Interview at (PRODUCTION COMPANY NAME) 22 June 2017
[bookmark: _Hlk67234619]I = Interviewer
P = Participant
I: Brief introduction and explanation of role at (PRODUCTION COMPANY NAME).
P: I am a (senior manager role) and mid contract and I did work at (PRODUCTION COMPANY NAME). Basically, I have worked in TV for over 12 years but in the media for over 20 years. I focus mainly on development, coming up with new formats for the UK and international markets and for specific broadcasters as well. So, based on remits that they give us and understanding their audiences and channels and what they want and what they need. 
I: So, as you are between contracts, when responding to the questions, please draw on the broad experience of any relevant organisations that you have worked with, because the first area, really, is to broadly describe the sort of strategies that organisations that you have worked for have followed in the area where you have been active.
P: Do you want me to name companies? (yes). I have worked at a number of companies being freelance and nothing really permanent in terms of my job role. So, I would say that it depends on which company when you are talking about strategies that they have planned or in play I should say. The last company I worked at, (PRODUCTION COMPANY NAME), it was a loose strategy I would say and I think, they needed a precise strategy, because there were four companies and obviously needed to kind of move quicker than others, but they didn't have a clear strategy in place, other than to say we need to get 8 hours commissioned in the first year and 20 hours in the second year. And there wasn't any kind of forward planning for year two, it was very much focussed on the present, not the future, I would say when it came to strategy. And I was also worked at (ORGANISATION NAME) Universal where we see a massive, massive company. I was working at a company called Helicopter, which was a central development unit and there was no strategy and I was really shocked about that, because I actually had to ask my boss if there was a strategy or objective in place. And there wasn't and they were spending nearly a £million on this unit, but they didn't have a clear direction of where they were going. And I would have expected that of a large company. Bu then you go to somewhere, somewhere like Endemol, because it so massive when I was there. I know its Shine Endemol now, but when I worked at Endemol in 2013, because it is so big, you do not necessarily get involved in the specifics of strategy other than you need to get commissions. But they do not give you any objectives. I've noticed that they are not, unless you go up to Creative Director level, they don't tend to give you specific objectives as a creative. They just say we need to get commissions and we need to get it now. So, I think a lot of TV works on everything being done yesterday, when it comes to strategy I don’t think creative people in TV have strategies which are well thought through.
I: So, a focus on the short term and operational activities as it were to get work?
P: I suppose it is that they are limited in their thinking. They know that they need to get commissions.  I don't think it sinks in until someone says you are about to go under or they sense that their position is about to fall through. Because I actually remember asking at (ORGANISATION NAME) what the strategy was and being told there wasn't any. We just need to get ideas together. I didn't take that as clear enough, even being a creative. I still think you need to be given objectives to hit and reach. I know we are not sales, but I think everybody needs targets and objectives. Otherwise you end up remaining in no man's land or sitting in a lukewarm bath.
I: so, was there any discussion of vision or mission at all at these organisations?
P: No, there wasn't. It was under? At (ORGANISATION NAME) they had regular company meetings where the vision and mission were spoken about, but that wasn't compulsory for everyone to go. That meant that a lot of people didn't go and it was just a last start for them as they were just missing that meeting. When (PRODUCTION COMPANY NAME) ... but he would, his vision, because he had come from commissioning and then moved into becoming the creative director of the company. He was still kind of finding his feet stopping himself being a commissioner. He was going through s transition period. Thinking of Handy's models, he was kind of in the power culture but also in the, I can't remember what is called, but the net culture, where he wasn't quite established and therefore because he didn't really understand his role, he wasn't able to set clear strategies, objectives etc. other than kind of flimsy ones.
I: OK, I just broken up a little there. (Pause). You were describing the commissioner and vision and basically saying it was the early stages of the commissioner finding his feet at the organisation and the we lost connection for a moment or two. 
