roducing

As a producer you have to wear many hats, sometimes all at once. You may have
to act as a psychologist and a businessperson to persuade management to buy
your idea, argue as a technical expert for a certain plece of equipment, or search
as a sociologist to identify the needs and desires of a particular social group.
After some sweeping creative excursions, you may have to become pedantic and

double- and triple-check details such as whether there is enough coffee for the
guests who appear on your show.

Section 17.1, What Producing Is All About, examines the technigues involved in
the various stages of producing a television show. Section 17.2, Dealing with
Schedules, Legal Matters, and Ratings, looks at some production activities that lie

outside the area of production techniques, which, nevertheless, are important
activities for a producer.

demographics Audience research factors concemed with
such itermns as age, sex, marital status, ard Moo,

effect-to-cause model Maving from idea to desired effect
on the viewer, and then backing up fo the specific
redium requirements to produce such an atfact,

facilities raquest A list that containg all technical facilities
nesded for a specific praduction.

medium requirements Al content alaments, production
elements, and people needed to genarate the process
message

process message The message actually received by the

viewer in tha procass of watching & television program.

program proposal Written document that outlines the
pracass message and the major aspects of a television
presentation,

psychographics Autgience research factors concerned
with sueh itermns a5 corsumer buying habits, values,
and litestylas,

rating Percentage of televizion housshokds with their
sats tuned to a specific station in relation to the total
nurmber of television househalds,

share Percentane of television households tuned toa
specific statien in relatien to 2l households using
telavision (HUT); that is, all households with their
gets tumed an.

target audience The audience selected or desired fo
receive a specific message.

treatment Briaf narrative description of a felevision
progran.
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17.1

Producing means seeing to it that a worthwhile idea gets
ti he a worthwhile television presentation, As a producer
you are in charge of this idea-to-presentation process and
for completing the varlous tasks on time and within
budget. You are responsible for the concept, fnancing
hiring, and overall coordination of production activities—
not an easy job, by any means!

Although each production has its ;e creative and
organizational requirements, there are nevertheless
technigues, or at least approaches, that you can apply (o
television prodection in general. These methods can help
gutide you from the early stages of generating ideas to final
postpreduction activities.

Section 17.1 walks you through these major pro-
duction steps

PREPRODUCTION PLANNING:

FROM IDEA TO SCRIPT

Pragram ideas, produclion aoedsls, program
proposai, D!, and Sonpd

PREPRODUCTION PLANMING: CODRDIMATIDN
Paopie, faciihes request, schedwles, permits snd
clearances, and publicity and promolion

PRODUGTION: HOST AND CRITICAL OBSERVATION
Blaving host, watching the productian flow, and
evalualivig the production

b= POSTPRODUCTION ACTIVITIES
Fostproduchon editing, evaluation and feadback,
and racandieaping

PREPRODUCTION PLANNING:
FROM IDEA TO SCRIPT

Az a producer you are primarily concerned with pre
production planning and eoordination. It is up (o ¥ou to
take care of all the production details necessary o move
from the initial idea to the actual production activities
with precision and efficiency.

Most producers complain about the lack of time and
money available for their productions. Although you
could always use more time and a bigger budget than you
have availahle, you must learn to deliver high-quality
television programming even within such restrictions
Once you have acquired a certain production routine, You
will find that mare time and money does ot necessarily
make for a better show, especially if the inltlal idea is weak
To help you become maximally efficient and effective in

Section T7.1 What Praducing Iz All Akout

your preproduction activities, we focus here on (1)
program ideas, (2) production models, (3) program
proposal, (4] budget, and {5} script.

Program ldeas

Everything you see and hear on television started with an
iden, As simple as this may sound, developlng good amd
especially workable show ideas on a regular basis is not
always easy. As a television producer, you cannot walt for
the occasional divine inspiration, but must generate
worthwhile ideas on demand.

Generating ideas Despite the volumes of studics
written on the creative process, exactly how ideas are
generated mmAins a mysiery. SOmetnes you will find that
you have one great idea after another; at other times you
cannot think of anything exciting, regandless ofhow hard
you try, ¥ou can break through this idea droughe by
engaging several people to do brainstarming: Have
everybody sit around ina circle and putasmall awdiotape
tecorder in the middle. Start the bralnstorming session
with someething as neatral and wide open as, for example:
“Knock, knock?” The next person in line will probably say:
“wha's there?” and you are on your way. Do not criticize
anything anyone says, even If it seems totally unrelared
to the previous comments. The aim of brainstorming is
10 hreak the conceptual blocks, and not yield 1o, or even
reinforce, them.

wien you have finished the brainstorming session,
you can play back the comments and pick some that seem
relevant to the task at hand. You may find that the so-
called absurd comments can trigger workable ideas more
readily than the ones that seemed more appropriate. For
example, If in a brainstorming session for a shampoo
commercial the eomments move from “soap hubbles,”
“ralrhow colors,” and “umbrella,” suddenly to " Einstein,”
this unexpected switch may well suggest a differant
direction. Tnstead of seeing tiny rainbow-colored soap
bubbiles or gentle raln as possible images for the com
mercial, vour visuallzation is nowshifted 1o wild kair that
is hard to tame,

A more structured way of generating ideas ls called
clustering, a kind of brainstorming whereby you wrile
down your ideas rather than say them alowd. To begin you
write a single keyword, such as shampoa, and cirche it. You
then spin off idea clusters that somehow relate to the
Initial keyword. SEE 17.1

As you can see, clustering is 2 more organized, bt
also & slightly more restrictive, means of brainstorming.

17.1 PARTIAL CLUSTER

Chustering i a farm of writtan brainstoeming. You star
with a central idea and beanch out 1o whalever asEaoatons
corme o mind,

But because clustering shows patterns better than
brainstorming does, it serves well as a structuring
technique. Although clustering is usually done by
individuals, you can easlly have a group of people
engage in ¢lustering and then collect the results for
closer scrutiny.

Organizing ideas Once you have decided on the
general program idea, you can ask other production
peaple to help with fleshing out the details. Assume ford
moment that the general idea 15 0 do a program seTies
on senlor citizens. In the organizing stage, you may have
one person make a list of possible celebrity guests who
are advanced In vears and who could talk about thee joys
and problems of aging. Another colleague could list all
the social, legal, transportation, and health services
availabile for the elderly. A thied person could think up
ways in which local senior citizens eould participate in
the program.

There is no single or correct formula for organizing
ideas and translating them into an effective television
program, Because production involves a great numbber of
diverse yet connected activities, you learn its function
most profitably by considering It as an interlinking
process, In the production process, as in any other,
varisue elements and activities interact with one another
to achieve the desired product—a program that affects
the viewer in a certain way. The process helps you
determine which people you require, what they should
do, and what equipment is necessary to prodice 8
specific program. geagk 7 )
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Production Models

FProduction models describe the flow of activities neces-
sary o mave frormn the idea to the televised message. They
help you organize the production process and facilitate
your coordination efforts. The effect-to-cause model, for
example, streamlines your preproduction and makes vour
productlen activities more goal-directed and efficient.

