











Case study - Physical TV Company

Richard James Allen and Karen Peariman
[http://www.physicaltv.com.au]

Tell us briefly about The Physical TV Company and its projects.

Founded in 1997, The Physical TV Company specialises in arts-driven
screen media, with a particular emphasis on dance (choreographed by
Karen Pearlman and Richard James Allen) and literature (by Richard James
Allen, author of nine books of poetry and prose). We have produced seven
award-winning short films which have screened at over 200 festivals and
theatrical venues and broadcast on three continents, and a short feature,
Thursday’s Fictions, which won an ATOM award for Best Experimental Film
in 2007 and is nominated for an ATOM Award for Best Multimodal
Production in 2008. The many modes of Thursday’s Fictions include a stage
play, a poetry book, the film and the build of a 3D online immersive story
world in Second Life. All of these incarnations received funds from different
boards of the Australia Council at different times! For more information visit
the Physical TV website [www.physicaltv.com.au] and the Thursday’s Fictions
website [www.thursdaysfictions.com].

You’ve explored a range of business models for The Physical TV
Company and your projects. Could you share with us what worked well
and what didn’t?

We are driven by creative ideas and fascinations with the media in which
they can incarnate. If we want to create a work in which we are the initiators
and owners of the property, we have to seek grants or other funding for the
work. Otherwise our ‘business model’ is the commissioning model. In this
model we approach or are approached by someone, often a university or an
extant arts company, to create a work, and they may have a topic or a form
in mind when making the approach. We enjoy responding to these
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challenges and stretching the possibilities of the media and our creativity
within them.

Have you found any conflicts between your artistic vision and business
needs, and if so, how have you resolved that?

The Physical TV Company sustains itself through a mix of grants,
commissions, royalties and sales of past productions and sales of the
services of the artistic directors. These services include writing, directing,
choreographing, editing, dramaturgy, conceptual design and teaching. We
have found that the mix of skills is not just in line with our artistic interests
but an asset to sustainability. The principals of The Physical TV Company
are much in demand as teachers in tertiary institutions as well as at private
studios, and we teach a range of things from artistic practice and studies to
spiritual practices and philosophies, all of which, for us, are intrinsically
entwined. We find teaching inspiring and stimulating, though its demands
do sometimes require energy, which we would like to be spending on
creative projects. However, it has seemed a fair trade-off thus far, given that
the demands of starting and sustaining a business are equal or much
greater to those of teaching, and certainly riskier. We are open to being
convinced otherwise!

How do you find out about new approaches to building audience,
promotions, business models and so on?

We have been fortunate to receive sponsorship from the Australia Council,
AFTRS, the NSW FTO and the NSW Ministry for the Arts at various times to
attend workshops, seminars and mentoring sessions to learn about ‘new
approaches to building audience, promotions, business models and so on’.
We are also members of AIMIAA and have opportunities to attend their
sessions, as well as Mobile Mondays in Sydney, which are gatherings of
creative and business communities around the new possibilities for mobile
phones. However, without sounding ungracious, it would be fair to say that
most of the advisors discussing new media possibilities are novices
themselves, because the media are so new, so unknown, so untried. We
therefore often find ourselves wondering if we have the time or energy as a
company to invest in processes which seem likely to have as good a
chance of failing as otherwise. This issue refers back to the question of our
own expertise as well. For some people, creativity and creative processes
are mysterious and daunting, but business and business processes are not.
For us, it is the reverse.
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What would you suggest are the three key things you’ve learnt in this
process?

You need a team. Writers and creative people need three other people:
* abusiness entrepreneur — someone who really lives for this stuff
* atech enthusiast — as with the entrepreneur, someone who lives for
this stuff a manager to hold the diverse priorities of creativity,
business and technology together.

Consider other reasons for creating work in the digital space besides
making money, especially when it comes to prototyping and proofs of
concept. Make sure you know why you’re doing whatever you’re doing and
who it’s for. The creative arts as a practice and a product have value to
humans. The question of whether they make money is not necessarily the
best or only measure of this value.

Further material

Allen, R.J. and Pearlman, K. 2007 ‘Thursday’s Fictions in Second Life’, Melbourne
Writers’ Festival

[http://www.australiacouncil.gov.au/writers_guide/diy part 2 150_the business_cas
e_and_business _models/references_and_resources]

Hazlitt, G. 2007 ‘Thursday’s Fictions in Second Life user journey’
[http://www.youtube.com/watch?v=hMnseuxcCmA]
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Case study - Scorched, Firelight Productions

Marcus Gillezeau, Firelight Productions
[http://www.firelight.com.aul]

Where did the initial impetus for your project come from?

It was an original concept by Ellenor Cox and Marcus Gillezeau. At the time,
Sydney had only 80 weeks of water left in its dams, so we asked ‘what
would happen if Sydney ran out of water and was surrounded by
bushfires?’

Did you approach the story element of the project differently due to the
digital nature of the medium?

Yes. The approach is very different in so far as you are aware that the
audience is going to be watching, experiencing and consuming the story in
different environments (the bus, the office, etc.) and on different screens
(phone, computer, TV). The story can also be explored from many different
perspectives as it is told across five or six websites and numerous third
party social networking sites.

What is different about developing products across multiple-media
platforms?

Developing a story that can work across multiple platforms requires a lot of
attention to how people consume and engage with stories on the different
platforms. How will someone experience the video or website using an
iPhone on a bus? If they plug their iPhone in to their TV once they get
home, what will the experience be like then? There is also a range of issues
related to the length of webisodes, whether it is fiction or nonfiction. You
also have to take in to account the kind of budget you might be able to
realistically raise from each of the platforms. Commercial TV will pay a lot
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for a one-hour drama (up to $500,000 pre-sale). Web portals will most likely
pay nothing for your content so you have to find other ways to raise a
budget such as an advance on advertising revenue share.

Did you undertake business planning/develop a business case for your
project? Did this help?

Sort of. We did approach the financing of the project differently to the
standard government funding/TV network/distributor route. As the
telemovie is to be broadcast on Channel 9, we attempted to get support
from ninemsn (where the ‘Scorched’ website will be co-located as part of
the broadcast deal). We had expected that since we were providing a
significant amount of high-quality video content that ninemsn would pay an
advance or pre-sale for that content, however they were only willing to
provide internal in-kind support through advertising of the Scorched
website (which they placed a value on). Ninemsn were not able to serve the
media (video content) related to the online product and wanted to retain
100% of the ad revenue from our site, even when we were responsible for
raising the revenue. When we were unable to keep the site on ninemsn due
to these factors, we had to find money to pay for hosting and streaming on
another site. Frustratingly, despite the telemovie being shown on Channel 9,
they also seemed reluctant to publicise the Scorched telemovie — leading to
more costs for us.

We have learnt a huge amount about how we would approach financing
projects like Scorched in the future. The main one being that we have to
convince the financing agencies, broadcasters and particularly the MEAA
(Media Entertainment and Arts Alliance Trades Union) to be more flexible
about how we can monetise the proposition.

Describe the business models (revenue sources) that apply to your
project. How were these selected?

The telemovie will be sold in the international market place through the
distributors Granada International . We have been able to negotiate with the
company doing the video streaming that the site be geoblocked [access is
restricted to internet addresses originating from a specifically geographic
region] to Australia and ungeoblocked on a country-by-country basis. This
is a significant breakthrough for the monetisation of websites that are
augmenting a heritage media product such as a telemovie. This is because
the website, like the telemovie, can be sold as a premiere screening in other
countries which increases its value.

http://www.australiacouncil.gov.au/writersguide

209


http://www.australiacouncil.gov.au/writers_guide

What is the importance of the international community to your work? Is
Australia too small a base or do you think companies can be
successful working just in Australia?

The international community is crucial to our work but there is still some
resistance to funding new media projects to the same levels that networks
fund TV. However, that will change rapidly over the coming 12 months,
especially since the merging of the AFC, FFC and Film Australia into Screen
Australia. That merger will mean a more coordinated approach to financing
new media should develop. What will be crucial is that Screen Australia
develops funding policies that are flexible, and recognise that there are no
strict formulae to how project finance structures might work.

What is a valuable thing you discovered whilst working in the digital
content industry that you didn’t know before?

If you are going to produce content for the internet, you need to develop an
entirely new set of skills and knowledge that relate to the delivery systems
involved in serving media and content to consumers. A simple analogy is it
would be like a writer having to learn how to build and run a printing press
to get their novel out to market. We have had to learn exactly how the
delivery of our content works at a technical level, which has required a lot of
time that we would normally have dedicated to the creative execution of our
work.

Plus, making content for the net is a lot of fun. The interactivity with the
audience is instant.