P: I think that (name) at (PRODUCTION COMPANY NAME), he had come from a commissioning role at a broadcaster and so, when they came to work at PP they were straddling commissioning and still trying to learn what a creative director was. And so, their struggle was there and so, they didn't really think about strategic process other than what needed to be hit in the first year. And the same went for (ORGANISATION NAME) when you asked for about strategy, it was almost like well don't worry about that, just come up with ideas. But I still think that as creatives you still need to understand what you are working to, because I think then had a team who felt unfulfilled because we weren't getting anywhere with no sense of achievement.
I: Talk a little bit about the collaborations that were followed by these organisations drawing on your examples that come to mind. And by collaboration that is very broad, anything from loose collaboration as you see it to something quite formal, you know an alliance or an acquisition. So, what sort of collaborations did you see these organisations pursuing during your time with them?
P: So, I would say at Red (PRODUCTION COMPANY NAME), (name) would often bring in other people's ideas and work with them because he thought it was a good idea and he would cut a deal with them. I don't remember what the deal was 100% but he would ...it felt like ...he would bring other people in for collaborations. However, I believe he should have opened those conversations up to myself as head of development, because he went ahead and struck a deal with people when I didn't think the idea was very good. And I thought the money was better spent elsewhere. But obviously that came through when we didn't get any commissions but he kept pitching the same idea even though he knew that it wasn't going to punch through. At (ORGANISATION NAME) we had an international, because it was bigger company, we had an international formats team who struck a deal actually when I was there that was with TV3, an Irish channel. And so, they wanted us to come up with ideas specifically for TV 3. Entertainment ideas and factual entertainment ideas that TV3 would then make and we did that in the hope that, obviously, it's hard to sell ideas if you haven't got tape internationally. So, what they were hoping that if UK broadcasters turned it down then we could take it to TV 3, They would make it and then there would be tape to sell it. So, how successful it was. However, the budgets at TV 3 were minimal, so there weren't going to get much away there. But that was a good collaboration because they responded quickly to the ideas and fed back to us on the ideas. And they were interested in a couple of ideas but they head, (name), left and it kind of all went silent in terms of that deal. And then I would say, most places, like Boundless which was part of Fremantle or Endemol Initial, which is part of Endemol, they didn't take on any unsolicited ideas and collaboration was always internal rather than having external factors inputting.
I: Internal partners as opposed to an external partner?
P: There was one time when they were talking, (name), I can't remember what they were, but they were more heads of business. they spoke about a Doritos campaign, but things like that are less important than big money for them. Endemol weren't interested in anything that didn't make them huge amounts of money and they wanted to solely own IP as well. So, by bringing in external people in terms of ideas it meant they would have to give them a cut and that wasn't actually you know seen as lucrative business, especially at Endemol.
I: you mentioned a moment ago, there was a good successful collaboration with one of the organisations you worked for (TV3) the Irish Broadcaster. How was success determined and what were the key things about it that you thought might have led to that success?
P: So, I would say when I'm talking about success in this respect, I'm taking about, obviously, that there were good relationships being built. So, we were working with (name) and (name), now heads of TV. We went and met them and it was kind of an open discussion. We talked about what they wanted. So obviously, the business deal was struck first with the international formats production team and then we as creatives were introduced to them about what we could do. I believe we went see them in Ireland first of all and then they came to a meeting with us when we pitched then ideas when they were in London. I would say successful is just struck on the... we built up a relationship and therefore we got quicker responses than just yes and nos. But it wasn't successful if you were looking at it from a business point of view because we didn't get any commissions in the end because there were managerial changes. 
I: What was the motivation for working with TV3 at that time?
P: Obviously, I wasn't privy to the business information but what's in... it's because UK broadcasters, if they turn down your idea, it makes it harder to sell internationally because you need someone to help you, to fund the tape that you are going to make. So, for instance with GBBO that was made in the UK. If that hadn't got tape and they were trying to sell it elsewhere internationally, they would have had a problem because they would just be saying nobody in the UK wants it. The UK is the leader in formats which is why, obviously, if someone in the UK doesn't want it they question why. So, doing something with TV3 meant that tape would be produced and it could be dually funded, I would say, by (ORGANISATION NAME) and TVS. So, TV3 would pay a certain amount of the production costs and then (ORGANISATION NAME) might top it up and own more of the IP if there was some kind of deal struck. Or would own more of the kind of back end ... that I believe it was business decision and it was to own more IP and more of the rights and the back-end options should anything be commissioned by TV3 and then sold internationally. 
