produce it? How do they know
if you’re not going to run off with the money?
The pitch is your opportunity to establish trust.

3 parts to the Pitch
1 Writing
When you are invited to pitch, you will be told how long you have. You are usually given
between seven and ten minutes. But be warned, it may be only five minutes.
You had better write your script. All of us speak at different rates. Presentations are usually
at 125 words a minute. Politicians can shout at 300 words a minute, about the same speech
rate as a DJ. You don’t want to be there. Count on anything from 110 to 140 words a minute.
So if your pitch is limited to seven minutes, then confine your script to a maximum of 850
words. That’s not much. You are have to reduce your entire proposal, which make be 6 000
words long, done to under 1 000. It’s some achievement!
Make sure your first draft is no more than 120 words a minute. You don’t want to have to
keep on cutting it down.
Make sure that it:
Covers all the important aspects of the proposal
Helps you project the visualisation in your mind, into the visualisation of the Commissioning
Editor.

2 Rehearsing
Rehearse over and over again. Try not to rehearse into a mirror. It doesn’t really help. Get
your team to help you.
Remember, the only visual aids you have is yourself. Remember you are not selling a
second hand car.


Shorter is better than longer



Slower is better than faster.



Quieter is better than louder.
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3 Performing
Make sure that you perform as YOU, and not as your favourite film star. That is what those
who help you rehearse must remember. That’s’ why you should have your team help you,
and they must help you to be yourself.
Find something to do with your hands, like meaningful gestures.
Us e your stage. You don’t have to stand still.

3 essential qualities
1 Be on time
It doesn’t matter if you are an hour early, just NEVER be late. They might be running late, but
that does not happen often. They usually have so many people to see, that they run on
schedule. After all, the last thing they want it to listen to a great pitch when they are tired and
then judge it wrongly.

2 Be well dressed
Show the CE’s that you care. Jeans and flip-flops tell the CE’s that you have a mind made up
of =jeans and flip-flops. If you look neat and tidy, they will assume that you are neat and tidy.
Don’t waste your money on new clothes. Just spend some money cleaning the best clothes
you already have.

3 Be yourself
Speak slowly. You will be nervous and therefore be inclined to speak faster than you
normally do. So concentrate on speaking slowly and deliberately so that you don’t babble like
a monkey.
Passion is not conveyed by speed. DJ’s do that, but they’re on radio, and radio listeners
don’t like blank spaces.

10 things to do when pitching
1 Introduce yourself
The people on the panel will probably have your written proposal, but it is only one of a pile in
front of them. They may have your name on the schedule, but they know nothing about you.
So start off with your name, your company, and some remark that comers from your heart.

2 Breathe slowly, talk slowly
You will be nervous. The “fight or flight” reaction will inevitably have you breathing fast,
talking fast and loud, and in general, trying to get it over with as soon as possible. This is not
a good idea. You wrote out your pitch and rehearsed it, and revised it often.
Don’t blow it now by gabbling your way through it. Slow your breathing, lower your voice,
speak slower, and make sure you get your point across with confidence.

3 Avoid flattery
It’s not going to help you get personal with any of the panellists, such as personally greeting
one of them that you know, or deliberately saying what a great panel they are, or what a
privilege it is etc. Just get on with it. Focus on the pitch, not on relationships.
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4 Don’t impress with jargon and big words
The audience is not intellectual; and in fact most good commissioning editors are not
intellectual. They are just people. They are close to the audience; they speak the audience’s
language and they are part of the audience. That’s what makes them good commissioning
editors.
Talk to them as if they are the audience. Don’t try and impress with fancy academic film
words like “mise en scène”, “minimalistic” and “This story has to be told”.

5 Focus on what’s in it for the broadcaster
You may be in love with your concept, and your mother may think the proposal is great, but
the people on the panel are asking only one question, “What’s in it for the broadcaster?”
Is this going to attract a worthwhile audience? Will it attract audiences away from the
competitors? Will it attract advertising? Will the costs be low, and the profits high? Will it be
an asset to the archive and the Six R’s?
Make sure that your pitch focuses on benefits, and not features.

6 Be confident and invite trust
Make sure that your pitch, as a whole, answers these two questions, “Are you focused on the
audience and the broadcaster?” and “Can we trust you to deliver?”
They will be very careful with someone who is not genuinely confident, because you KNOW
what you are talking about, and they will run away from someone whom they do not trust to
deliver on time and on budget.

7 Don’t be desperate
This is why you NEVER, NEVER make the programme or a pilot before the pitch. Never be
desperate for money because you have spent money on the production already. The
development towards a pitch should cost time alone. If you’ve spent money, say a couple of
hundred thousand on a pilot, and you are desperate for that money, it will show. The panel
will know that they can beat you down to a bargain.