Effect-to-cause model Az do most other produc-
tion models, the effect-to-cawse model stars with a basic
iden; but instead of moving from the hazic idea direetly
Lo the production process, it jumps to the desired
communication effect on the target audience. Because
this communication effect is generated by a process of
the viewer watching and listening to television messages,
we call this effect the process message. After all, it is the
desired communication effect—the process message—
that should drive the production process, rather than the
Initial idea. This means that as a producer you should
know exactly what you want 1o achieve—what you want
the target audience ta learn, do, and feel—before deciding
on the specific medium reqeuirements that would kead to
such an effect. The more the actual process message
(viewer effect) matches the defined one, the more
successfil the communication. SEg 17.2

Defined [ Cosiied

process | _.qum_.mw.n_g
I sudience
Pt Fandanck
Medium requirements:
m Comtant
= Panple
w Equipmizng
Actual
s Actual - effect an
Ll pracess targat
i Eﬁm:nv

17.2 EFFECT-TO-CAUSE PRODUCTION MODEL

The effeci-to-cauze production madel jumps from the inital
idaa directly to tha desired effect—ihe process message,
Ther it backs up o the medum requirements that Hupgeast
tha production ekments snd processes necessany to produce
the defined process messaga.

PRODUCING

The advantage of this model is that the precise
definition of the process message will help content and
production people work as a team and will facilitate
sedecting the necessary production personnel and equip-
ment. By first carefully defining the desired effect on the
audience, you can then decide quite easily on the specific
people you need to do the job (content expert, writer,
director, crewl, on where to do the production most
effectively (studio or field), and on the necessary equip-
et (studio of fiek] cimeras, types of mics, and so forth).

Lets apply the model 1o the interview with the
famous defense lawyer mentioned in chaprer 15 and see
how it can influence the entire production process.

When approeching the production in the usual way—
maoving directly from the basic idea to the production
process—you would probably think of getting an inter-
viewer who i very skilled in law, perhaps even an ex
lawyer who has become a television personality, Then you
would probably talk to the art director to design an
appropriate environment for the interview—a well-to-do
lawyer’s office with an elegant desk. leather chairs, and
lots of law books in the background. You would then have
to arrange for the taping date, studio time, transportation
for the guest, talent fees, and many more such detalls, You
wolld also need to get together with the host {the ex-
lawyer) to agree on a few questions: “What were your maost
tamous cases?” “How many did you win?” "Have you ever
refused important cases?™ “Why?” and so forth.

When using the effect-to-cause model, on the other
hand, you would come up with several process messages.
Here are two of the more obvious ones:

Procezs message 1: The viewser should gain insight into
same of the mafor defense sirategies wsed by the guest

Irs this case the questions would revolve around some
of the lawyver's former cases and the reasons for their
success of failure. Would you need an interviewer who
understands the law? Yes. The interviewer could interpret
the legal language for the audience or immediately
challenge the lavwyer's ethics within the framework of the
law: The elaborate studio set resembling the lawyers office
would also be appropriate. You may even consider
conducting this interview on location in the lawyer’s
actual office,

Process message 2: The viewer shouwld gain deeper insight
fretor the conscience and feelings of the dawyer when
handiing an especially difficuli case, as well as how
tee deals with personal ethics when applying specific
defense sirategies.

Section 17.1

Doy navw need & host who §s a legal expert? Mot at
all. In fact, a psychologist would probably be better suited
to conduct this interview: You would probably want to use
close-ups of the guest throughout most of the show., You
may even stay on a close-up of the guest when the host
asks questions. Reaction shots (the guest listening to
questions) are often more telling than action shots {the
guest answerkng). Does this interview require an elaborate
set? Mo, Because the interview deals primarily with the
lawyer as a person rather than the person as a lawyer, you
can conduct it in any environment. Two comfortahle
chairs in an interview set is all you would need.

There has heen a great reluctance in television
production o show “talking heads"—people alking en
close-ups without amy supporting viseal material, Do not
blindly adopt this prejudice. o long as the heads talk wedl,
thete |s no need for additional visual material. REaorzv @)

Writing the Program Proposal

Once you have a clear idea of the process message and
huow youl want o communicate it, you are ready to wrile
the program proposal, Dot take this proposal lightly—
it is a key factor in getting your program on the air as
opposed to simply ending up in a “good-ides” archive on
your hard drive.

A program proposal is a written document that
stipulates what you intend to do. It briefly explaing the
process message and the major aspects of the presenta-
tion, Although there s no standard format for a program
o series proposal, it should at a minimum include this
information: (1) program or serles title, (2} objeclive
{process message), (3] target audience, [4) show format,
(5] show treatment, (6] production method, and (7) ten-
tative budget. If you propese a series, attach a sample
script for one of the shows and a list of the titles of the
other shows in the series.

Program title Keep the title short but memorable.
Perhaps it ks the lack of screen space that forces televigion
producers to work with sharter titles than do filmmakers.
instead of narming your show The Trials and Tribulations
of a University Student, simply say, Student Pressures,

Process message or program objective This
it a brief explanation of what the production is to
accomplish. You can revise the process message so that it
is less formal. For example, rather than say, “The pmcess
message B to have high-school students exposed to at
lesst five major consegquences of running a stop sign,” you
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may write that the program’s ohjective is "1 warm teenage
drivers not to run stop signs.”

Target audience The terger audience is whom you
wollld primarily like to have watch the show—the
elderly, preschoolers, teenagers, homemakers, or people
interested in traveling. A propedly formulated process
message will give a big clue as t the target audience,
Even when you want to reach as large an audience as
possitde and the audience |5 not defined. be specific in
describing the potential avdience. Instead of simply
saving "general audience” for your proposed comedy
series, describe the primary target audience as “the
eighteen to mid-twenties generation” or the “over- S0y
crowd in nead of a good laugh."

Onee you are in the actual preproduction stage, you
can define your target audience further in terms of
demagraphics, such as gender, ethnicity, education or
income level, household size, religlous preference,
or geographical location {urban, rural), as wetl as of
paychographics, such as consumer buying habits, values,
and lifestyies. Advertisers and ather video communicators
make extensive use of such demographic and psycho-
graphic descriptoes, buryou needn’t be guite that specific
in your initial program proposal,

Show format Do vou propose & single sho, & new
series, or part of an existing series? How long is the
intended show? An example would be a two-part one-
hour program dealing with the various uses of helicopters
around the world, This inforration is vital for planning a
budget or, for a station or network, to see whether it fits
into the program schedule.

