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I, THE ROLE OF A PRODUCER

Definition

Everyone concerned with television knows that it is a
team operation and that like any team or group, it needs a
leader; someone with authority, responsibility, organization,
and talent to plan the operation and make the decisions. In
television, that is the role of the producer. The producer
develops the program idea and supervises the entire production,
from the first pre-production meeting to the last edit. The
producer is the one person with the ultimate responsibility
for every element--both technical and creative=-=-that goes
into production. The producer serves as coordinator between
the network for which the show is produced and the parent
production company. This combination of tasks and power is
common in the role of television producer, but is not neces-
sarily associated with the title producer in other media.
The title has a variety of meanings in the entertainment field,
Cften a producer is the person who raises the money for the
production, whether it be motion picture or a stage production.
Even in television, where most of the production is financed
by the major networks, the title may be assigned to someone
with the responsibility to see that the production budget and
costs are achieved, However, for this report the title of

producer will refer to that producer who is responsible for
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the day-to-day decisions of television series production.

Because the producer is part of a large organization,
he does not have complete control. He is the working producer--
the man in the middle between those above him in the produc-
tion company and those he supervises in the series production
crew,

There are structural differences in organizations and
also differences in the actual degrees of authority that are
delegated to various producers from show to show and from
studio to studio. In order to give a better idea of how the
series producer functions and how he fits in the heirarchy,

a definition of the various titles must be made.

Regardless of a program's size or budget, a producer's
job is pretty much the same, even though there is a difference
between the network's coverage of the Superbowl and the local
station's news program. Whether the producer is working in
Kansas City or Hollywood, he is doing essentially the same
job, with the same responsibilities and with the same overall
objectives.

There are distinctions among various types of producers.
One type, which is considered the "top-of=-the-line" producer,

is the independent producer. He is usually considered the

"packager." That is, he puts together a "package" of other
people who are under his supervision., This "indie," as he is
better known, is responsible for almost all network and syn-
dicated programs. This "packaged" show may be produced at

any facility, and will not necessarily be the studios of the
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network or station that buys the program. (See Appendix,
page 57, for programs currently produced in Hollywood.)
"Indies," such as Aaron Spelling ("Love Boat," "Dynasty,"
"Hotel") or Norman Lear ("All in the Family," "The Jeffersons,"
"One Day at a Time"), are one level removed from the working
production when they begin to supervise a number of productions
and become more involved in the administrative, managerial,
corporate, fiscal and selling responsibilities., As a result
of Norman Lear's success, he purchased Avco Embassy from Avco
Corporation in 1981 and dropped Avco from the name, Lear
now supervises all shows produced by Embassy Television.l

Another type of producer is the executive producer (EP).

The job varies depending on the circumstances, However, in
Barry Kemp's (EP for "Newhart") case, which is the subject
of this report, executive producer is like an editor=in-chief
of a newspaper. He has the ultimate power to assign, edit,
approve, reject, or cut stories out of the series. Kemp
describes his position:

The way television works, the ultimate responsibility

for everything that goes on in the show is the executive

producer's., It's my fault if the show is not on budget

and it's Eﬁ fault if the show's not funny. I mean I

may make changes in the organization to make that better,

but ultimately, the fault is mine. It's not somebody

elses, ?

Titles of producers will also vary depending on the

method of recording the program., In Television Production,

Alan Wurtzel states that the "day-to-day supervision on the
set is handled by one of the EP's subordinates called a line

Eroducero3 Wurtzel is correct with regard to one technique
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of production. However, according toc a number of producers
in the business, including Kemp, the title of line producer

depends on the medium the production is using.

A line producer, in this business, is a technical-
producer. You rarely have line-producers in a three=-
camera because your producers have writers controlling
the creative aspects of the show, Generally a line-
producer is on one camera film shows, dramas, even one~-
camera comedies, for that matter. For instance, shows
like "Hill Street Blues," "St., Elsewhere," and "Duck
Factory" have like a line-producer., When you're
shooting a one-camera film show, your executive and your
creative producers are not on the set, The production
goes on independently of the creative process so that

in one-camera shows you need someone there on the set
when the actors are doing lines, watching costs and con=
trolling that location action, while someone else is
back in the office creating ideas, writing, casting,
doing all of that. So it's a different division of
labor. We are doing a three-camera show and we can
control all of that because every afterncon we go over
to the stage, watch a run=-through. We're right across
the street from it, the whole time, so we are sitting

on top of it. Our show is put on in 30 minutes and is
done on that stage [Stage 17 Jand it's done in one night.
So, we don't have a line-producer. What we have is an
agssociate producer and a coordinating producer. There
are people who oversee technical aspects. We meet with
them constantly so that we know what's going on. These
are people, for example, who communicate our thoughts
about the sets to bi built, about the props that we want,
and ahout wardrobe,