8 Don’t give too much information
You have submitted a full written proposal which details everything. Don’t try and cram all
that into the pitch. The pitch contains only what you need to imply these statements:
1. I am passionate about the concept.
2. I know the target audience
3. I know it will be great business and prestige for the broadcaster
4. I can deliver on time and on budget
5. I know what I’m doing, and what I’m talking about.

This section abbreviated in the free online version
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Glossary of terms
Adding value

The process in business where value is added during the development
and manufacturing processes. The overall process is called the Value
Chain.

Annotated script

A script required by a distributor that includes the reference for every fact
quoted, every source of information, and the ownership of all other property
used.

Brainstorming

A group activity for generating new ideas, by encouraging people to come up
with ideas and discouraging criticism.

Budget

A detailed description of all expenditure that will be incurred.

Business plan

A complete description of a business project.

Channel branding

A description of the personality and “soul” of a television channel that indicates
the type of programming it offers to a certain audience.

Channel share

The percentage of the number of viewers a channel has attracted at a certain
time, relative to the other channels available to that audience.

Commercial breaks

The places at which advertisements are inserted between and within television
programmes.

Commissioning

The process by which a broadcaster invites production houses to make
programmes to the specifications set by the broadcaster.

Concept

An overall idea of a project.

Co-productions

A deal between two or more people to produce a television programme.

Copyright

The right to intellectual property, governed by South African law and subject to
international agreements.

Cost of sales

The money spent to incur sales. It consists of overheads, commissions and
discounts.

Culture

The way groups of people say and do things.

Deal

The conclusion of a business project.

Demographics

The quantitative analysis of an audience.

Digital Terrestrial
Transmission

Transmitting television signals through the air so that as many as 10 digital
channels take up the same spectrum as one analogue channel.

Foreign distributor

A distributor who sells programming to broadcasters globally.

Free-to-air television

Commercial or public television that does not charge a subscription.

Hierarchy of needs

The triangular arrangement of human needs proposed by Abraham Maslow.

Logline

Based on the High Concept Line, it describes emotionally a project.

LSM

A measurement of the living standard primarily described by the types of things
a group of consumers purchase.

Merchandising

Using a theme, character, brand or any other aspect of a programme to sell
consumer goods.

Pay-TV

Broadcast television that is encoded, but decoded to subscribers only.

Rate Card Cost

The cost of television advertising as published by the broadcaster.

Repurposing

Taking a television programme and changing it to make it suitable for a new
use or market.

South African Audience
Research Foundation

A non-profit company owned by broadcasters, media owners and advertising
agencies to conduct media research.

Set top box

The decoder needed to convert digital broadcast signals into a signal that the
TV set can use.

Treatment

A description of a television project before the script is written.

Versioning

Taking a television programme and making different versions for different
audiences.
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Research resources
Broadcast Research Council of South Africa
South African Audience Research Foundation (a resource for AMPS
research)
Statistics South Africa (all SA statistics)
TELMAR (an agency for AMPS data).
Eighty-20 Media Research.

www.brcsa.org.za
www.saarf.co.za
www.statssa.gov.za
www.telmar.co.za
www.eighty20.co.za

Free stuff from the web
Artslink newsletter
Population census
SA Media Facts
AMPS Presentations
TV SA

www.artslink.co.za
www.statssa.gov.za
www.omdmedia.co.za
www.saarf.co.za
www.tvsa.co.za

Newsletters
It is essential that you keep up to date with what’s happening. It costs you
nothing to subscribe to online newsletters. Even if they come through daily,
all you have to do is scan the headlines, and see if somethings strikes you.
www.themediaonline.co.za

Go to SUBSCRIBE

Fresh news twice a week

www.bizcommunity.com

Choice of many different newsletters

Choose daily or weekly

www.eighty20.co.za

Subscribe to Fact-a-day

Fascinating facts about
SA audiences every day

www.techcentral.co.za

Subscribe

Latest on radio and TV

www.itweb.co.za

Subscribe

Mostly media business

www.mediamonitoringafrica.org

Subscribe

Real serious stuff

www.screenafrica.com

Choice of many different newsletters

When you want it

www.filmcontact.com

Choice of many different newsletters

When you want it

www.balancingact-africa.com

Select the all Africa newsletter for
broadcast

Invaluable for the
business side

www.news24.com

Select the news you want to keep you
informed.

Best for local, African
and world news

www.tvsa.co.za

No actual newsletter yet, so just
“Favourite” the site. Visit daily.

Insider news.
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