Show treatment A brief narratlve description of
the program is called o treatment. Some of the more
elaborare treatments have storyboardlike illustrations.
The treatment should not enly say what the proposed
show is all about but also reflect in its writing the style of
the show. The style of a treatment for an instructional
series on computer-generated graphics, for example.
should differ considerably from that of a situation
comedy. Do not inelude specific production information
such as types of lighting or camera angles; save this
information for the script. Keep the reatment brief and
coneise [t should simply glve a busy executive some idea
af what you intend (o d0. SEE 17.3 READY 2¥ 3]

Production method A well-stated process message
will Indicata to you where the production should take
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TREATMENT FOR THE FOURTH PROGRAM OF THE
SIGHT SOUND MOTION IWSTRUCTIONAL VIDED SERIES

The fourth program of the instructional wideo series
$1ght Sound Motion is intended to explain the advantages of
7-axis blocking [toward and away from the camera) ower x-axis
blocking (2long the width of the screan) .

We open with dancers mowing into view from close to the
camera, unfurling a yellow nylen ri bbon away from the camera
along the z-axis. Mare dancers join in and dance toward and
away from the camera, always close to the t-axis ribbon. A
second camera, positioned at 90 degrees from the first, sees
the dance progressing sideways, with the dancers maving fn and
gut of the frame along the x-axis. An off-cemera narrator
explains the differences between z-aeis and x-axis blocking
over especially telling freeze frames. We unfreeze the action,
with tha marrator pointing out how Z-axis bl pcking not anly
Fits the small television screen better than x-axis blacking,
but that it alse increases the aesthetic emergy of the dance.

We switch to a Brief dramatic scene in which two people
are first blocked along the x-axis and then along the z-axis.
fgain, the parrator explains the advantages of z-axis blocking
(better articulation of screen depth ard aesthetic intensifica-
tian) versus x-axis blocking (restricted horfzontal screen
space, dramatic deemphasis). Agafin, some of the explanation
occurs pyer fresze frames of x-axis and z-axis blocking
samples. This explanation s followed by a selection of brief
ccenes from up-to-date television shows that exhibit especially
prominent z-axis blocking.

We end the program by having the dancers move into view
again, rolling up the yellow z-axis ribbon toward the camera.

17.3 TREATMENT

Tha treatment talls the readar in narrathe form what & program is 2 sbow
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place and how you can do it most efficiently. Should you
do a multiple- or single-camera studio production of
a single-camera EFPT 13 the show more effectively shot
:.__..a&:.ewﬂnm:mnnnﬁaﬂ_smﬂm.a;g‘EE.E_,_ZE pist-
productiont What additional materials (costumes,
props, SCENeryl do vou need? What performers or
actors? READY 2VI N

Tentative budget Before preparing the tentative
budget, you must have up-to-date fgires for all pro-
duction services, rental costs, and wages n your ared.
Independent production and postproduction houses
periodically issue rate cards that list costs fior services and
the rental of major production items. Stay awiay from high-
end services unless quality becomes your major concern
or if your project needs especially extensive post-
preduction manipulation. As pointed out, same desktop
computer programs can provide nonlinear editing tooks
that tival those of expensive postproduction facilities.

Preparing a Budget

If you are an independent producer, you need to figure
the cost not only for obvious items—seript, talent and
production pemsonnel, studio and equipment rental, and
postproduction editing—tut also for items that may not
be so apparent, such as videatape, certain props, food,
lodging, entertainment, transportation of talent and
prroduction personnel, parking, insurance, are] clearances
or user fees for location shooting,

When producing a show for a local statlon ora small
independent company, the basic personiel and equip-
metit costs are usually included in the overall production
budget. In such cases you need only lisr additional costs,
such as overtime, expandable supplies, and seript and
talent fees, which, by the way, can be unexpectedly high.

When working foi a client, however, you need to
prepare o budget for all preproduction, production, and
postproduction costs, regardless of whether the cost is,
at least partially, absorbed by the salaries of regularly
employed personnel or the normal operation budget.

There ase many ways to present a budget, such as by
separating preproduction [for example, script, travel 1o
locations and meetings, location scoWting, storvboard),
production (talent, production personned, and equipment
or studin rental), and possproduction (editing and sound
design), or by dividing it into ahove-the-line and below-
the-line expenses

Above-the-line budgets incliede expenses for above-
the-line personnel, such as writers, direciors, art directors,

and talent, usually called “creative personnel.” This does

not imply that other production personnel, such as
camera operators or editors, are not creative; it simply
refers to those who are more concerned with the con-
ceptualizatlon of ideas rather than the operation of
equipment that will transform the ideas Into & show.
Relow-the-line budgets include the expenses for bielow-
the-line personnel, such as the production crew, as well
as equipment and studio space.

Dividing & budget into preproduction, production,
and postproduction categories may give you a more
workable breakdown of expenditures than the above-
and helow-the-lina division, especially wien you have to
bid an & specific production job. Because most pro-
ductlon companies show their overall charges in this
tripart division, the client can more eqsily compane your
charges against those of the other bidders. Some pro-
ductinn companies have therefore standardized their
budget form.

When you are first presenting your propasal, your
client may be interested not so much in how you broke
down the expenses. but inwhat it will cost overall to have
the show produced. It is therefone eritical that you think
of all the probahle expenses, regardless of whether they
occur in preproduction, production, of postproduction.
In this undertaking, the computer can be of great
assistance, Various softwire programs such as spread-
sheets can help you detall the various production costs
and can recalculate them effordessly if you need 1o cut
expenses of If the production requirements change.

An example of a detailed budget of an independent
production company is shown in the accompanying
figure. SEE 17.4 Itis structured according to prepro-
duction, production, and postproduction costs.!

c_u_._.munm_a..E._npum.,,:m:,_%mjn_naﬁannuu you may
not have to prepare such a detaited budget fior all your
productions. Some simple productions may require only
that wou fill put the summary of costs, You can always
adapt the budget shown in figure 174 to suit your specific
production needs.

Whenever you prepare & budget, be realistic. Do not
underestimate costs just to win the hid—you may regret
it later, It is psychologically, as well as financially, easier
to agree to a budget cut than to ask for more money later
o 0in the other hand, do not inflate the budget in order
to get by, even after severe Cuts, Be realistic about the
expenses, but do not [orget to wdd at least 2 L5 percent

1. This budget was adapred from farms created for Tas Video
Communicatinns of San Francisco and by the Assockaton af
Independent Comunrcial Producess, Inc, (AICF).
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17.4 BUDGET 17.4 BUDGET
CATEGDRIES e = i CATEGORIES feantinwed)
Thasa rather detailed Budget 5
categories ars structuned -
atcarding to progroduction, PRODUCTION BUDGET " BUBGET DETATL ESTIMATE ACTUAL
producton, and past - g 5
production costs, CLEENT: . LR _”_ SRk b
: ersonnel e — .