Subordinate to but working closely with the executive

producer is the supervising or creative producer. These

titles appear to be randomly selected and the choice is solely
dependent on the whims of the production team. Norman Lear,
producer of one of America's most successful comedy series,
"All In the Family," explains:
When you leook at the credits of a typical television
series, you often find executive producers, supervising
producers, producers, executive story editors, story

editors, and probvably others I can't think of. Those
titles are bestowed as a way of making it more attractive
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for the writer to stay where he is on the third year of
the show. A large number of those people are not really
producers., They don't assume all of the casting func-
tions or all of the below the line functions, or other
producer functions. They are writers exclusively. A
producer, in my opinion, is someone who touches and
affects the whole,>?

In certain instances, such as situvation comedies or

three-camera shows, a coordinating producer supervises the

day-to-day process of the show, This producer may be, depending

on production requirements, aided by a co-worker called an

associate producer. The associate should complement the pro-

ducer, For example, if the producer is strong on talent and
script, but unknowledgeable on business and negotiating prop-
erty, the associate should handle what the producer cannot.
The functions of the associate producer vary, depending on
the producer,

On MTM shows, the coordinating producer and associate

producer are somewhat similar, Kemp explains the positions
as related to "Newhart,"

The associate producer 1s really under the coordinating
producer, but both are responsible for technical aspects
of the show, In our particular case, the coordinating
producer oversees editing, oversees any kind of location
work we do, For example, we have to go back twice a
year to New England to shoot exteriors for the show,
shoot the Inn, shoot the exteriors (places in town where
we'll need them for inserts of exteriors) and things
like that. He's in charge of coordinating plans=--he
takes that trip back with the cameraman who shoots that.
He's responsible for any clearances we need; any apprcvals
that we need; or people's names or music, Ssongs, or
whatever, He has to get all of the things that we need.
If we need permission, he handles all of those azpects.
He delivers the show., He oversees the post-production
of the show in terms of title-editing. He keeps us on a

post=production schedule because he's the one who ultimately

has to take the show to the network., Our Jjob is to get
it as good as we can, And his job is to make sure that
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we get it there on time, So, his job is to say that
you've got to get the show over in four days, so you've
got to find time to do that . . . and just sort of
keeps us on schedule,

The associate producer, in our case, we use as a
liaison between ourselves and all of the technical
people on stage. He communicates our feelings and the
stage's feelings from a technical standpoint, he oversees
wardrobe so that we don't have to keep a crew %o check
wardrobe., We're telling one person and then he can work
with the case and with the costumers in terms of sighting
which wardrobe is right for each show and overall charac-
terwise., He works with the set designers and the set
decorators in terms of the pieces that we like and the
props that we want and don't want. He supervises the
music and the scoring session., We have music that
Nelson Riddle writes, individual music for each of our
episodes. He oversees that by going to the recording
session. The Associate Producer shows Nelson Riddle
the shows that we are doing; he shows him where we want
the music and what kind of music we want. He also over-
sees the recording/dubbing of the show, so that when you
send the show to pest-production for sound quality it's
smoothed out and its gound levels are brought out. All
the extra little things that are brought into a sound
track during filming are dismissed. If we have had to
edit out a laugh, we can replace that laugh in post-
production, If we have an off-stage sound that we need,
we can put that into post=-production as a car passing
or anything like that.

Also they're in charge of color correcting, so that
the show is the same color when it goes on the air as it
was the night you shot it; making sure that the credits
are put on the front of the show and where guidelines
are necessary as far as limited time you shoot,6

Hyphenates

With the producer having as much control as he does some
creative people connected with productions resist his author-
ity. Frequently, functions are merged within one person:
a producer=-director, a preoducer-writer, or the producer=-writer-
director, This phenomenon of hyphenates has evolved because
the producer is the final arbitrator. Any writer, director,
or designer who sees his vision constantly reordered by the

producer he works for, begins to realize that he is tied down,
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especially if the producer has apprenticed in a position

other than production. In any case, it occurs to many that

if they themselves are the producers as well they could elimi-
nate at least one step of the committee ladder.