How do you stay current (professional development, networking)?
Attend conferences. Read. Talk a lot. Take a lot of people to breakfast,

lunch and dinner. Trawl the Internet to see what’s new. Subscribe to various
online industry magazines.
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DIY Part 3 -
Business planning
and pitching

By Therese Fingleton and Jennifer Wilson

Chapter Career Writing

Self-Employed Multi-platform
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Developing a business plan

While the business case is concerned with why it’s worth realising a project,
the business plan is all about how you are going to realise it. In many ways
its purpose is to marry the key assertions from the research done to make
the business case with a solid finance and management plan. Whether it is
for a single product or a whole new business, statistics show that having a
plan makes you 47 % more likely to succeed. That alone is a huge
motivation to do your planning early.

The project or product business plan

Although you are anticipating that another business entity will produce your
project (with you as the writer/producer), presenting a strong product
business plan to potential producers and publishers will help them
understand the potential of the concept and position you as serious about
your craft.

Part of the aim of a business plan is to outline the cost of realising a project
and its expected return over a specified timeframe. The project or product
business plan ignores infrastructure costs associated with setting up a new
business, and focuses solely on production costs and the estimated
product revenue. As its function is also to reiterate the business case (the
why), the product business plan needs to outline why the idea is unique,
how it fits in the market, the marketing and distribution strategy, the
associated revenue models and the resources required to deliver it.

The entrepreneur’s business plan

The entrepreneur’s business plan is both for the product and for a new
business venture to realise and monetise it. Writing an entrepreneur’s
business plan can be a little more daunting, but should still be only around
5-8 pages long. If you’ve got more than 30 pages - it’s far too much. The
entrepreneur’s business plan should cover:
* what the business is, what it will deliver and what makes it special
* who you are and why you are the right person at the right time to
build this business
* your competitors and your competitive advantage over them
* evidence why this business is likely to be a success
» factors that will help you succeed, which is often called a SWOT
(strengths, weaknesses, opportunities and threats) and examine the
environment you will be in and what impact this will have on your
business
* your audience or market and your strategy for reaching it
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* how you will earn revenue (what your business models are). This
might change over time so talk about it.

* the hard part — the money. How much do you expect to spend and
how much do you expect to earn? Try to estimate the first year on a
month by month basis, and then the next two years on an annual
basis. You should be able to read the business plan text (the earlier
sections) to see how the numbers are supported. Don’t be afraid to
ask for assistance with the numbers.

Remember that making money from the beginning is both unusual and
unlikely — showing a deficit is normal — but you need to think about how you
will fund your project. Also, don’t stint on paying yourself, in fact make this
your first priority. If you decide to put some of your pay back into the
business, that’s fine, but without you there is no business at all.
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Funding and finance

Depending on your revenue models and the motivations for
commercialisation you defined earlier, it is most likely you will now pursue
one of three options:
* secure independent production funds
* secure production funds and/or go into production with a
commercial partner (broadcasters, games developers, publishers,
etc.)
* pursue the start-up investment route to start your new business
venture.

Independent production funding/finance

A number of state and federal government arts and screen agencies offer
production funding. For those crossing from traditional media, in particular
page and stage writers, it is important to remember you are moving into the
‘screen’ industries. This will inform who is providing funding. If you are
successful in securing some government funding, then try to use it as
leverage to obtain additional funding from broadcasters or publishers.
Funding can also be secured through philanthropic organisations with a
vested interest in the target group you are trying to tap into, particularly if
you are working on a youth or educational product. Some of these might
provide interest-free loans rather than grants.

Crowdfunding describes the collective cooperation, attention and
trust by people who network and pool their money together, usually
via the Internet, in order to support efforts initiated by other people
or organisations.

The Foundation for P2P Alternatives

Crowdfunding [http://p2pfoundation.net/Crowdfunding] is an emerging funding
option for independent productions. As described by the Foundation for
P2P alternatives, it is a form of crowdsourcing (see Introduction) applied to
finance. Instead of seeking finance from institutional sources, the
supporting community is asked to support the project in a distributed
fashion. A much cited example is A Swarm of Angels, a peer-funded film,
funded using the Internet to locate 50,000 people each willing to pay $25 to
fund a one million dollar film.

Commercial production partner/funds

This is where your finely-honed pitch and business plan becomes very
useful. You should have proved your concept by now, so get out and speak

http://www.australiacouncil.gov.au/writersguide

215


http://p2pfoundation.net/Crowdfunding
http://www.australiacouncil.gov.au/writers_guide

216

to market partners. If you haven’t yet managed to bring an experienced
producer onto your team, now is the time to do it. Their experience will be
invaluable in getting your project in front of the right people.

Start-up investment

Start-up investment involves a number of key stages and options.

Sweat equity

You probably know what this is by now as it’s most likely what you’ve been
operating on; employees (typically founders) working with little or no salary.
This is typically done when working full time in a ‘real’ job and/or drawing
down on a mortgage. It is reasonably simple at the early stages but needs
to be properly accounted for eventually.

Seed capital

Seed capital is the money you use to fund the start-up of the business. It
might be a small amount, it might be in dribs and drabs, it might be in the
form of a loan - but seed capital is what would normally buy the equipment
you need as well as the time you need to do the work. Time is one of the
most important things you can buy.

3Fs - family, friends and fools

First, start with family, friends and fools. You are unlikely to fund the whole
business from here, but successful companies have been started with a
bank loan and the support of parents. The 3Fs are unlikely to want a major
slice of your business and are really backing you, not necessarily the
strength of your idea. You should consider the money you get from 3Fs as a
loan, even if you do give them some equity in your company. As a loan, pay
this back as soon as you can. The quicker you can pay it back (with or
without interest) the more likely you are to be able to draw on this again
should you need to.

Angel investors

Angel investors differ from venture capitalists in that they usually invest in
your company seeking a return on their investment, but normally don’t
require the same equity stake. In the case of an angel — you might find a
consortium that together provides you with the seed capital you need.
Angels might also offer support services — sometimes they are lawyers or
accountants who just want to help small businesses get started and in
addition to a (usually smaller) sum of money, they might offer you skills,
assistance and pro-bono work. Bear in mind that there is some cross-over
between angel investors (who are investing in your business) and venture
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capitalists (who are taking some of the capital, or equity in your business)
and the lines are blurring.

Venture capital

These hard-nosed business people are looking for what might be the ‘next
big thing’, and are interested in giving you money to make this happen, in
return for a sizable stake in what you do. They will be looking to not only get
their money back, but at least double it over a three-year period. They will
be as interested in how they can get their money out (their ‘exit strategy’) as
they will be in what you are delivering. Venture capitalists will back
businesses that might not turn a profit on the basis that someone else will
pay more to buy the company at some point in the future. Some good
examples of this are MySpace, YouTube and Facebook — none of which
was sustainable as a business (their income did not exceed their costs), but
which had a huge value (billions) based on the high numbers of users.

Be aware that some venture capitalists will offer you money in kind (office
space, telephone, stationery, use of equipment, etc.) rather than money -
and this can make it a very expensive decision in the future.

Equity

Equity is the ownership of the business you create. If you own the business,
you have all the equity (100%). In return for the money that people invest in
your business, either in the beginning as seed capital or as you go along,
you are likely to need to give away some of the equity. Before you start,
work out how much you are prepared to give away and how much you are
determined to keep. If you are in a partnership, determine how you will
‘dilute’ your stake — will each of you provide the same amount?

In general, think of there being 100 shares in your company. In order to
have control, you need to be able to manage (as your own or in the hands
of people you completely trust) 51%. You should aim at giving no more than
30% to any one investor (and that is a substantial amount) and multiple
investors, each with their own equity stake, can spread your risk. You don’t
want someone else deciding what your company will do, so you need to
make sure that no-one (other than you) can exercise control by having more
than 50% of the shares (or equity). As a general rule, look at giving 10% to
3Fs; 20% to angels; and 30% to venture capitalists. As this will add up to
60% of your equity, try to avoid needing all these forms of investment and
limit the amount you give them to less than the numbers above.
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Pitching your idea and your business

Pitching tests the appeal of your project, its relevance, its viability.
It forces you to know your project.

Jackie Turnure, 2006

The need to pitch your project is a reality of the new media industry that
makes many writers uncomfortable. Being able to deliver a concise and
compelling pitch is vital in helping prove your concept and you will have to
pitch your idea over and over again, to everyone from new team members
to investors. Practising your pitch will help you become adept at convincing
others of the validity of your idea. Because the new media industry involves
players across traditional media such as publishing, film and television, as
well as IT companies, education providers and government, you never know
when or where your next opportunity to pitch for investment will emerge,.

You would usually pitch your project in order to:

* sell your idea to a new team member you are trying to bring on
board, or to a producer or developer, who will produce it

* sell your idea to a party who will fund you (a partner) to produce it
(government agency, philanthropic organisation, broadcaster,
publisher)

* sell your business as an idea to an investor, such as an angel
investor or venture capitalist.