PROJECT TETLE: v Writer (script) Sae ST

DATE OF THIS BUDGET: Director [day) =

SPECTFICATIONS: hrt director (day) e —

M (day)
HOTE: This estimate is subject to the producer's review of the SUBTOTAL

fimal shocting script.
PEODUCTIO N

Pargonne!
SUFMARY OF COSTS ESTIMATE ACTUAL Director .
Arsofigle directar =
PREPROCUCTION B
Persosnel | Floor {imit} manager *
Equipmant & facilities : | Camers = “
seript I B - mn_:_._n. £ .
1 Lighting " “
FRODUCT O VTR = e '
Fersoesel mm a w
Equipment & facilities 1 —_——— - rips. {assistants) i
g superyisor |
Talent ; Prampter et R - — |
| Art (set and graphics) L Makeup & wardrabe —= F = n —-— b
| Makeup < Talent i
Music i Equipment & Facilities
Miscellansous {fransportation, fees) i Studicflocation
- Camera =
POSTRRODUCTION ] Saund _
Persanne] - Lighting
|
Facilities | Sets
] C.6. fgraphi
Tape stock 3 faraphics =
i3 I VTR i
IRSURARCE & MISCELLAREDS |... Promgting
CONTIRGENCY [10%) o . | Femote wan
e ] Intercom
TaR I3
It Transportation, meals, mousing
GRAMD TOTAL " I H Copyrights
m SUETOTAL
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POSTERODUCTION

Personnel
Birectaor
Editor
Lound editor
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1.

Fecilities
Dubbing
Window dubs
arr=1ine 1fnear
Off=1ime monlinesr
On=line 1imear
On-Tine nonlinear
CNE
Andio Sweetening
ADR Faley

Tape stock

[T T Ere= rr—

RETFTE] L LT &

SHUBTOTAL

MISCELLANEDLS

Insurance

Public transportation
Parking
Shipping/mescanger
Wriap eapenses

SUETOTAL

GRAND TOTAL
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contingency. In general, a show always takes a little longer
and costs more than anticipated, FEaov 2 @)

Presenting the Proposal
Mow you are ready to present your proposal. As an
imdependent producer, You must prepare # proposzal that
satisfies your client. If you are working in a station, you
give your proposal 1o the executive producer or directly
to the program manager. For program proposals that
eoncem edusational or public service issues, you should
contact the public service director of the station.
Documentaries are usually under the jurisdiction of the
news department. If you deal with a network, you need
to go through an agent, When approaching a station, you
may have mare chance of success if you already have a
sponsor to back your project

See to il that your proposal is free of spelling errors
and presented attractively.

Writing the Script

Unless you write the seript vourself, you'll need (o hire a
writer. The writer will ranslate the process message into
a televizion presentation—at least on paper. It is then up
to the director to translare the script into the actual video
and audio Images that make up the television show,

It iz important that the writer understand the
program objectlive and, especially, the proposed process
message. [f a writer disagrees with the process message
and does not develop a henter one, find another writer.
Agree on a fee before delivery of the script—some writers
charge enough ta swallow up your whale budget. Buteven
if the writer understands your objectives, you must
indicate the seript format you need. (There are examphes
of seript formats in chapter 18.)

Oine of the greatest challenges for a writer is to write
good dialopue. Dialogue should sound natural, But must
be & cut above what you would hear if you were (o record
a real conversation in a living room, restaurant, super-
market, or school board meeting. When reading dialogue
try 1o “hear” people—not just what they say, but how they
say it, Good dialogue should make you envious that you
didnt speak that eloquently when you were in a similar
gituation.” READY VLG

2 Spe Rober L Hilliard, Writing for Telewsion end Radis, Gth
ed. {Belmont, Calif.: Wadsworth Publishing Co., 19871,
chapters 3 and 10. Also see Herbert Letl, Sight Sound Monion,
3d ed. [Relmont, Calif.: Wadsworth Publishing Co., 13590,
pp. 314-316
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PREPRODUCTION PLANNING:
COORDINATION

Before you begin coordinating the varous production
elements—assembling & production team, procuring
studios, or deckding on lecation sites and equipment—
askyourself once again whether the planned production
method (medium translation of process message) is,
indeed, tha most eficient. For example, if you are doing
adocumentary on the conditions of the various rissidence
hotels in your elty, it is certalnly easier and more cost-
effective to go there and videntape an actual hotel room
than to re-create one in the studio, On the other hand, if
you are doing a magazine-style show on the elderly, you
could stage the major part of the production in the studle
and shoot only a minimum portion on lecation. For a
drama a specific scene might be shot more advan-
tageously in a friend's kitchen than in a complicated
studio kitchen setup. Keep in mind that the studio affords
optimal control but that EFP offers a limitless variety of
seenery and locattons at litthe additional cost. Most field
productions, however, require extensive use of post-
preduction time and facilites.

Cinee you have made a firm decision about the most
effective production approach, you have to deliver what
you promised to do in the proposal. You begin this
coordination phase by (1) establishing clear com-
munication channels among all the people involved in
the production. You can then proceed with coordinating
the other major production elements: (2) the facilities
request, (3) schedules, (4] permits and clearances, and
{51 publicity and promotion. Realize that it is not your
occasional flashes of inspiration that make you a good
producer, but your meticulous attention 1o detail.

People

Whom to invalve in the post-script planning stages
depends, again, on your basic objective, the process
message, and whether you are an independent producer
who has to hire additional above-the-line and below-
the-line personnel, or whether you are working for a
station or large production company that has most
essential creative and crew people on its payroll and
available at all times,

As producer you are the chief conrdinator among the
varlous production people. You rmust be able to contact
every single team membes guickly and reliably. Your most
important job, therefore, is to establish a database with
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17.5 DATABASE PRODUCTION PERSONNEL

sich essential information as names, positions, home
addresses, business addresses, e-mail addresses, and
varipus phane and fax numbers. $EE 17.8

Don't forget to let everyone know how vou can be
contacted, aswell, Dot rely on secondhand Information.
Your communleation 1z not complete until yvou hear back
from the party you were trying to contact. A good
producer triple-checks everything.

Facilities Regquest
The facilities request lists all pleces of production
equipment, and often all properties and costumes,
needed for a production. The person responsible for Glling
out such a request varies. In small-station operations or
independent production companies, it is often the
producer or director; in larger operations it is the
prisduction manager.

The facilities request usually containg information
concerning date and tme of rehearsal, taping sessions,
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To be able 10 guickdy contact each production team mamber, the producer raeds relisbls cantact information

andl on-the-alr transmission; tite of production; names
of producer and director (and sometimes talent; and all
technical elements, such as cameras, microphones, lights,
sats, praphics, costumes, makeup, VTRs, postproduction
facilities, and other specific production needs, [t also lists
the studlo and contral reom needed and, iFf yvou do EFE
the exact on-site location.