Kemp was a writer on "Taxi" prior to his becoming
executive producer on "Newhart.," Kemp explains his reasoning
behind hyphenates and his decision to become a producer.

You are a writer and the network or production company
likes what you're writing, they want you then to take
whatever talent you have as a writer, to use it to
oversee the show. And that's how you wind up as a
producer., They give you your show to produce, using
your style of writing, becaﬁse they like it and they
think that it's marketable,

Creative control is one reason for this phenomenon, but
another is the owneiship of the work. 1If someone has designed
a certain look, written the characters, or directed the pro=-
duction, but did not produce or package the program, he will
be paid salary, and no more, On the other hand, if he is
the producer/packager, he will have equity in the creation
which will increase his profit potential. He will also have
the opportunity to participate in decisions regarding all
subsequent uses of the project and receive a substantially
larger share of the profits from these,

The hyphenate phenomenon sometimes works in reverse.
Producers may get frustrated by directors and writers who do

not meet their expectations and become hyphenate directors

and writers.

Qualificaticns

Since the producer is responsible for every element that
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goes into the production, he must have some knowledge in all
areas of production. Even though the prcducer may never
dolly a camera, light a set, or install the lapel microphones,
he must know enough about these and other aspects of produc-
tion to make sound decisions., The producer must be familiar
with every job to understand and evaluate the contribution

each team member makes toward the entire production.

The Skill versus the Craft

Some argue that, like acting, producing can be either
a craft or a skill, Skill can be defined as the learned
ability to use one's knowledge effectively and readily in
execution or performance., On the other hand, craft is defined
as an occupation regquiring an artistic skill. Therefore,
producing is a craft developed by experience, study, or
observation.

While Uta Hagen seldom worked in television, she was a
well known teacher and actress in New York and her thoughts
about the role of an actor are valid for that of the television
producer.

« + « the prerequisite is talent., You only hope to
God you've got it. Talent is an amalgam of high sensi=-
tivity; easy vulnerability; high sensory equipment; a
vivid imagination as well as a grip on reality; the
desire to communicate one's own exgerience and sensations
to make one's self heard and seen,
According to Hagen, talent alone is not enough. An education
must be acquired and develcped in addition to innate talent.
A producer must also be a creative individual, someone

with a broad and varied background, who is conscious of the

world around him, sensitive to events, and able to undertake
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different responsibilities and varied program topics.
Ideally, the student desiring to hecome a producer, should
seek a thorough education in the Arts and Humanities. All
of these, in addition to a complete knowledge of the televi-
sion industry, are required. FHowever, in the opinion of
many, attainment of the above prerequisites is not necessarily
the means for achieving success. Kemp's opinion seems to
echo the industry's ideas of gualification for a position in
televisgion.

Television is one of those rare things that it doesn't
really require you to be anything. The only thing that
it requires is that someone believes that you can do it.
No one in television will care if you went to college
or care what you studied, They don't care for actors,
they don't care for writers; if you can do it, great!
That's not to say that college can't help. Obviously
training can help; it helped me. But, no one is going
to ask you for your resume in terms of what have you
studied.9

Throughout the time a college student is attending
classes, the saying, "It's not what you know, it's who you
know," makes the rounds among students, Corey Allen, director
of numerous television shows, heard the same while attending
UCLA. However, after many years of working, he now knows
differently.

Who you know can be helpful and can be career-making, but
it's certainly not true that it's not what you know. You
have to know itl! If someone knows you and you can't do
1t, i%'s not going to help any. You might get a start,
and==if you're really brilliant--learn on the job . . »
and you can keep ahead of the sceptics and your own
insecurities., Very few people are able to do that. I
think that people who make it politically, not only make
it, but get into it quick, Very few of them rise. I
think the mortality rate is terrible because they can't
put up. Given that youlgo know stuff, then who you know
becomes really helpful.
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Anyone who wants to be good in television must have a
desire to be successful. What does it take to be successful?
Kemp always wanted to be in television and knows what it is
like to sit in school and have that desire to be successful
and get that job.