The pitch you give will usually take one of the following three forms:

* Elevator: a 15-second presentation on the project

* Document: a document (of varying style and length) that outlines
the unique selling proposition and associated market opportunity of
the project and may include illustration of design concepts

* Presentation: a formal presentation that is often an engaging oral
version of what’s in the document, complete with user experiences
and visual aides.

How to get to pitch

You’re all dressed up and ready to go, but you don’t know how to get
invited to the party! Once you’ve exhausted the 3Fs, you need to work out
how to find investors who are desperate to back you — if only they knew
where you were! There are groups in the digital space who run workshops
to introduce people to investors, so keep an eye on newsletters, especially
Slattery IT, who have a newsletter called Slattery’s Watch which includes
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information on events they host such as venture capitalist events.
[http://www.slatteryit.com.au/watch.html].

Also, have a look at Michael Stone’s presentation, which not only provides a
checklist for many of the things mentioned above, but also information on
the angel and venture capitalist investors.
[http://www.australiacouncil.gov.au/writers guide/diy_part 3 150 business plannin

g_and_pitching/_references]

Generally, while investors get asked for money a lot — there aren’t always a
lot of things that interest them, so they continue looking for the next
opportunity. You’d be surprised who is either an investor (even if just in a
small way) or who knows one — and introductions are definitely the best!
Investors, like all business people, respond well to a ‘tease’ that grabs their
interest. This means both knowing their interest (do some research on other
things they have invested in) and finding a hook for your project that will
appeal to them.

Don’t be afraid to make a cold approach — but don’t do it with your whole
business plan. What you need to provide is a concise two-page summary
that explains what you are doing, helps them see the potential of what you
are offering, outlines what you would do if you were funded (you don’t need
to spell out the money here) and has both the ‘hook’ to catch them and
details on how they can contact you. If they don’t respond, chase them
nicely once then write them off. Bear in mind that anything you send them is
unlikely to be returned, so don’t send materials that you might want to use
again. Ready? Ok, it’s time to refine the pitch.

The elevator pitch

Although a creator will rarely have cause to deliver in an elevator, this is the
pitch you will deliver again and again at every coffee break at every seminar,
networking event and business meeting. Practice it with family and friends
and at the water cooler so that when the opportunity arises you can tell
anyone in less than one-minute what your project or product is all about.

The pitch document

This is a formal document to be sent to those you identify as a target for
your project such as partners, broadcasters, games developers, etc. You
might be asked to send this as a follow-up to an ‘elevator pitch’ chat at a
networking or industry event. This is not something you will write in one
sitting. You must revisit and revise this again and again during the
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development of your project and may need to adapt it depending on who
you are sending it to.

The pitch presentation

The pitch presentation includes many of the same elements as the pitch
document. It is a formal presentation often backed up with visual aides,
proof of concept designs and perhaps a demonstration of your prototype. A
pitch presentation is about telling the story of your product or business and
why it is worth investing in. It is absolutely crucial that you tailor your
presentation for your audience. If you are pitching your product to someone
who commissions online programming, they may be more interested in the
creative content, than for example a group of angel investors who are
primarily focused on whether your product or business will earn them the
desired return on investment. Tell the audience a story and make it
engaging. Don’t simply read a pitch document! Lead with a hook — be it the
opening line of your story, or a dramatic sequence from a game. Include the
story of the user who is engaging with your product and make sure you end
strongly leaving them wanting to hear more from you.

What'’s in a pitch?

In new media it is rare for one pitch to fit all situations. Whether delivering
your pitch as a presentation or in a document, remember that just like any
paper you write or presentation you give, it must be tailored for the
audience. Here are some elements which you may wish to include in your
pitch document or presentation:

* The product name: an easy task for a writer one assumes, but be
prepared for it to change many times as you go through the iterative
development process.

* The one-liner: a neat and succinct description of the product (e.g.
an interactive episodic novella for mobile phone).

*  Product/project synopsis: a one paragraph synopsis (for written
pitch).

* Format: how the product is structured and delivered: 13 x 160
character episodes, delivered via SMS to mobile.

* Problem solved: if your product fills a gap in the market or solves a
problem you have identified then describe the ‘pain’ of the user and
how you are going to fix it.

* The user experience: describes a user experience, how a user
hears about your product and interacts with it.

* Design aesthetic: this will vary hugely depending on the project,
media, device and user group, but nevertheless, describe the
aesthetic of the design and if possible include a sample.
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* Technology: the platform the product will be built and delivered on,
the device it will be played/read on and acknowledgement that it
may need to be developed differently for different devices
(especially true for mobile projects).

* The business plan: you will adapt the elements of your business
plan for your pitch:

Market: the target market for the product (e.g. brand
conscious, tech savvy, young adults aged 12-18 in English
speaking markets with high mobile penetration).

Unique selling point (USP): what differentiates it from
others on the market (e.g. compelling narrative, interactive
format, strong brand association).

Competition: healthy as long as it is a known entity and the
competitive advantage of your product is identified.
Business model: the economic driver behind the product,
how it can be commercialised (e.g. subscription premium
content charged at so many cents per episode).

Marketing and distribution strategy: will you use existing
channels or develop new ones or both. This section should
be tightly tailored for the pitch audience.

User/audience testing: even if you have tested with a
paper prototype or just asked a group of people questions,
include any information you have about testing the concept
on your audience, what percentage of them would pay for
the product and how much. You may not have this ready
for your first pitch but add it in when you do.

Resources and timeframe: describe what is required to
create the product or set up the new business and the
expected timeframe.

Return on investment (ROI): whether pitching for pro bono
assistance or thousands of dollars, don’t ask for anything
without stating what you offer in return, be it revenue, a new
audience or a greater market share. Unless you include the
ROI you are not pitching a new business opportunity.
Team: at the end of the day most investment is in people
not ideas. Present you and your team, your successes and
achievements, your commitment to the project and why you
are the best people to realise it, or what people you need to
bring on board to help.
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Pitching tips from Jackie Turnure
* Know your audience — who you are pitching to and what they are
looking for so you can design the pitch specifically for them;

»  Structure your pitch so it is a dramatic story which expands and
deepens, pulling the audience in and taking them on a journey;

* Tease and entice — get them hooked but don’t reveal the entire
experience, leave them wanting more;

* Know the weaknesses of the project and turn them into strengths,
better that you acknowledge them than the audience does;

* Remember to have fun! If you are stressed or bored of your pitch
then your pitch will be boring. If you are enjoying yourself, then the
audience will be drawn in.

Next stage

Rarely will an investor back you on the strength of one meeting, so get
ready to jump through hoops again — sometimes the same ones, sometimes
slightly different. Refine and practise as you go. If you’ve got over the line
with one investor — even if they don’t fund you - this is a great place to
move forward from. Don’t be afraid to ask the investor whom else they
might recommend for you to talk to — the whole community know each
other and know what their colleagues are looking for.

If you’re lucky enough to be funded - take a deep breath and ring both your
lawyer and a good accountant. The critical things at this stage are to keep
both hands on your project and carefully steer it forward. That means
controlling your IP (lawyer), making sure your budgets are right (accountant)
and starting to think carefully about who you might hire, what offices you
need, and how you will get the whole thing off the ground. There are
companies who specialise in providing short-term/focussed skill sets for
start-ups. Skills they can supply range from CEOs to sales staff, through
marketing, strategy or even IT managers — and their involvement can be
one-off or ongoing. If they love your ideas, they will sometimes lower their
fees for a small share of your company — but that takes you back to the
equity issue and who has control.

More than anything, be realistic about your own strengths and weaknesses.
Look to hire people who are strong where you are weak. A good business
manager can let you be the creative genius — while still allowing you to build
the business, content and products you were originally funded for — with a
lot less headache than you trying to master spreadsheets if numbers aren’t
your forte.
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If you’ve got money, then you’ve got backing for your idea and you’ve got
faith from other people that you can succeed. Continue to believe in
yourself and follow the plan you laid out (you did write a business plan,
remember).

Australia Council for the Arts

Fingleton, T. Dena, C. & Wilson, J. 2008, The writer's guide to making a digital living: choose your own adventure, Sydney, Australia
Council of the Arts.

[http://www.australiacouncil.gov.au/writersguide]
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Concluding remarks

Although presented here in a linear fashion, developing a new media project
or product from concept to the point of securing commercial partners or
investment is largely an iterative, non-linear process. Although you will be
able to lock off certain elements such as your prototype and business case
research, be prepared to revisit each step frequently as you progress.

