
14 Executive Journal

Creative Responsibilities of the Television

Producer: Skills Required in all TV Productions

Phimmook  Lohakul

Bangkok University

Abstract

Due to the rapid growth of the broadcasting industry in the 21st century, thousands of TV shows have been

developed and broadcast via many channels. In this highly competitive environment, the key person who plays a

significant role in terms of TV production is the ùProducerû; someone who can be defined as a team leader who

communicates with, and manages all the crew who work on producing the TV programme. This article will clarify the

creative responsibilities of TV producers to show how they can survive and achieve a career goal, as well as

maintain good quality work while adhering to media ethics. Although the article does not include all the solutions

for every stage of TV production, those that are mentioned are crucial, and it is essential that they be implemented

so that the project can be recognised as being a complete TV show - a mass media broadcast to a large number

of audiences.
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Introduction

Billions of people across the world regularly watch television programmes via many channels, e.g. satellite,

cable TV, local stations and online networks. The fact that so many programmes serve so many people almost defies

the reality that a single individual is responsible for developing and supervising every aspect of each show (Lindheim

& Blum, 1991). A TV programme is a kind of creative work, which presents original and distinctive ideas in terms of

content and production value to deliver a key message and communicate with the public.  Livingstone (1998)

defines television as being a tremendously combined domain in which people share the experience of the same

complex, social ùmessageû, while Kellison (2005) supports the view that television, more than any other medium, has

a huge impact and influence on our world.  An increasing number of genres of TV programmes have been developed
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crew as a creative member of staff.  Zettl (2009) also

proposes that a proficient TV producer must generate

beneficial ideas on demand, rather than waiting for the

occasional spark of divine inspiration, since this is the

right time to create something for the world. A

professional producer takes the opportunity to create

stimulating entertainment, in-depth information, or

educational content (Kellison, 2005).

Furthermore, the producers should be knowledgeable

and keep both eyes open to perceive the wider perspective

in every issue related to the production schema and be

ready to guide the team by taking a management

position at all times. Kellison (2005) agrees that another

sure sign of a tough producer is that he or she

understands the wider context of television, including its

past history, current situation and possible future. This is

because other members of the production crew may

be more focused on technical issues, and may be likely

to forget significant information which is essential to the

development of the programme content.

More importantly, the producer has to be sure

that the concept or idea will be attractive to the

commissioner, while still drawing public interest. According

to Lindheim and Blum (1991), one of the first goals of an

effective television producer is to develop and create a

programme to attract investors and audiences. In other

words, the programme content is derived from the

programme objective. Zettl (2009) also presents a

compelling perspective that, in terms of processing the

content, the basic programme objective is what the

target audience would be expected to learn, act and

feel while watching the show. The producer needs to

be able to play the role of questioner to find the

answers from the team, and check what the team is

actually thinking and doing, and ensure that their ideas

are sufficiently interesting and unique for the media

market. According to Zettl (2009, p.26), çproducing means

seeing that a worthwhile idea gets to be a worthwhile

television presentationé, and this level of responsibility

can support the team to be more focused and not

stray off track from what is expected. Additionally, when

the team brainstorms for ideas to find the key message,

the producer must play an evaluating role, asking the

two crucial questions of ùIs the idea worth doing and is

it do-able?û If the answer to both of these questions is

ùyesû, the next step can be taken, i.e. a process   message

which describes the basic programme objective, namely,

what the target audience is expected to learn, do and

feel. However, if the answer to both questions is ùnot

sureû or ùnoû, the process should be stopped until a

better idea can be found (Zettl, 2009).

Figure 1: Idea Evaluation (Zettl, 2009)

After the team has brainstormed for ideas and

the programme objectives and concept have been

clearly set, the producer can rightfully monitor the key

message before it is developed into a story and turned

into the final pilot script. In other words, he or she should

work as a member of the team to ensure that the

content of the pilot script relates to the concept. In this

respect, the concept can be creatively guided by the

producer to benefit society in some way through the

function of the mass media. In terms of the productive

aspect, Lindheim and Blum (1991) add that, from a

socio-scientific perspective, producers are expected to

be responsible for the form, content and social values

which are expressed in the messages being delivered

to the public. The pilot script must have value to

demonstrate some worth to the investors for their
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the other hand, there is no rule to say that producers

should only act passively from the selling aspect. They

can behave pro-actively by asking some questions to

gain the best opportunities. Quinn and Counihan (2006)

suggest that one possible question could be ùWhat are

you looking for?û, and state that the ability to listen to

the answer is vital to the projectûs future success. Being

a good listener is an essential act for a person who

values othersû opinions, and for effective pitchers.

Another widely-used skill in many industries is the

interview technique, and the following are examples of

the factors most buyers consider when making an

investment.