I: What form did that collaboration take, in terms of its formality, if any?
P: We were told by the international team. I wasn't involved in the actual business deal as such. What happened is that we have a separate department that deals with all the formalities and business specifics. and we were told that that deal had to be struck before we then had chats with them about what they wanted on their channel. And so, it was kind of out of my hands. But, as I said, I was privy to some of the information and that was, what would we see if it is sold internationally. That (ORGANISATION NAME) would have more back-end rights and monetary gain.
I: Perhaps thinking more broadly about the collaborations you have been involved in, how do you go about identifying and selecting suitable partners? 
P: So, if it's from a creative point of view I would say that it would be a strong idea that commissioners and broadcasters would like but if was looking at it a business point of view which many creatives don't you would have to look at the monetization of it. So, you look at the idea and think, a) is it strong, b) will it be a retained format and c) would you be able to sell it abroad? 
I: If the partner is able to help with hitting those criteria that starts, you start to think they might be a suitable partner?
P: Yes, everything in kind of TV is all about monetization now, even though creatives do not believe it.
I: Thank you for that. That is good on collaboration. If we could move perhaps to back to strategy a little bit. I know that that might be tricky given that you mentioned that some of the organisations didn't really have what you would call a strategy, perhaps just thinking broadly about, I use the term guiding principles here, what do you think was guiding the organisation and the direction they were heading in?
P: So, I worked on the BBC and their guiding principles are all based on the Reithian kind of principles, to educate, to entertain and I can't remember the third one. Obviously, you have those guiding principles. You didn't have a kind of monetary aspect involved. There you could be purely creative but you still had to kind of pitch to that internal audience the as to why that idea is BBC and why it worked for them. But in terms of (ORGANISATION NAME), I remember meeting the big top boss, (name), and they used to be I think a writer on Desperate Housewives, that American drama. They were a writer and they became one of the big head honchos at (ORGANISATION NAME) in London. They didn't have a true understanding of unscripted and non-scripted I would say. And so, their strategy in the meeting was like, just work on stuff secretly and don't reveal it until it's finally finished and then it's an end product we could pitch. And frequently, I don't think they understood about non- scripted because it doesn't work like that in non-scripted. It might work like that in drama but in unscripted, commissioners want to have an input and broadcasters want to have an input and if you come to them with a finished product they have got no say and no input and it feels less like their product and they have got less involvement. And so, they do not have as much buy-in and so, strategically, I still think that it was weak and the guiding principles were not there. A lot of companies out there in TV, though there are not many guiding principles as a creative other than you have got to get commissions.
I: So, whatever is hot in the market at that time, if you like, the commissioners themselves are guided by whatever they think will be popular idea that will get traction in broadcasting?
P: Yes, and actually when you go to commissioners, a lot of their idea generation guidance for you now comes from teams who are doing research on what they think is popular and what they think is zeitgeist. But obviously, I don't 100% believe as a creative, because you have strong instincts as to what makes a good idea. And I think in TV big data doesn't necessarily always help because why is data telling you what you should be doing, when actually your audience a lot of the time is looking for stuff that they didn’t know that they wanted to watch.
I: So, that kind of moves the discussion on nicely as we move our way through here. To what the organisations that you have worked for, what moulded their brand, if they had a brand, what role did that play in guiding these collaborations, potentially even strategy?
P: So, (ORGANISATION NAME) had a really strong brand in the US but not necessarily in the UK. And what they did was they bought a few British companies, production companies in order to build their brand in the UK. So, they purchased Monkey Kingdom, Chocolate Media, Peacock and I don't remember who else. They also purchased around the World too; Matchbox in Australia here in Lark in Canada and I'm sure there are more now. So, that's how they were kind of increasing their brand but when you spoke to commissioners they didn't necessarily know 100% who (ORGANISATION NAME) UK were. They knew who (ORGANISATION NAME) were in the US. Endemol obviously, are across the world, but in the UK, Endemol has a really strong brand as TV producers, makers and therefore you didn't really have as many problems speaking with commissioners or getting meetings with commissioners because they felt that that brand could deliver. But obviously someone like Red (PRODUCTION COMPANY NAME) was a start-up and so we struggled to get meetings in because (name) didn't have the contacts needed to kind of obviously break through. It can take years and spending time nurturing those relationships. So, I suppose the bigger the brand doesn't necessarily mean that you will hit through, it just means that they have got the money to try and find those contacts.