Ultimately, your aim is to develop your concept into a defensible product; a
product which is unique, has a definable audience and for which you and
your team own the IP. This is the kind of product or business that will
secure investment. In the meantime your other challenge is to ensure that
the end product retains the creative integrity and emotional engagement
that you as a writer would expect of your most prized manuscript.
Otherwise, why begin the journey at all?
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Study/professional development options

Further reading

ArtsLaw (not dated) Sponsorship Agreements Guide,
[http://www.artslaw.com.au/Publications/ChecklistsGuides/SponsorshipAgreements

Guide.asp].

Messenger, N. 2008, A Practical Guide for Artists and Arts Organisations,
[http://www.artslaw.com.au/Publications/Books/BusinessStructures.asp].

Neely, M. 2007, ‘The Entrepreneur’s Challenge, Surviving the Early Years’,
[http://infolution.com.au/?p=95].

[http://delicious.com/Writersguide/funding]

GrantsLink is a federal and state government portal with information on a range of
grants offered by category. All federal and state arts funding agencies, as well as a
whole host of other government agencies that provide grants, can be found here:
[http://www.grantslink.gov.au/].

Most state screen agencies offer some form of funding for new media and often run
workshops and mentoring programs. Check their sites listed here:
[http://www.afc.gov.au/filminginaustralia/govassist/state/fiapage 7.aspx].

Screen Australia (SA) is the new federal agency replacing the Australian Film
Commission, Film Australia and the Film Finance Corporation, and has both a
cultural and industry development role to play in the digital media arena. SA offers a
range of cross-platform digital media development and production funding
programs including:

* Interactive Digital Media: This information guide is as a starting point for
Australian interactive digital media practitioners to explore funding and
support options from a range of organisations, industry bodies and
government agencies
[http://www.screenaustralia.gov.au/filming_in_australia/GW_Filming-In-
Australia.asp]. Underneath the ‘Industry Information Guides’ section, click
on ‘Interactive Media; funding, info and advice’.

*  Cross-Platform Digital Media development funding seeks to provide
experienced practitioners with the opportunity to create written and/or
visual materials to ensure that digital media projects are as strong as
possible when competing for production finance.

*  Production investment is principally designed to provide professional
development opportunities to talented digital media directors, producers
and writers. Production funding aims also to encourage the interaction of
digital media practitioners with film and television practitioners,
[http://www.afc.gov.au/funding/fd/digital/default.aspx]

Australia Council for the Arts

Fingleton, T. Dena, C. & Wilson, J. 2008, The writer's guide to making a digital living: choose your own adventure, Sydney, Australia

Council of the Arts.
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Online resources
[http://delicious.com/Writersquide/Pitching]

[http://delicious.com/Writersquide/Commercialisation]

[http://delicious.com/Writersquide/organisations_australia]

[http://delicious.com/Writersquide/Entrepreneurs]

Ross Hill’'s (Geelong RMIT student) ‘Hatch That’ weekly podcast interviews with
entrepreneurs, [http://www.hatchthat.com/].

Ross Hill’s “The Hive’ networking for entrepreneurs in Melbourne,
[http://www.thehive.org.au/].

Further Material

[http://www.australiacouncil.gov.au/writers_guide/diy_part_3_150_business_plannin

g_and_pitching/_references]

Courses and industry development programs and networking

State-based entrepreneur meet-ups are a great informal way for newcomers
to entrepreneurship to learn about the area. Meets are usually technical in
focus, but you can find out who the guest speaker is beforehand and even
recommend someone. The business models and marketing insights are
valuable, [http://entrepreneur.meetup.com/cities/au/].

Short courses in business and financial planning and legal considerations
are offered through TAFE and Workers Education Association. Universities
also offer short courses.

Centre for Screen Business at the Australian Film, Television and Radio
School runs a range of business courses that include digital media
components. They regularly post business research and articles via their
blog [http://www.aftrsmedia.com/CSB/]. Upcoming short courses include
Introduction to financial modelling and Running your own creative business.
A Graduate Certificate and Graduate Diploma in Screen Business are also
offered.

Specific university and industry groups also offer courses and programs on
pitching and entrepreneurship. A few are listed here:

* Laboratory of Advanced Media Production (LAMP), a unit of the
Australian Film, Television and Radio School, where teams develop
concepts and pitch to industry experts for feedback
[http://www.lamp.edu.au]

* MEGA is a workshop lab where mobile content and applications
concepts are developed with industry experts and pitched to a
panel of investors. It is offered in South Australia, Victoria and New
South Wales. In South Australia it is accredited as an elective in
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undergraduate and postgraduate qualifications in film, media and IT
at the three universities [http://www.mega.org.au]

* Digital Crossroads provides mentoring for young (or new)
entrepreneurs,

[http://www.digitalcrossroads.com.au/entrepeneur_mentoring.php]

* Crossover labs is an international program, which works towards
building pitches and early-stage concept prototypes,
[http://www.crossoverlabs.com/]

*  RMIT University, Bachelor in Entrepreneurship,

[http://www.rmit.edu.au/bbe]

* Entrepreneurship, Commercialisation and Innovation Centre (ECIC),
The University of Adelaide, Adelaide. The ECIC undertakes research
and imparts knowledge about entrepreneurship, creativity and
innovation; the successful development and management of
projects; and the commercialisation of technology to facilitate

improved performance in individuals, organisations, and
communities
[http://www.ecic.adelaide.edu.au/]

*  [Entrepreneur Program - Ideas2Market] is a small business program in
Queensland that provides innovators and entrepreneurs with
advice, ideas, hints and links that can assist them to take their ideas

or products to market.

* QUT Creative Enterprise Australia is a specialist business incubator
and business support organisation dedicated to meeting the needs
of the Creative Industries (Cl) Sector.
[http://www.qut.creativeenterprise.com.au/]

Many mainstream advisory firms such as KPMG, Cap Gemini and
Accenture have ‘Innovation’ divisions, which look to support and mentor
new businesses. They will help with business planning, feasibility,
investment advice and advising.
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DIY case studies -
learn as you go

Chapter Career Writing

Self-Employed Multi-platform
gt

The following are case studies of projects being developed by emerging
Australian new media writers and producers, all of whom participated in the
LAMP: Story of the Future Residential Labs run by the Australia Council and
LAMP (Laboratory of Advanced Media Production), at the Australian Film,
Television and Radio School in 2007, and subsequently received
development assistance in the form of grants and mentoring.
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Case study - What If Macbeth? (virtual worlds)

Who are you?

| am Kerreen Ely-Harper, a graduate of the Drama and Film & Television
Schools at the VCA (Victorian College of the Arts) and am a practicing
theatre and film writer/director and teaching artist. | have written and
directed a range of arts projects: professional and community based
theatre; narrative short films; dance; and documentary, corporate and
educational videos.

Where did the idea for What If Macbeth? come from and how has it
evolved so far?

With the growing ‘tech savvy and globally connected generation’ | was
concerned that many literary texts were in danger of becoming irrelevant
and accessible only in their traditional forms. | wanted to find out how to
investigate a literary text in a virtual environment. What would be the
advantages and the limitations? What would be revealed about the text that
could not be found by reading, attending a live performance, or watching a
film? The key to unlocking this new narrative pathway would be the
interactive non-linear component of Second Life. | felt this platform would
have the greatest potential for community participation and creative
possibilities for the audience and myself.

How did you form the team and what are your roles? What partners are
you working with?

| sought out experts in multimedia and literary texts in virtual worlds
(specifically Second Life) who would both embrace the vision and have the
expertise to ensure the viability of the concept. | collaborated with Dr
Angela Thomas, a specialist in New Media Literacies at Sydney University,
and multimedia producer and artist Kate Richards.

The team’s process is a highly collaborative one, and our skill and
experience level diverse. | bring my acting, theatre and film experience, and
knowledge of the source text — Shakespeare’s Macbeth — to the project
table. Angela is the project’s co-author and interactive designer. Kate is the
project manager and creative producer.
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We formed an investment partnership with the NMC (New Media
Consortium) in the US for the first prototype build. Second Life artists Beth
Satchjen and UK-based Christopher Holden were engaged by the NMC to
work with us in realising the design and functionality concepts. Melbourne-
based multimedia artist Adam Nash joined the team as design and sound
consultant.

What is different about creating a community that encourages co-
creative works, as opposed to creating your own work?

In co-creative work my main focus is to provide maximum opportunities for
the community to inhabit, respond, create and own the material as well as
there being a shared vision between all participants. In my own work | am
less concerned about participation and trade my facilitator hat for a
directorial one. But as in co-creative works | believe the best work comes
from a shared vision between all the collaborators.