The facilities request, like the seript, is an essential
communications device, Be as accurate as possible when
preparing it Larer changes will only invite costly ervors.
Ifyou have a fairly accurate floor plan and light plat, attach
it to thee facilities request. Many a mistake in the facilities
request has been discovered by comparing the nequest
with the floor plin,

Facilities requests are usually distributed as “soft
copy” via the internal computer system as well as hard
copy. SEE 17.6 The advantage of using & computer is that
vou can make changes easily without having to recall,
carrect, and reissue the hard copies.

Sgotion T7.1

17.6 COMPUTER-BASED FACILITIES REQUEST

This comgaiteroased facilitios regdest bsts all equipment
neaded for & apecitic praduction. Lsually. the equprmeant
pemmanently installed in a studic does rot heve to ba ksted
agan, but it must be schadulad,

Regardless of which type of production you choase,
abways try 10 get by with as linde equipment as possible,
The more you use, the more people you need (0 operate
it and the more that can go wrong, Do not use equipment
just because it Is available. Review your original process
message and see whether the chosen equipment is,
indeed, the most efficient and whether the necessary
equipment is actually available and within the scope of
your budget. Consult your technical staff, which may
consist of your favorite camera aperator, on specific use
of equipmient and other production tasks. Their expertise
extends way beyond the use of television equipment, and
they are usually quite willing to help you solve especially
difficult production problems.

Schedules

The production schedule should tell everybody involved
if the production who Is doing what, when, and where,
Create a realistic schedule and srick to it Assigning too
fittle time will not result in a higher level of activiry, but s
almost m._._._,__m“_qw n_u._.._.._..__.a_.._..:an_._._.ﬁ._“ma...nm all it does is create
unnecassary tension and frustration, On the other hand,
allowing too much time for 2 production activity will not
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necessarily improve the production. Besides being costly,
wasting time can make people apathetic and, surprisingly
enough, fail to meet deadlines.

One of your most impoectant jobs as a producer is to
check constantly on the progress of each activity and see
where everyhody stands relative to the stipulated
deadlings, If you don't care whether deadlines are met,
you mlght as well do away with them. If schedules aren't
met, find out why. Again, do not rely on secondhband
information, Call the people who are behind schedule
directhy and find cut what the problem is. It is your job to
help solve these problems and get everybody back on
schedule, or to change the schedule if necessary. (See
gection 17_2 for an actual shooting scheduale.}

Always inform all the production people of all the
changes you make—even if they seem rather insignificant
at the time.

Permits and Clearances

Most productions involve facilities and people that,
ordinarily, have no connection with your statlon or
production company. These production elements need
special antentiomn, Get the necessary permits for your crew
t0 gain admission 1o a meeting or concert, as well a5 a
parking permit close to the event. You may also need &
permit from city hall (the mayor's media coordinator and
the police department) oF a specific insurance policy to
shoot downtown. Do not ignore such requirements!
“Better safe than sorry” applies to all field productions—
not just 1o aciual production activities, but also to
protecting yourself from legal action if a production
assistant stumbles over a cable or ifa bystander slips on &
banana peel while watching your show. Copyright and
union clearances are discussed in section 17.2,

Publicity and Promotion

The best show is warthless if no one knows about iL
During preproduction meel with the publicity and
promotions departments (usually combined in ane affice
or even a single person) and inform them about the
upcoming production. Bven i your target audience is
limited and highly specific, you still must aim to reach as
many viewers as possible. The Job of the publicity people
i to parmow the gap between the potential and the actual
audicrce. READY SV ED
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PRODUCTION: HOST AND
CRITICAL OBSERVATION

If you have dotie your job right, vou can now let the di-
rector take over. But vouw s still rasponsible for the entire
production and should, therefore, stay involved until the
production has been shown on the air Your immediate
duties during the production are to take care of the gueests
and to act a5 & second pair of eves for the direcior,

Playing Host

IFyou expect guests for your show, you need to get them:
into the studio. Howda they get to the studio and back to
their hotel? Be sure to have someone {preferably you)
greet them when they arrive. There is nothing more
embarrassing than having guests wander through the
#tation, trying to find you or the studio, Have a reception
room ready with coffee and tea, enabling guests to relax
as much as possible before going into the studio,

Watching the Production Flow
Although you should stay out of the directars way as
much as possible, you should still kesp an eve on the
genetal production flow, Sometimes & ditector gets hung
up an a minor detail and does retake after retake only to
find that there is very little time left to tape the rest of
the program.

As a producer you should remind the direcror 1o
maove on and to stay on schedule. If you notice that the
lighting or audio people take an inordinate amount of
setup time, you may telk to the TD (technical director) or
assistant director (ADY) about it, When the director needs
additional equipment or props to improve on a scene, you
can approve the extr expense on the spot and call the
appropriate people to get the requested items,

Evaluating the Production
One of the most lmportant functions for the producer
during the production is to look over the director's
shoulder at the various takes. It is not unusual for a
director to get so involved in coordinating all the
production details that he ar she loses track of the averall
leuk and fow of a scene. As a good producer, you can
watch the scene from a different perspective—more as a
critical viewer than a member of the production team.
This iz not unlike watching a chess game and seeing all
the mistakes and missed possibilities of the other players.
If you have suggestions concerning the show, take
notes or dictate your comments to the PA (production
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asslstant) during the rehearsal and then discuss them with
the director {and talent and crew if necessary) at various
rehearsal or taping breaks. Do not interfers during the
actual performance, unless you see a big mistake that
obwviously escaped the director's attention or if something
totally unexpected happens that needs your immediate
atrention. Bear in mind that although you, as the
producer, cocrdinated all preduction elements up to this
moment, it is the director who Is now in charge of
translating your idea into the finished product—the
television program. AEADy v @)

POSTPRODUCTION ACTIVITIES

1 your production was done live, or live-on -tape, you are
Just about done. You sull need to write thank-you notes
tor the: people who have made special contributions to the
program, and complete all required reparts (such as
music chearances and talent rebeases), unless the director
takes care of such matters. Mare often, however, you now
need wbegin coordinating the postproduction activities,
among them: (1) postproduction editing, {2} evaluation
anid feedback, and (3] recordkeeping.

Postproduction Editing

Your ectivitles in the postproduction phase may invoive
a simple check of whether the people and facilities for the
off-ling and on-line editing are still available as scheduled,
or may involve some complicated rescheduling. Some
producers feel that they need to closely supervize the
whale video-editing and audio-sweerening activities,
whereas others leave such responsibilitles 1o the director.
Mevertheless, you should abways be avzilable in case the
editor or director wants your advice ebout a particulady
sensitive editing decision.