Screenwriter

The Big Idea

Genre

Director

Actors

Slots/market

Price/Budget

Setting

Other

Figure 2: The factors most buyers consider when making

an investment (Quinn & Counihan, 2006, 46)

A producerûs creative responsibilities include rank-

ing these in order of importance to the buyer, and

placing the most important at the top of the list, and

then effectively asking the buyer to provide a better

insight into his decision-making process. This process will

afford a deeper level of information about specifics

which can help to improve the project, and lead the

producer into the right direction of the buyersû decision-

making. Another creative role is to establish the showûs

ùUSPsû - unique selling points, which are the distinguish-

ing features which set one project apart from others

(Quinn & Counihan, 2006).

Due to the highly competitive situation in the

broadcasting industry, investors are more likely to look

for a distinctive TV programme to accompany the

valuable concept of the show. Producers can potentially

raise a unique selling point which is likely to be a strong

concept, special set design, or efficient production team,

embolden it, and then present a distinctive production

value to the buyer. Before closing the deal, it is important

for the producer to assure the clients that his or her

team can achieve what he or she is selling and the

show will definitely attract the target audience.

From the management perspective, it used to

be that programme executives at networks, cable and

pay TV services, and independent stations had to

demonstrate that their show would appeal to the largest

possible audience. However, in recent years, the only

goal for a show has been to appeal to key demographic

viewers (Lindheim & Blum, 1991). Another concern about

a new TV production is that if it is a new show in the

market, it might be difficult to sell it by directly

approaching the broadcasters and trying to convince

them to commission the whole show.

Kellison (2005) raises another interesting issue,

which is that broadcasters may be more inclined to

trust an independent production company with which

they have a strong connection and have shared a

profitable project in the past. Therefore, the producer

can plan to approach a production company which

has a strong relationship with the network and channel

rather than personally contacting different investors. Thus,

the creative solution is that producers should try to

co-work with a production company as a partnership

and sell the idea to the production company first

before developing a show-and-go together for the

target commissioner. This way of working can help to

guarantee financial security and prevent the proposed

project from failing. Another way to gain more revenue

to produce the show is to find a prospective sponsor

who is interested in the show and needs to engage its

product with the showûs content by means of advertising
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by adopting this type of marketing strategy, producers

can share information about the episodes of the show

every day, week and month, promote new guests who

will appear in the show next week, and update all

events involved with the show via this channel. Above

all, plans to reach the real target audience by advertising,

press releases, online marketing and event marketing

are made with the objective of achieving public

awareness after the programme has been broadcast.

When the production process is completed, it is the

producerûs responsibility to ensure that the creative work

meets the needs of the market, including investors,

prospective sponsors and audiences.

Conclusion

Producing a TV show is a type of artistic and

creative management which requires the producer who

works on it to have a high degree of interpersonal skills.

Dealing with teamwork and outsiders is the key concept

of the job title, Television Producer. Also, good financial

skills and strategic marketing planning play significant

roles in making the show a success. Producers have

to develop management skills, as well as having an

intimate knowledge of marketing concepts. While

managing all members of the crew to work well

together, the producerís job is to balance the quality of

the work and have strong communication skills to

convince investors to buy the show through the art of

dealing and negotiation. It is unavoidable that

producers have higher expectations and more

confidence than other crew members to push and drive

the team in the same direction. Different team

members may not imagine the same picture in their

heads and may have different standards and styles, but

it should be possible for a creative producer to blend

all of those different perspectives to make a good

combination of teamwork.

Lindheim and Blum (1991, p.207) propose that

çproducers are creative artists who are ultimately

responsible for the final vision on the screené. Viewesû

satisfaction, as well as social interest, depends on the

way in which the work has been produced and

developed. Lindheim and Blum (1991) also maintain that

a television programme is considered to be a source for

analysing symbols of culture and media ethics; and the

impact of media on the public in terms of the

socio-scientific perspective and television producer can

provide the audience with intensive opportunities to

enjoy the compound of the human condition through

carefully-crafted drama and comedy.  This demonstrates

how the power of the mass media affects the public

audience, and producers need to recognise this huge

opportunity to entertain an immense target audience

with mass media content.

Although the job of a producer can be related

to every genre produced, different genres require

certain professional skills to produce a show. More

importantly, the show produced will contribute to the

quality of peopleûs lives; therefore, the audience should

be treated with compassion and respect, and the

ethical standards of society and the trust of the

audience should never be breached. This means that

the job of producers is even more crucial in the TV

production market, since they have to carefully and

creatively work to produce valuable and meaningful

programmes for the public entertainment forum. When

good work is broadcast to the audience, it denotes the

great teamwork of the production team. Thus, ultimately,

the creative responsibility of the producer can uplift the

reputation of the TV industry by the valuable asset of

production.
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