When conceiving interactive components of the work, | have had to allow
for a non-linear navigation through the story world. This has been quite
challenging especially when dealing with an unfolding linear narrative. We
have had to strike a balance between the original property (the play text)
and adaptation that will both engage and provoke the community user/s
‘call to action® without over reliance on the original property, but will also act
as a prompt to seek it out in the virtual world. As the writer you are creating
a series of multi-non-linear pathway spaces for the community to inhabit,
create, leave and return to. In virtual world storytelling, the navigation
spaces are as much the ‘text’ as is the narrative content.

Tell us about your experience of turning the creative conceptinto a
commercially viable one.

The commercial viability of What If Macbeth? is paramount for its
sustainability and my continued involvement. | believe that only by
embracing the future through relevant and developing technology can the
widest audience be reached. In order to achieve this, the project requires a
business plan with attainable income generation initiatives. This is
constantly being reviewed and discussed between the team and our
partners as we move closer to releasing the site to the general pubilic.

My most significant learning to date has been dealing with the scope,

unpredictability and limitations of the Second Life platform, and how these
often opposing elements affect design and delivery. While | have become
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more flexible and ambitious in my ideas without losing sight of the original
vision of Second Life’s potential for fantasy, abstract and symbol, | have
also come to recognise that the quality of the user’s experience will
invariably determine the success of the project.

The current investment partnership with NMC has enabled production of
the first stage of the What If Macbeth? project. The challenge for us will be
securing further investment both in Australia and internationally to ensure
the work’s long-term commercial future.

What would you say to other writers and theatre people considering
the use of new media?

Heed Shakespeare’s call to embrace ‘the brave new world’. Be open to the
possibilities that new media can bring to the writing and performing
process, especially in the areas of adaptation, collective and collaborative
storytelling. Thoroughly research and investigate the range of online
platforms available and be prepared to re-define the parameters of
authorship and linear text in 3D interactive spaces. Or else risk the loss of
great and yet untold stories.
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Case study - Wild Ark (cross-platform writing)

Who are you?

I’m Shoni Ellis, the creator behind Wild Ark. My background is
predominantly in education, teaching as well as developing a range of
education and community engagement projects, programs and resources
for different organisations. I’'ve written a variety of print and online education
resources. Most recently | worked as a writer for Australian Screen Online,
developing educational material to accompany film and audio clips from the
National Film and Sound Archives. | became interested in using digital
media because | wanted to explore more creative ways to reach, connect
and engage young people through using the same channels that they use.

Where did the idea for Wild Ark come from and how has it evolved so
far?

A few years ago, walking along the shoreline at Cornelian Bay in Hobart, |
was thinking about how many stories were layered in the landscape and
how to convey these to the passer by. | wanted to know about the
Aboriginal people who’d created the middens and what happened to the
people who lived in the boatsheds when the tide came in. Interpretation
signs present one solution, but they’re expensive, date quickly and have
limited appeal. Instead, | began to consider what would be possible if |
could access and contribute to stories through my mobile phone.

A few years later Wild Ark was conceived while working as an education
officer at Melbourne Zoo and observing how visitors, and in particular,
children, interact with the information on display at each of the exhibits. |
started exploring ideas | thought would enhance the zoo experience
amongst young visitors and help maintain an ongoing relationship once they
had left for the day.

What is/are your role(s) in the project and who are you working with?
Predominantly my role has been that of a writer and producer, but working
independently means | wear many hats. As the project progresses the

various roles required to develop it have become clearer and | am gradually
putting a team together to develop a prototype to pilot at our partner zoo.
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Tell us about your experience of turning the creative conceptinto a
commercially viable one.

Evolving Wild Ark from a creative concept into a commercially viable project
continues to be a challenging process. Although | had worked as a writer
previously, | had always worked to a brief with clear parameters in relation
to time, budget, style, content and audience. Wild Ark has provided me with
the scope to negotiate my own parameters and priorities and construct my
own brief. However, assuming the role of writer and producer means I’'m
also constantly trying to strike a balance between my creative vision and
what makes sense in terms of business.

Wild Ark has extended my skills as a writer, introduced me to new
professional networks and challenged me to adopt new business processes
and practices. Navigating the production process has proven difficult
because there are few people working in a similar space or examples of
similar projects to be guided by.

However, it’s also an exciting time to explore new possibilities and mix and
mash up different art forms and make new hybrid media that better cater for
a rapidly changing world.

How has working with a writing mentor helped you with this project?

I’'ve had the privilege of working with Mark Shirrefs, an experienced
children’s film and television writer who has helped me negotiate the
challenges of not only writing my first fictional work, but also writing an
interactive narrative for a new medium.

We spent a lot of time exploring different ideas including the role of game
play and interactivity and what would or wouldn’t work on a micro screen.

What would you say to an emerging writer who is considering the use
of new media?

| think new forms of digital media present a fantastic opportunity for
emerging writers to reach and engage their own audiences. The industry in
Australia is relatively young and continues to evolve rapidly, which means
you can make your own discoveries, forge your own path and create your
own opportunities.
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Case study - Hearts Akimbo (online)

Who are you?

We come from quite different backgrounds. Sarah Jane Woulahan is a
prolific writer/director of award-winning independent films, Australian music
videos, and more recently documentaries and short satires for SBS and
JTV. Rachel O’Reilly has a literature background and has worked for ten
years as a media art festival manager, arts writer and curator of
contemporary film, video and new media art projects. She writes
experimental literary short fiction in all her spare time. David Campbell is a
designer who works primarily with artists and arts organisations, ranging
from DIY spaces to state galleries, on projects across new media, Web and
print. We all write; we are all avid interlocutors and consumers of
contemporary fiction, philosophy, film, and cultural commentary — we
connect about writing on this level.

Where did the idea for Hearts Akimbo come from and how has it
evolved so far?

Hearts Akimbo has had many incarnations in its short life. It started as an
idea for a multi-linear text and video-based psycho-geographic website that
would document the passionate and surreal story of Sarah Jane’s
successful stalking of her now-boyfriend through anonymous and romantic
notes, letters, graffiti, philosophy, and public art — a plot which became so
interestingly complicated by additional anonymous communiqués from
additional anonymous admirers interwoven throughout. Sarah had recently
made the idea into a documentary called ‘I Love Like Blood’ for the SBS
series ‘Podlove’, and the website was intended as a strong complementary
vehicle for that project. We took that project to LAMP: Story of the Future
and soon realised that it was quite static and oh so very particular as
narrative. What we really wanted to do was make that story of possibility,
mystery and unique romantic creativity into an open platform for user-
generated romantic projects, discussion, hilarity and playfulness for a whole
generation of 2.0 users dipping in to the love and dating scene, not at all
interested in RSVP-style dating rituals and formulas, and wanting to share
great stories, tips, and moments. So what started as a celebration of one
person’s obsessional adventure turned into a niche social network, user-
generated gallery and cultural advice and commentary portal.
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How did you form the team and what are your roles?

We had known each other for years, were familiar with and supportive of
each other’s work, but had never collaborated. From Sarah Jane’s original
project idea, Rachel came on board as a project editor and writer, and Dave
was our first choice as designer. The ladies manage all aspects of the idea,
including research, content development, documentation, and interface and
user-journey planning. Our roles merge at the highest levels of decision-
making and concept design, where we take a collaborative approach for
best results. Sarah Jane is an expert on user-generated video and content
and a great driver of new ideas and their visualisation into site designs;
Rachel has a knack for turning our collaborative ideas into great written
content and concepts, and is continually framing the project and pitch,
ensuring each edit aligns with our main, evolving project idea and intended
audience; Dave’s unique aesthetic and perspective on latest visual trends
and applications feeds directly back in to better project ideas and concepts,
as well as being incredibly pretty to look at.

What is different about creating a community that encourages co-
creative works, as opposed to creating your own work?

It requires a much more complex combination of optimism, awareness and
calculated doubt. Optimism is required in the sense that you need to believe
in community in the first place — the specific interests, needs and
compelling desires of inherently creative people other than yourself, and
how that community might actually enjoy interacting and connecting (not
how you would like them to). Awareness is needed in terms of knowing
what else is, or has, attracted most attention online, and how we feel about
those successful projects alongside ours (we are constantly discussing
similarities and points of opposition). Doubit is also valuable in so far as our
peers are smart as hell and aren’t going to waste time with the most
wonderful idea or community of users online if the interface, story and
subtext of that specific community formation, is not interesting, compelling,
rewarding in and of itself.

Tell us about your experience of turning the creative conceptinto a
commercially viable one.

We are all essentially artists even in terms of our approach to ideas, to
notions of community, and in our assessment of the strength of project
concepts. We can be fussy, overly thoughtful and hard to please. But that
has also put us in good standing for working with a creative business
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looking for fun and interesting projects with a well-developed sense of
identity and a genuine interest in impacting positively upon culture and
audiences. We have met with and pitched our concept to social media
experts, business start-up consultants, social network designers, and
tossed around all sorts of online business models and strategies, which as
well as being confusing has opened our world up to the ambitiously creative
work that goes in to business design and business concept management.
From our own creative work we know there is always perspective to be
gained from people working outside or alongside your own path,
specialisations or choice of media.