Evaluation and Feedback

If the production s for a corporation or other non-
broadeast organization, amange a viewing date for your
client. In fact, you should ahways show the completed off-
line version of the production to your client before doing
any final on-line editing,. i you have procesded according
to the effect-to-cause approach, the client would have
been continuously involved in the production process
and most changes would have been made by now. The
final showing s not the time to discover major production
mistakes. Nevertheless, keep an open mind during the
“sereening” of your off-line production and bsten carefully

Section

te your client’s recommendations for changes. Have the
director explain why a scene was shot in a certain way, or
why some of the original script had to be changed,

If the show solicits viewer feedback ("Flease call the
B00-number” or “Be sure to respond to your supervisor
about what you thought of the show'), see 1o it that the
feedback facilities are in place. Viewers can get quite
annoyed if they find that their well-intentioned efforts to
cammunicate with the station are ignored. Have com-
petent and friendly phone operators standing by to take
the viewers' calls. If vou solicit written feedback [*Please
deop us a postcard or fax your commenis”), assign
someone to handle and respond guickly to the cor-
respondence. Keep a record of all unsolicited calls
[positive and negative) and file all written communication
(letters, posteards, faxes, and e-mail).

Finally, sit back and look ohjectively at the finished
production. Does it, at least in your judgment, meet
the objectives of the process message as deflned?
Determining the real impact—the actual process mes-
sage—of the program is difficult. Nevertheless, try o
gather as much feedback as possible i(from reviewers
and colleagues as well as viewers) to determine how
close the defined process message came to the actual
one. The closer the mateh, the more succesaful the
production, EEAry 2vi )

Recordkeaping

Each time you finish a production, file & cassetle copy
of it for archival purposes. The news department uses
such archives as a “morgue”—a resource about peaple
and places that become newsworthy agalh., Such a copy
will also pratect you from unreasonable elaims by an
irate client.

Besides the videotape copy of your on-line pro-
duction, put together a production book that contains
important preproduction, production, and postproduc-
tion records. At a minimum, such a production book
should contain: (1) the final program propesal, [2) the
budget, (31 the production schedule (including rehearsals,
crew calls, and so forth), (4) facilites requests, (5) the Jist
of production personnel, (5) the list of talent, (6) talant
contracts and releases, (7] varous permits, and (8] the
shooting script. File the production book and cross-
reference it with the videotape copy so thet you have
access to both when needed.
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As you remember from the beginning of this chaprer,
producing means managing ideas and roordinating nrany
people, equipment, activities, and defalls, Triple-check
everything, Do notleave anything to chance. Finally, never
breach the prevailing ethical standards of society.
Whatever you do, use as your guideline a hasic respect
and compassion for your audiencs,

*+ Producing means ssaing to it that a worthwhile
idea becomes a worthwhile talsvision show, The
producer manages a great number of peeple and
coordinates an aven greater number of activitles
and production details.

+ The effect-to-cause model starts with the basic
idea, then dafines the desired audience effect—tha
process message. The definition will determine the
migdium requirements: cantent elements, production
elements, and people, The closer the actual procass
message (actual effect] matches the defined one,
the more successful the communication

#* The pragram proposal normally contains the
following minimum information: program or series
title, ohjective, target audienca, show treatment,
producticn method, and tentative budgat.

# The program budget is ganerally dividad into
preproduction, production, and postproduction
costs. it must include all major and minar gxe
penses, uniess they are absorbad by the overall
production budget.

# Thea scripl is the most imporant prepreduction
alemeant. It determines the further produstion
progess.

* Preproduction coordination involves salecting and
coardinating the production people, daciding on
facilities and production locations, scheduling all
production activities, and taking care of parmits,
clearanaes, publicity, and promation,

# During the production, the produser acts as host,
watches the production flow, and overseas the
general quality of production

* Fostproduction activities include schaduling
postproduction facilities and people, supervising
the aditing. a final evaluation of the program,
handling solicitad and unsalicited feadback, and
recordkeeping,



Dealing With
Schedules,
Legal Matters,
and Ratings

As a producer you need knowledge of such specific
production activities as the design of an efficient
production schedule, quick access to accurate infor-
mation, and, when working for a television station or
cable company, the various classifications of programs,
Although vou mey have the services of a legal department,
you will inevitably have to deal with broadcast gullds and
unions as well as copyrights and other legal matters,
Finally, you must be conversant in the basic audience
classifications and the rudiments of ratings,

= PRODUCTION SCHEDULE
Evant saquancing and the master production
sehedile

b INFORMATION RESOURCES
Lacal resowces, computer databesas, and basic
reference books angd directonies

I PROGRAM TYPES
Agricultwal entartainmant, news, publc aifairs,
religionns, srstructional Soarts, and offer

P UNIONS AND LEGAL MATTERS
Wontechnical unvons, technical unions, copyrights
and clegrances, and other lagal consideretions

= AUDIEMCE AND RATINGS
Tarpet sudiance, raings, ard shave

PRODUCTION SCHEDULE

The daily production schedule is normally worked out by
the director and/or the productlon or unlt manager. This
person is in charge of the day's production—from boading
the EFP vehicles or opening the studio doors to putting
back the equipment and filing the crew's lunch receipts.
In smaller nperations, however, the producer functions
not only as the preproduction organizer, but also as the
preduction manager of the various activities during the
produgtion day. In this case you need te know how to
design a maximally efficient schedule, which will save nat
only time and money but, especkally, energy.

Even if you are not directly responsible for the day-
to-day scheduling, you should keep an eye on it and see
that it iz maximally efficient. The efficency of such a
schedule depends to a large extent on proper event
sequencing. For example, do not order a complicared
opening title sequence from the art department if the
writer is s5tll struggling with the script. Nor should you
argue with the director ower the lghting requirements or
number of cameras before you have visited the remote
location or seen a Hoor plan.
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177 EVENT SEQUENCING

Event sequencing results in a schedule that shaws all scanes shot in a spacific keation

E In EFP especially, the event sequence should be
i determined by production requirements (location,
weather, sets] and not necessarily by the scripled
sequence. See which events can be scheduled together,
such as the opening or closing of a show, or other widely
spread scenes that nevertheless play in the same location.
Althouigh moving from et to set in a studlo production
as scripted may not cause (oo many logistical problems,
unnecessarily changing focations in the fleld does.

Establish a tentative schedule of events and try o fit
them Inte the master production schedule, Such an
event schedule will show you not only how a single
praduction day should progress, but also the flow of an
entire production serles. For example, you may find
that you can use a single set for the whole series, with
only a few chenges of set properiles, or that you can
shoot several sequences at the same location, although
the various shows may fnally be shown in a different
sequence. SEE 17.7

INFORMATION RESOURCES

As a producer you must be & researcher as well as
somewhat ofa scrounge. On occasion you may have only
a halfhour to get accurate information, for example, about
a former mayvor who s celebrating her ninetieth birthday.
Or you may have to procure a skeleton for vour medical
show, 2 model of a communications satellite for yowr
documentary on telecommunications, or an elghteenth-
century wedding dress for your history serles,

Fortunately, the various Internet sources put the
world's information at your fingertips. And, if you know
the address, it Is practically instantaneous. You may find,
however, that the sheer volume of on-line information
makes it difficult to find a specific item quickky, It may
sometimes be faster and more convenient to use readily
available printed sources or to call the local library, For
example, a call to the local hospital or high-schoal
science depariment may procure the skeleton more
guickly than initiating a Web search, You could ask the
community college science department or perhaps even
the local cable compeny for the satellite model, and the
historical sociery or college theater arts department for
the wedding dress.