I think that you'll find that most people who are achieving
some kind of success . . . Or at least what would appear
to be success to other people . . . are probably people
who are very focused on what they want to do, It's very
hard to achieve tremendous success and not know where
you're going. Or not have an idea of what you really,
really want, I can understand people not knowing for
sure what they want to do. But, in my particular case,
I knew for years what I wanted to do; from the time I
was & kid I knew what I wanted to do. I didn't know I
wanted to write, but I knew that I wanted to be in this
business,

When I got into college, I found out that I just loved
writing. It just gave me a high that I hadn't experienced
anywhere else, I turned from acting to writing because
I realized that the only thing that I liked about acting
was being on the stage., But I hated the rehearsals. I
hated the auditioning . » . I hated everything leading
up to it. I realized then that whatever you choose to do
you have to love the process.

One of the things that is wvery hard about acting . . .
is the process of acting in this town: going to auditions,
taking classes, and practicing. If you don't like that
part of the job . . « if you can't get interested in that
part of the job . . « it's going to be real tough to make
ite In writing, you've got to love sitting down to the
typewriter and writing. If you only like sitting home
and watching your name as it rolls by, you've got a real
problem. Because your job is not sitting there and doing
that . . . most of the time you're doing something else
and you won't see what you've done. So, you'd better love
the process. The same with directing . . . if what you
iove is being in the screening room editing, be an editor,
But if you love directing, you'd better love working with
actors and being out on the stage and working with them
constantly.

If you don't love that process, find what you do love
and do that, And if you do what you really want to do,
you won't have to worry about the play or anything else
because you'll be successful if you're doing whatever it
is that you're really focused on . . . if it's what you
really want to do, you'll be very good at it. Most
people are very good at something. They Jjust don't think
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that they can do this for a living.

People who are brilliantly talented in their hobbies
and spend their whole lives doing it, could have made
more money and been infinitely happier. I'll use my
uncle as an example. He spend most of his life (30 years)
doing a job that he despised and all that he really liked
doing was working with model airplanes , . . little
airplanes with engines in them that fly by remote control.
Here's a man, who, with a very small loan from a bank,
could have had a hobby shop. He can talk about this
stuff until he's blue in the face and he attracts people
around him everywhere . . . everybody is interested in it.
They come to him for advice and ask him why he didn't do
that for a living, 7You could have had a little shop,
you could have had & club, you would have been happy . . .
made a nice living., He said that he wasted his time
thinking that he enjoyed that too much . . . that can't
be work.e So I'll go to work and punish myself. I'll do
this and be stupid.

I think that they had better be doing what they like
and I think that they'd better forget about all the prac=-
tical reasons for not doing it. As soon as someone says
that you should have something to fall back on, you're
going to fall back on it, You're going to spend your
whole life falling back. If you can't be without a net
when you're 20 and 21 years old, well then you're never
going to be without a net, That's the time that you've
got to be without a net., Anything that happens bad to
you at that age, you can rebound from. So take a chance,
Go out and do it; give yourself some time, work on it,
That doesn't mean that you don't take good care of your-
self . « « you don't take any responsibility for yourself,
Sure, you've got to work, You've got to get a job., If
you want a joblin television, be focused, be committed,
and go for it.

The Producer as an Organizer

Creativity alone is not enough for a successful producer.
Television is a complicated and technical medium, which de~
mands an efficient organizer to coordinate hundreds of differ-
ent details, According to George Heinemann, an Emmy-winning
producer for NBC, "Producing is 60 percent organization and

40 percent creativity.“12

The woint is that without the
ability to organize, there is little chance that anyone would

have the ability to transform an idea into a successful tele-
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vision program., Considering the producer has to oversee at
least thirteen departments during each show, keep an eye on
the budget, be in contact everyday with the show, be a mediator
if problems exist between director, writer or actor, and even
look for more material to do another show, the producer has
a job in which all duties may collide at one time.

Organizing all of these areas can be made easier by
the development of a production notebook., As stated earlier,
organization is the key to producing. If the producer
scrambles around to locate a rehearsal schedule or shooting
schedule, he will likely be delayed in his production. What
to include in the notebook is based on personal taste, but
the producer can include the script, the budget, various
production forms and schedules, The following should be
included in the notebook:

l. Addresses and phone numbers of everyone involved
in the show,

2+ The current script and the various changes. It
should be kept up to date. (See Appendix, page 59, )

3. The rehearsal schedule, (See page 41.)

4, The Overall Production schedule for the series,
(See Appendix, page 235.)

5. The Shooting Schedule, if a one=-camera show.
(See Appendix, page 238.)

6. Call Sheets. (See Appendix, page 259.)
Some producers feel that it is necessary to include the budget

for the show in this notebook. It may be wiser to place the