For this project we know when to be less precious about our creative work
in the interest of learning more about, and tailoring our project to, the
realities of the online environment. Everyone we have solicited advice from
has provided different takes on those realities, what can and can’t be
achieved and what you should and shouldn’t aim for. You have to really
suss out the key marketing approaches, community-building strategies and
business models that are going to help your idea find its genuine but
broadest possible audience, retaining industry potential alongside the
creative and narrative integrity of user journeys.

How has working with both business and writing mentors helped you
with this project?

A writing mentor in the online space is always more than a writing mentor. It
is a rare luxury to be able to bounce around ideas with someone more
experienced in an industry, prior to that idea’s full development. As well as
feedback aimed at writing our concept and creative content into a more
commercial position, Christy Dena threw useful links, asides, articles and
resources our way. She also organised meetings with experienced experts
in the field whom we would otherwise never have had access to.

Through our experience at LAMP we were also lucky to establish a project-
specific relationship with Melbourne-based design studio Portable Content,
a prominent cross-platform business with experience building user-
generated 2.0 communities including the Portable Film Festival and the
upcoming Swappler.com. They were interested in the potential of the
project and came on board with general, technical and business
development support in return for a token percentage of our development
funds. They are assisting with wire frame plans, bring industry awareness,
and once we came to writing up our business plan, imparted priceless
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advice and experience. Their flexibility and support has been most useful as
we have found our way.

What would you say to a writer who is considering the use of new
media?

If you can love writing as a job, as a strategy, as a means of meeting and
collaborating with different skill sets, and as a way of connecting audiences
through text, you would probably love working with new media. Of course
any person who identifies as a writer creatively really has to be aware of the
intractable impact of technology on contemporary culture and cultural
practice. For those who want to earn a living from their writing, being able to
work with technology, embrace new platforms formally and creatively, and
liaise with the design and Web specialists is quite essential. You will bring a
wealth of textual savvy and perspective of great creative use to the field,
and your writing practice will probably radically expand and mature as a
result.
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Case study - TellTales (online game)

Who are you?

TellTales is made up of Bernard Cohen, Director of The Writing Workshop
[www.writingworkshop.com.au] and Vogel award-winning author of four novels
and a children’s book; Natalie Kershaw, software engineer and writer short
listed for Vogel award; and Dan Ormella, designer and exhibition designer at
the Australian National Maritime Museum.

Where did the idea for TellTales come from and how has it evolved so
far?

Bernard and Natalie were discussing the issues (and problems!) around
creative writing distance education. Bernard uses a lot of word games and
game-like activities in The Writing Workshop program, but these didn’t
translate so well to the Internet. Natalie designed a collaborative method
more suited for online and remote use — we named it ‘TellTales’. In 2007
TellTales was accepted for LAMP where we were encouraged to consider
expanding its application across other media.

What are your roles in the project and describe any experience or skills
other than writing that have helped you develop this project?

Bernard is responsible for educational oversight, audience testing and
development, and business development. He founded The Writing
Workshop in 2006 and since then has worked directly with around 2000
children.

Natalie is responsible for software development and production. She is a
highly experienced software engineer and has previously overseen large-
scale projects in the communications area.

Dan is responsible for visual design and many elements of the game design.
He and Natalie work together on the information architecture. His
experience in exhibition design for children is crucial as are his interests in
writing and gaming.

What is different about creating a community that encourages co-
creative works, as opposed to creating your own work?
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Our aim is to encourage a community based around creating the best work
possible within the cohort of writers playing TellTales. Whilst we intend to
encourage large numbers to participate, the TellTales community will
provide a scaffold, which enables participants to improve their creative
writing within the process of co-creation through our unique method of peer
feedback.

Tell us about your experience of turning the creative conceptinto a
commercially viable one.

We are extremely optimistic about TellTales, and have had strong
commercial interest every time we’ve presented it in a commercial setting
(including at LAMP in 2007).

The project is in the development and commercialisation phase, but we
haven’t yet completed it. Because the three of us are working in separate
areas but on equal levels, we decided to set up a company with us as equal
shareholders. We’ve now registered TellTales Productions Pty Limited. We
all feel that the engagement and education of children is what’s driving
TellTales, so commercial decisions must not compromise on the quality of
what we are trying to achieve.

The biggest challenge to date has been turning commercial interest into

commercial commitment — we think we’re getting there! Rewards include
early phase paper and bluetack tests with 8-12 year olds who absolutely
loved the TellTales game, and seeing the design and technology coming
together.

What would you say to other writers considering the use of new
media?

First, there’s nothing whatsoever to stop you. Digital media are easily
available to use (though commercial projects may require funding and
infrastructure closer to film production than to writing). My advice would be
to build a website (easiest distribution method ever devised!) and see if it
feels good to put work out in that manner; see what sort of audience you
attract and then think about whether you’d like to take a step away from the
Internet’s ‘gift culture’. That’s the tricky bit.

Have you sought advice from any organisations during your TellTales
adventures, such as ASA, AWG or ArtsLaw or any other government
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departments that you would recommend to writers embarking on
similar process?

We did seek information concerning IP protection from ArtsLaw, but the
issues we needed to address were too specialised for their regular pro bono
consultants and we were referred on (and ended up seeking legal advice
elsewhere).
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Case Study — Raphael Sammut (cross-platform)

Who are you?

I’'m Raphael Sammut, a screen director and screenwriter with a particular
interest in cross-platform entertainment. | have studied multimedia, video,
film and television production and always had an interest in writing and
directing for the screen, regardless of size or mode of delivery. Prior to this
project, my writing was in linear form across various script lengths.

Where did the idea for this project come from and how has it evolved
so far?

This project began as an idea for a linear story for children and evolved
naturally through further expansion of my own understanding of non-linear
and cross-platform storytelling. It was actually an idea that had been
shelved for a few years because | wasn’t exactly sure how to approach it.
After attending various information sessions organised by the Australia
Council and the Australian, Film, Television and Radio School (AFTRS) |
began to understand the reach for stories to be told across new mediums.
This seemed to fit incredibly well with my idea because it was intended for
an audience who were already moving seamlessly across mediums. As |
delved deeper into the story and thought about my idea for a new format,
the more the pieces seemed to come together. So what began as story
inspired by my own childhood experiences, soon became a story world,
which organically required telling over various mediums.

What is/are your role(s) in the project and who are you working with?

As the original creator of the idea, my role began as the writer on the
project, which was supported by the Australia Council through their ‘Write
in your face’ grant initiative. This developed by default into a writer/producer
role and | began searching for a support team to take part in the Australia
Council and AFTRS run Laboratory of Advanced Media Production (LAMP).
| came across a well-reputed company called Ish Media, run by Managing
Director Debra Allanson, Creative Director Kylie Robertson and Production
Director Karla Burt. When | approached them, Ish already had various new
media projects on their slate and were looking at launching a second
season for their popular comedy series ‘Girl Friday’. My project was met
with great enthusiasm and they just seemed to fit. Kylie even took part in
the LAMP: Story of the Future workshop along with Interaction Designer

http://www.australiacouncil.gov.au/writersguide

243


http://www.australiacouncil.gov.au/writers_guide

244

Keren Moran, so they were an integral part of the project from a very early
stage. They were as excited about this as | was so we joined forces and
started looking at how it would work.

Tell us about your experience of turning the creative conceptinto a
commercially viable one.

At the end of the LAMP: Story of the Future program, the project was
presented at a VIP industry day and was met with great interest and
enthusiasm by representatives from several commercial media groups and
the ABC. This was a new and exciting experience for me and | began to
realise there would be a market for the project and a path for funding, once
the right framework for its development and production was in place. | also
realised that the project would benefit from working with a more
experienced group. This led to a formal relationship with Ish Media, to
jointly develop and produce the project. Ish then moved quickly to bring the
ABC and the Australian Children’s Television Foundation on board to fund
development, and be potential project partners. The credibility this adds to
the project in the wider market place is as important as their funding. Both
the ABC and Ish Media have already met with BBC executives who have
expressed interest in seeing the developed project. Finding international
partnerships, especially for large scale and relatively expensive projects
such as this, is an important step to funding and the commercialisation
path.

How has working with mentors, and in particular a games writing
mentor, helped you with this project?

Working with the support of a great team is always a welcome advantage
but having the assistance and feedback of highly regarded and well-
established mentors is essential. The main challenge with this project was
finding the right mentors who not only understood the screen narrative
aspect but also the cross-platform mode of delivery. This concept is still
relatively new and has its own unique set of challenges.