Besides Internet sources, here are some of the addi-
tional references and services you should have on hand.

B Telephone directories, There is a grear deal of infor-
mation in a telephone book. Get the divectories of your
city and the outdylng areas. Also try to get the telephons
directories of the larger institutions with which yvou have
frequent contace, such as city hall, the police and fire
departments. other city or county agencies, major federal
offices, city and county school offices, newspapers and
radio stations, colleges and universities, and museums.
On the Internet you can obtain in seconds the relephons
number of practically any phone wser in the world,

B Airline schedyles. Bven if you have easy on-line
access 0 aicline schedules, keep up-to-date directories
of the major airlines. Have a reliable contact person in a
travel agency.
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B Transportation and delivery. Have the numbers of
one or two taxl companies as well as bus and train
schedules. Keep in mind that taxis can transpert things
{such as the skeleton for your medical program) as well
as people, Establish contact withat least two reliable intes.
and intracity delivery services.

B Referenice books, Your own reference library should
have an up-to-date dictionary: a set of Wha's Wha in
America and the regional volumes; a recent international
hiographical dictionary; anup-to-date encyckopedia that
preserits subjects clearly and concisely [you may find the
simple yet concise World Book encyclopedia more heelpful
than the detailed Encyclopaedia Britannica); and a
comprehensive, up-to-date adas, Also have on hand the
phone number of the reference desk at the local library:
An efficient and friendly reference libearian can, and is
usually happy te. dig up all sorts of information with
amazing speed. They can also do quick Internet research
in libraries worbdwide.

If you work for a cable compary or television station,
collect some basic references. Besides professional
journals and yearbooks, put some of the latest editions
of hroadcast texthooks on vour bookshelf, These volumes
will give you quick and accurate information about a
variety of issues.

B  Ocher resources. The [ocal chamber of commerce
usually maintains a list of communiry organizations and
businesses. A list of the major foundations and thelr
eriteria for grants may also come in handy. IEyou are doing
a serles on a specific subject (medical practice, enetgy
conservition, housing developments), you will have to get
some major reference works in that area,

PROGRAM TYPES

Television progeams have been standardized by the
Federal Communications Commisslon (FCC) [nto eight
categories: agriculiural (Al entertainment (E), news (M),
public affairs {FA), rellgious (&), instructional (1), sports
(51, and ather (01, The latter (0] category includes all
programs not falllng within the first seven, Furthermaore,
there are subcategories, which may overlap any of the
preceding types: editorials (EDIT), political (POL), and
educational instination (ED.

Same stations add their own combinations, such as
EDIT/POL or POLIED, 1o accommesdate programs that do
not precisely fit the FCC categories. The ED category
includes all programs prepared by, en behalf of, or in
cooperation with educational Institutions,
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UnioNS AND LEGAL MATTERS

Most directors, writers, and talent belong to a guild or
union, a¢ do almest all below-the-line personncl. As a
producer you must be alert wo the various unioe regula-
tions in your production area, Most unions stipulate noL
only salaries and minimum fees but also specific working
conditions, such as overtime, turmaround time [stipulated
hours of rest between workdays), rest periods, who can
begally run a studio camera and who cannot, and g0 forth.
I you use nenunion personnel in & union station, of If
you plan to air & show that kas been prepared purside the
station with nonunion talent, check with the respective
unions for proper clearance.
Unions
There are two basic types of unions: those for non-
technical personnel and those for technical personnel
montechnical unions are mainly those for performers,
writers, and directors. SEE 17.8 Technlcal unions
include all (elevision engineers and occasionally a
variety of production personnel, such as microphone
baom operators, ENGIEFF camera operators, and floor
personnel. SEE17.8

Be especially careful abour asking studio guests to do
amything other than answer questions during an infee-
view, If they give a short demonstration of thelr talents,
they may be classified as performers and automatically
become subject to AFTRA fees isee figure 17.8). Also, do
pot request the flonr crew to do anything that is not
disectly connected with their regular line of duty or clse
they, too, may collect talent fees, Camera opEraines
usually have a contract clause that ensures them a
substantal penalty sum if they are willfully shown by
another camera on the television screen. Acting students
who appear in television plays produced at a high school
or college may become subject to AFTRA fees if the play
is shiwrn on the air by a broadcast statbon, unless you clear
their an-the-air appearance with the station and/or the
local AFTRA office-

Copyrights and Clearances

If you use copyrighted material on your show, you must
procure proper clearances. Usually, the year of the
copyrightand thename of the copyright holder are printed
tight after the ® copyright symbol. Some photographs,
reproductions of famous paintings, and prints ane often
copyrighted as well. as are, of course, hooks, periodicals,
short stories, plays, and music recordings. Shows that you
may tape off the air, and many CD-ROMs, ara alsn subject
to copyright Jaws, Whesn you are the artist irying (o profect

¥
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17.8 NONTECHNICAL UNIONS

AFTRA  American Federation of Talavision and
Radio Artists. This is the major unicn for
talavizion talent, Directors sometimes bilong
ta AFTRA, espacially when they deebia as
eonouncars and or-thi-air talent. AFTRA
presoribes basic minimum faes, called scals, el
winich diffes fiom anza i area. Most well-known
talent (such &3 prominent actors #nd local newa
anchoes] ara paid wall above scale, i e
DGA  Directors Guild of America, Inc. Aunicn —
for television and motion pictor diectors
and associats drecturs. Fioor managars end
production Fssistants of lame stations and
natworks sometimes belong o the “Guild."

WA i.ziia-nnn_h!t._al"_.-_m..ﬁirr.....p R
writans of tedevlgian and film scripes.
SAG ."u.w.-_.arq:ani.!.,.ﬁﬂ.ﬂiu_mf_iﬁnu.¢ i
" papecialy whan film is irvolved in television .
production. Alsn inclides samié actors farvideo-
taped commercials and larger video _unum._nmnmm s
SEE  Screen Extras Guild, Ing. Atnim for extras
participating in major film of video productions. -

AFM  American Federation of Musicians of e
United States and Canada. Important by if
B ochestras are ised in the pmdectan.,

your rights, you may find that the copyrights are rather
vague. But when you use copyrighted material, you run
inte stringent laws and regulations. When in doubt, check
with a copyright atierney about special copyright clauses
and public domain befors using other peaple’s material
in your production.