I: Just turning, as conscious of time, to the last area of the interview, which is probably one you can draw on all of those experiences across different organisations. It's to do with what i call the shared values. And I guess what it is really asking you is what sort of values these sort of organisations held to be important while you were working with them?
P: So, I mean I would say the strongest place that had shared values would be the BBC. Just because obviously that is the earliest production company I would say in terms of television. In terms of elsewhere, I think, either superindy organisations or start-ups. I think when it comes to creatives, there aren't necessarily shared values. Your values come from the boss and, so, I would say that creatives don't necessarily take note of shared values, it's whether they believe in what their boss says. And most of them tend do. That's why they decide to work with that management. But I wouldn't say it's as clear as say a banking firm or you know the education system or anything like that. Creatives kind of come up with their own shared values as a collective rather than being told these are the values. They know kind of what they can and can't do, but I would say it's never really told you that these are the values of the company. You are kind of given an intro, if you are given a starter pack at some companies and asked to read it. But I would say if you spoke to 90% of creatives or even 99%, none of them would read that and know what the companies vision was.
I: So, when talking with potential partners or actual partners, how do those values if you like become evident to each partner? 
P: I think it's based on what you have made in the past and how you have made it and the success. So, I would say, you know, it's a bit of a sales game in that you, kind of say, well we have made, for instance if it was Love Productions, we've made the GBBO so we can make you the Great British Sewing Bee and Creme de la Creme. So, we can make stuff in that genre for you and do it very well. So, it's almost what your experience is that proves your values.
I: What is your experience is. So, what sort of things do the partners draw on to, apart from the sales, to make that clear, what is it, what do you mean by experience?
P: I would say like coming up with formats is the biggest seller. Nobody wants to take a risk on a company that is making one-offs for BT3. Nobody is going to put money into that. That's what things like Channel Four have money, funding money for start-ups indies, because no big company would want to buy them because there is no kind of business gain for them. There is no back catalogue. Whereas, if you are kind of seeking a partnership, you want to go with the most successful company around and in doing so you would look at what they have made, where the successes are. So, have they come up with a number of formats, where have they sold and in how many territories? So, that's what I would look at in terms of partnership. And that's when these companies come to you because, oh they've done that before. And so, that's what we want. So, I would go back to them and kind of ask them to do that for us.
I: So go back to them in the sense that the existing relationships or prior relationships can be important?
P: Yes, definitely. When it comes to commissioners, having established relationships, yes, it's very important. A lot of TV people, higher up in TV aren't necessarily that good with ideas but they have a good team around them and they have very good relationships with commissioners that they can call up heads of channels and pick up the phone to and say, you know, we have got this idea and they are more like happy, even if you have got the same idea which we had when I was at (PRODUCTION COMPANY NAME) as RDF. We had actually the same idea, but the head of ITV, (name), went with RDF because they are a much bigger company and therefore deemed more to kind of fulfil every requirement that ITV would need, rather than starting up a new relationship with a small indy.
I: Conscious of time and gone over a little bit. I just wanted to give you the opportunity to add any other comments that you had around collaboration and strategy from your experience.
P: I'm happy to answer any more questions that you have later on in your study. But I would say in terms of strategy unless there is a strategy team in place at a company which only tends to be at big companies, creatives don't really get involved and it's very, as I was saying earlier, it seems to me that it is very light and unimportant, even though I know the importance of it. And I think that's probably something that creatives in TV need to get better at but I think that comes from the management isn't necessarily great because you are not actually taught to be managers. If you a good creative you become a manager, but it doesn't mean you are a good manager. You could be a good creative but not a good manager.
I: Thank you for your time and perspectives. 
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