In the end, working with two established mentors for different aspects of the
project seemed the most suitable approach. An experienced children’s
television mentor is helping to shape the structure and script the television
component of the narrative. This is still a crucial part of the storytelling to
this demographic and adds an aspect of credibility to the story. A games
writing mentor with skills and experience writing for games and mixed-
media projects also brought an important and fresh approach to the team.
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His role is important because he is a fresh pair eyes to turn to when the
story elements and different platforms become so intermingled that it can
be confusing to see what is purposeful and what isn’t. The games writing
mentor can come in and out and look at things from a planning level while
suggesting different solutions or offering examples of what is already
working out there or has worked in the past.

What would you say to a screenwriter who is considering the use of
new media?

This project had an organic fit with new media. To me it seemed that the
story itself called for new modes of storytelling. Screenwriters along with all
other screen creators and technicians have many tools available to them
and should let the story itself guide what is required. Choosing not to use
certain mediums just because their advantages and limitations are not yet
understood is doing oneself an injustice. Technology is improving at an
ever-increasing rate and with this comes evolution and adaptation. The
more tools we have access to, the more diverse our stories can be.

If you only have a grey lead pencil, you can only draw a monochrome
picture. You can create a beautiful picture but it will still consist of different
shades of the same grey colour. If you have a set of colour pencils however
you can create a range of different pictures in different colours. This doesn’t
mean that you won’t use the grey lead anymore, some pictures may still
work better in monochrome, but others may call for colour and some may
even need a mix of everything as well as a combination of different
canvasses.
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Case study - Faction Comics (online)

Who are you?

I’'m Sam Clayton, creator of Faction Comics. I've worked and studied in the
film and TV industry for about five years and in 2006 | completed a Masters
in Production Design from the Australian Film Television and Radio School.
During this time | have worked mainly in a variety of art department roles.
Ever since | was young | enjoyed writing and illustrating my own comics. For
the last year and a half | have been working on ‘The 13" Samaritan’, a
graphic novel that | have co-written with Joshua Tyler.

Where did the idea for Faction Comics come from and how has it
evolved so far?

| attended LAMP: Story of the Future in November last year. | had originally
intended to flesh out an idea about building a website around ‘The 13"
Samaritan’ but at LAMP you are asked to think about other possibilities as
to where your idea may go. My team and | took an element of the website
that involved users submitting their own comics with the possibility of
getting them published and expanded on that. So far the idea has stuck to
that central theme but we aim to include an animation element by
encouraging users to submit their own animated productions. We will also
include the possibility of users downloading comics to their mobile devices
and have just completed a prototype wire frame of the site.

What is/are your role(s) in the project and who else is involved?

| have been driving the project as a creative and business director since
LAMP, and have been talking with a lot of comic and manga artists and
writers about submitting work for the site once it is live. Both financial and
mentoring support have been provided by children’s television broadcaster
Nickelodeon, resulting in the development of a very solid prototype. | have
just agreed to a deal with Nickelodeon and hope to work with them on
developing the project in the future.

What is different about creating a community that encourages co-
creative works, as opposed to creating your own work?

| think creating a community workspace allows you to create your own work
but also have the options of finding somebody to work with who
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complements your skills. If you’re a writer but can’t illustrate it would allow
you to find an illustrator and vice versa. The community aspect is also
important as you can have your work seen by not only other artists and
illustrators but also the general public. It’s also sometimes best when you’re
working with someone else so they can give you that kick in the butt you
may have needed to get things done.

Tell us about your experience of turning the creative conceptinto a
commercially viable one.

| think when it comes to turning the concept into a business you have to
decide what aspects of the concept are most important to you and which
ones aren’t. Before picking the business model we decided which elements
of the concept were likely to produce income and worked from there. After
this model was picked we thought of a catch that would make users return
to the site.

To create balance between the creative and business sides of this project
I’ve tried to make sure | listen to not only the artists and writers but also the
broadcaster. The most challenging and rewarding aspect of the project has
been the meeting and dealing with so many different people from both the
creative and business worlds.

What would you say to a graphic novelist who is considering the use of
new media?

New media provides a way of exploring new elements that can be added on
to a story contained within a graphic novel, in particular fan interaction. It
allows them to help build the world within the story by coming up with
backstories, spin-off characters and fan art. It provides a platform for
access to the story by more people. It also provides the opportunity to get
in touch with not only fans but also fellow writers and artists.
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Case study - Captive (role-playing game)

Who are you?

I am Andrew Wilson, from Zoot Film. I’'m a producer of 14 years based in
Tasmania. Initially | worked in the commercial sector before broadening into
film and new media. Have been funded for three short films since 2003, |
am currently working on several new media, documentary and commercial
projects.

Where did the idea for Captive come from and how has it evolved so
far?

Captive sprung from a documentary that co-producer Catherine Pettman
and | are working on. We attended a Story of the Future seminar which
basically started the creative juices flowing as our eyes were pretty much
glued open to the wide world of new media opportunities. It has evolved in
an interesting manner for we now find ourselves coming full circle back to
the place where we originally started, the story. Over the past year or so, we
have collected a library of information on the world of new media thanks to
attending LAMP: Story of the Future and other seminars, working with
highly experienced mentors such as Matt Costello through the Made for
Market scheme, and the ongoing and sound advice we continually receive
from the Story of the Future’s mother figure, Therese Fingleton, who we
owe a lot of thanks to for her unwavering support of our project. From all
the info we have ingested and stirred about we’re now able to freely write
the story of Captive, focusing on a really juicy and exciting plot devised with
the massive assistance of Hamish Maxwell-Stewart. Hamish is our historical
guru, concept writer, as well as keen gamer (board games mostly). So with
him we have a very strong team and things are progressing in a really
exciting way.

How did you form the team and what are your roles?

Catherine and | have been working together for several years now and
Captive really just happened from working on the doco together. We both
share the creative and logistical work load. Hamish came to us through a bit
of sniffing around for a local historical writer. He was recommended to us
by another historian we initially approached and like | mentioned before,
Hamish is a huge asset to our team, we feel very fortunate to be able to
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work with him. Hamish is officially our Historical Consultant and Concept
Story Writer.

What has been your experience of working with a games writing
mentor?

Brilliant, Matt was awesome. He inspired us and enabled us to become
focused by filling in the gaps of knowledge we were missing. The
knowledge was really important as it meant we could make informed
decisions on what to do next and more specifically what our desired result
is for this stage of the project.

Tell us about your experience of turning the creative conceptinto a
commercially viable one.

Well the experience so far is that we haven’t yet achieved that goal. This
isn’t negative though. What | mean is that several more steps are going to
be required before we reach that point. At the moment we are a project that
is about to go out to the market place with enough background and thought
put into it so that investors will see it possibly as a commercial venture.
Without the funding through the Australia Council we would not be in this
position, it’s important to state this. The funding has pushed our project to
the next level and our aim is to create a pitch document so that investors’
palms start to itch. At that point we’ll hand them a pen so they can pull out
their chequebook and use it.

A valuable lesson would have to be ensuring you always make decisions
based on the original reason for starting the journey in the first place. In
other words, many people will give you amazing advice; the challenge is to
remain focused on what you want to do because in the end that is what
keeps the candle burning.

Our business model at the moment is to roll with the punches. We’re
entering into a new market so right now it’s important for us to leave the

door open so we can look at all the different ways of producing our product.

When we start to approach investors, that’s when we’ll need to have a solid
model behind us, until then it’s open to suggestion which should help us
pick the right one on the day.

There have been too many surprises to mention and challenges as well. The

rewards for me have been the personal knowledge I’'ve gained on the topic
Captive is about. That has been the free benefit in a way because it’s a
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topic | am deeply interested in and it’s exciting to think that one day we’ll
hopefully deliver a product to market that allows children to experience that
topic in a way that will really excite them.

What would you say to writers considering the use of new media?

Open yourself to the market because today’s new media technology really
allows writers to go more deeply into their story worlds than ever before.
New media is a place where backstory becomes the running companion to
the main story arc because producers have many more places where they
can connect the audience to the story. It can seem complicated but the
simple matter is new media means you can get more mileage out of the
world you’ve painstakingly created. This means you get to have more fun
with your characters for a much longer time.
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Case study - MACHINE (social networking game)

Who are you?

I'm Chris Rattray, a freelance writer with article credits in Tasmanian
magazines Enterprise and SAUCE, and Perth’s X-Press. In the last fifteen
years I’'ve written several plays for the stage, most of which have been
produced locally. I've been professionally engaged as an editor, sub-editor,
proofreader and script editor for a variety of clients. MACHINE is the
second IP for video games that I’ve had a hand in writing and developing.

Where did the idea for MACHINE come from and how has it evolved so
far?