Other Legal Considerations

Check with legal counsel about up-to-date rulings on lbel
{written and broadeast defamation), slander (lesser oral
defamation), plagiarism (passingoffas ones own the ideas
or writings of anotherl, the right to privacy (not the same
ir all states), obscenity laws, and similar matters. In the
absence of legal counsel, the news departiments of major
broadcast stations or university broadeast departments
generally have up-to-date legal information available,
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17.9 TECHMICAL UNIONS

[BEW  International Brotherheod of Electrical
Waoakies, Thic mian includes studio, magtes
contral, and maintenare engineers and techni-
caang. It may also includa ENG/EFP camera
pperatars and floor personnel,

HABET MNathonal Association of Broadcast
Emplaynes and Tochnicians. Anothor
enginesaing union that may also includs floor
pereannal and neeeeginesring production pecple
(oo operators, dalty oparators]. j

3 P, - LR (SR ilg

IATSE  internationel Alliance of Theatrical Stage

!  Employees and Moving Pictire Maching

Operators of the United States and Canada.

This union includes pelmarlly staga hands, grips

ffighting technicians, and stage carpenters, Foor -

managers and ever film amera and lighting

parsonfiel can siso balang. o0l TerET i

AUDIENCE AND RATINGS

As a producer In a television station, you will probably
hear more than you care to about the varkous aspects of
specific 1elevision audiences and ratings. Ratings are
especlally important for commercial stations, because the
cost for commercial tme sobd by the station is determined
primarily by the estimated size of the target avdience.
Even wher working for corpetate television, you will find
that audience “ratings” are used to indlcate the relative
suceess of a program.

Target Audience

Broadcast audiences, like those for all mass media, are
usually classified by demographic and psychographic
characteristies. The standard demographic descripiors
include m__...._,‘_"_...n__.1 apge, marital status, education, ethmicity,
aid Income or economic status. The psychographic
descriptors peraln to the geneesl lifestyle, such as
consumer buying habits and even personality and
persuasiveness variables.

Despite sophlsticated technlques of classifying
audience members and determining thelr lifestyle and
potential acceptance of a specifie program or series, some
producers simply use a peighbor as amodel and gear their
communication to that particular person and his or her
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habits. | Executive producer mms

down yu proposal with a comment
such as,* ibor Mrs. Sroith would like
it For m ograms, such a subjective
appraach rth of a program might be
acceptable aa goal-directed program
siich as difvc smmerclal on the mpor-

tance of water conservation, however, you need to identify
and analyze the target audience more specifically, The
more you know abeut the target audience, the more
precise your defined process message and, ultimarely, the
more effective that message will be,

Ratings and Shara

An audlence rading is the percentage representing an
estimate of television households with thelr sets uned to
a station In a given population [total number of television
households). You get this percentage by dividing the
projected number of households nined to your station by
the total number of television households:

number of TV households tened in
toidad rumber of TV howseholds

= rating figure

For example, If 75 households of vour rating sample
of 500 howseholds are muned to your show, your show will
have a rating of 15 (the decimal poin: is dropped when
the rating figure is given):

73

00 - 15 = 15 varing poiniz

A share is the percentage of television households
rured to your station in relation to all households using
television (HUT). The HUT figure represents the total
pie—or 100 percent. Here is how a share is figured:

TV households funed to your station
all housefeolds using televizion (HLUT)

= share

For example, if only 200 of the sample households
have their sers actually in use (HUT = 200 = 100 percent},
the 75 households tuned into your program constitute a
share of 3

75 ¥

e A75 = share of 38

Various rating services, such as A. C. Kielsen, carefully
select representative audience samples and query these
samples through diaries, relephone calls, and meters
attached to their television sets.

PRODUCIMNG

The problem with the rating figures is not 0 much
the potential for error in projecting the sample 1o a
larger population, but rather that the fgures do not
indicate whether the household whose set is wrned on
has any people watching o, if 80, bow many. The figures
also do not indicate the impact of a program on the
viewers (the actual prmocess messagel, Consequently, you
will find that your show iz often judged not by the
significance of your message, the impact it has on the
audicnce, or how close the actual effect of the process
message came to the defined effect, but simply by the
rating and share figures, As frustrating as the rating
system ks, you must realize that, in broadcast television,
you are working with a mass medium that, by definition,
bases its exdstence on large audiences.

# Careful event saguaencing greatly facilitates pro-
duction scheduling and activities, This approach |
aspeclally helpful for 8 production saries,

# A producer needs quick and ready access to & greal
variety of resources and infermation. The Internet
is an almost instantanecus and togal information
resource. Telephone directorias, airline and othar
transportation schedules, and basic reference books
Bre also important resources,

# Thare are gight program types as standardized
by the Fedaral Communications Commission.
Sorne stations add thelr own combinations to ac-
commodate programs that do not precisely fit the
FCLC categories,

# Maost nontechnical and technical production per
sonnel belong to guilds or unbons, such as tha
Diractors Guild of America (DGA) or the National
Aszociation of Broadeast Employess and Tach-
micians (MABET).

# Thea usual copyright laws apply when copyrighted
material (video and awdio matarial, printed informa-
tigm, CD ROMs) is used in a telovision praduction.

# An audience rating [s tha percentage of telavision
housahalds with their &8 tuned Lo & s1ation in a
given sample population owning TV sats. A share
i the parcentage of households wined to a spacific
station in relation to all other houssholds using
tebevision {HLUT),
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The process monitor ilustrates and rednforces the main staps of the production process, Many éxamples are from
an actual production that moves from ides to image.

RUN ZVL 1 mM_

Click on the process monitor and run tapa 4 ldeas. Click on the first twe modules,
Clustaring and Brainstorming. You'll b introduced to thesa idea-ganarating
mathods with examplas and comments,

RUN ZVL 2 Run tape 3 EFfect-to-Cause. Watch all four modules: Basic ides, Desired effect,
—t Cause, and Actual effect, You will lgarn how to apply this model to an actual

production progass.
BUN ZVL 3 m Aun tape 5 Proposals. Click on the first four modules: Audience, Channel,

Objective, and Treatment, The specific steps of how to prepare an effective program
proposal arg clearly illustrated.

Run tape & Methods. Click on the first four modules: Location, Studio, Singla-
V. camera, and Multicamera. See how the various methods differ. Your process
message will largely dictate which method to choosa,

Go back to tape 5 Proposals and click on module 5 Budget. This modula shows you
7 the various budget categories of an independent production.

Go back to tape 4 ldeas. Click on module 3 Scripts. The focus is on the difference
=7 batwaan a treatment and a bwo-colurnn script and the functions of sach,

Aun tape 2 Phases and click on module 1 Preproduction. Here you revisit the
v techniques of generating ideas, how to formulate the procass message, and tha
impartance of a program propogak.

Click on module 2 Production. This reinforces the importance of & production
7 schedule.

Fun tape ? Phases again and click on module 3 Postproduction. You are reminded
X7 that the major function of postproducticn is to create a meaningful saguence rather
tham §o fix mistakes.

B sure 1o take all Quizzes.