Bruce Moyle and David Quinn originally envisioned a game, intended as an
ARG, centred around the notion of corporate espionage and intrigue.
Through the process at LAMP: Story of the Future in Queensland last year,
this idea was further refined, retaining the corporate espionage slant, but
dispensing with the ARG delivery method in favour of a social networking
paradigm. At this stage the idea was mostly about game mechanics rather
than narrative. However, through the LAMP process, we started to conceive
of a game world and this led to the beginnings of a narrative. The game has
now evolved to a narrative-driven game experience, with solid characters,
plot and excitement, while retaining the notion of corporate espionage that
sparked the entire idea.

How did you form the team and what are your roles?

As a collective, we share an office under the name ‘Joffre Street
Productions’ where we each conduct our individual businesses and come
together as a project demands. The team was already in place when we
conceived of MACHINE. David and | are co-writers. Bruce is producer and
project manager. Dion Brooksis the designer.

What has been your experience of working with a games writing
mentor?

Being able to work with a writing mentor has been fantastic, especially
when they’ve been on the same wavelength. I've found it an encouraging
experience to be able to share my original ideas with someone who is able
to objectively view and appreciate it within the context of the whole idea.
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The feedback and criticism given from mentors has been relevant and
empowering. It gives me confidence in my writing skills.

Tell us about your experience of turning the creative conceptinto a
commercially viable one.

(Bruce Moyle)

We are still currently working on that with the support of Story of the Future
and Screen Tasmania. It is a very different path we are treading here and
breaking into the games industry isn’t easy but we are giving it our best.
With the advice of our mentors we are distilling MACHINE down to
something that will hopefully be commercially viable to construct and then
sell. The hardest area of the project is working out what part to keep and
what to ditch either because they don’t fit or it isn’t possible at our current
level of expertise.

What would you say to writers considering the use of new media?

Be confident — you can do it. We’re all pioneers in this frontier, but you can
do your homework by playing as many old games as you can and analysing
their narrative structures. It’s also an excuse to raid second-hand
bookstores for old game-books and role-playing games, as the non-linear
narrative found in these books and games will serve as a good way to start
training your mind to think around the corner, down the street, up a tree,
and outside the box. However, no matter what the delivery method, a solid
idea will persist and find its expression in whatever manner it ultimately
chooses.
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Conclusion

Chapter Career Writing

empioved Wl ogta —
Self-Employed Multi-platform

The questions identified in the Introduction section are commonly asked by
writers entering the field of writing in new media, or planning to use new
media as a tool in promoting and growing their traditional media writing
businesses. This guide has sought to categorise and answer these
questions, or at least provide valuable insight and direction to help you find
the answer for yourself.
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Questions answered

Employment models

*  With more media and more stories, is there more work for creative
writers?

* Can | work as a writer on other people’s creative projects?

* Canllfinally give up my day job?

Revisit the New Writing Universe chart
[http://www.australiacouncil.gov.au/writers_guide/quick_links/new_writing_universe
_pdf] for a reminder of just how vast and diverse creative writing is in a new
media context. Of course not all of these forms of writing are financially
viable as income earning options, but many are and more will become so in
the future. You might not be able to give up your ‘day job’ just yet but with
some creativity, persistence and business nous you may be able to redefine
it to include a lot more creative writing.

Employment insights

* There is a huge range of employment options for creative writers in
new media, but they will rarely come and find you. You often need
to create them.

*  Working as a writer on other people’s projects is great way to learn
new skills and break into the industry.

* There are plenty of professional development options, seek them
out.

* Build good relationships with others in the industry. They may lead
you to your next job or become a valuable mentor.

Craft and concept models

*  Will my literary writing skills transfer to the world of interactive
media?

* Can my existing works find new life as interactive content or
games?

* How do | know if my idea will make a good game?

* Am | capable of developing digital native ideas?

Hopefully it should be apparent that writing talent is writing talent
irrespective of which world you are writing in, new or old or both. But it
should also be evident that this talent needs massaging to be relevant and
you need to be on intimate terms with the medium you are writing for. No
writer would consider changing genres, say from writing novels to writing
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for performance, without first being sufficiently motivated to do so by a
passion for that form of literary expression and an understanding of the new
craft challenges presented by writing in the new genre. Moving into writing
for new media is no different. To be a successful games writer you must
play games and appreciate and engage with them emotionally, in the same
way as a screenwriter must appreciate what audiences see on the big
screen and how it makes them feel. Knowing whether you have an idea that
will work as a game or some other new media format is something that will
only come with experience and a deeper understanding of that form of
storytelling and story ‘reading’.

Craft insights:

* There is a wide range of writing formats.

* There is a role for traditional media with new media.

* There are many writing roles in digital games and cross-platform
writing.

* Interactivity is a different way of writing.

* There is a range of types of interactivity.

*  Game writing requires working with game-play.

* Game writing requires expressive narrative through many elements
beyond text.

* Cross-platform writing has its own constraints and benefits.

Collaboration models

* If my audience becomes co-creators, what about the integrity of my
work?

* | don’t know the first thing about websites or game engines. Who
would | collaborate with, how would | find them, how would that
work?

The two scenarios of collaboration, with your audience on the one hand and
with ‘professionals’ on the other, are the main forms of collaboration that
any writer in this space needs to employ. While collaborating with other
professionals to get the job done is a necessity, collaborating with
audiences and users is more a matter of choice. Writers need to understand
however that user-generated content is not going to go away and many
believe it will only increase. It will not be relevant or appropriate for every
project, but the democratisation of production brought about by the cheap
and accessible supply of every tool imaginable, from video camera to
publishing platforms, means that audiences are increasingly demanding to
be part of the conversation.
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Whatever history has taught us about prophesising doom for media
distribution channels, it has certainly taught us that ignoring your audience
means eventually losing them. Trading at least a sliver of authorship to
avoid obscurity may be the biggest challenge for writers in today’s
environment, and may well produce new and intriguing creative writing
offspring with as profound an impact on audiences as Shakespeare,
Dickens and Joyce had in their day.

Collaboration insights
* Collaborate early and listen equally to all members of your team.
* Be prepared to wear more than one hat.
* Build a team that balances creativity, business acumen and
technical skills.
* Seek advice about the best business and partnership structures for
your project.

Marketing and distribution models

* If | want to stick to writing for traditional media, does digital
technology offer me more options to find and reach new
audiences?

*  Who is my audience and with so much noise how will they find my
work?

Audiences for new media content cross age, gender and geographic
divides. They are globally dispersed and often potentially more numerous
than for traditional media, but sometimes they are also tucked into small
niches, so writers need to understand this new audience make-up and work
with it.

Marketing and distribution insights

* There are many ways a writer can market and distribute their fiction
with accessible and free technologies.

* Just having a website is not enough.

* Social media requires certain techniques, time and effort.

* There are many unconventional approaches to promotion.

* Considering the experience of the consumer is crucial.

* Extending the fiction across media and with specially-created
experiences can be promotional in itself.

* Getting your voice heard is about both creating the right noise and
about doing it in the right place. Co-opt your audience, make them
your ambassadors, contributors and critics. They will then become
your advocates.
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Copyright and business models

* How can | stop people from copying and illegally distributing my
work?

*  Should I just put my work out there and let it build me an audience?

* How can | generate revenue from my creative content?

* Who funds and invests in interactive media, websites and games?

For those serious about earning income from new media writing, it should
now be clear that the previous model of passive dependency, where
publishers and distributors take care of business, will no longer suffice.
Writers need to be aware of the nuances of the multiple production and
distribution platforms and how features like customisation (audiences
choosing what, when and how they engage with content) and interactivity
(playing with, remixing and mashing up content) impact everything from
copyright protection to revenue models, and to embed this thinking into the
creative process where appropriate.

As we’ve seen there are no hard and fast rules about how to generate
revenue from your content and new business models are emerging all the
time. The same goes for investment. The new media industry is incredibly
diverse and as such can attract investment from any sector. All industries
from engineering to education, health services, creative industries, the arts
and government are stakeholders in this industry, as potential creators,
consumers, re-mixers, publishers and distributors of content. So one can
expect that business, investment and partnership models never dreamed of
before might emerge from such an assorted playing field.

The only real rules are that there are no rules, so more than ever, writers
need to be party to discussions around marketing, monetising and
protecting their work.

Copyright and business model insights

= Don’t be afraid of the commercial elements of new media — make
them your own.

= Sustainability, especially revenue sustainability, is not a dirty word.
It’s how your passion can fund your life.

= Use experts to help where you don’t know the answer. Don’t feel
that you need to be alone.

= Demand your rights, in terms of getting recognition for your digital
content; and demand good quality digital content in return.

= Understand some of the key concepts of the market — they will help
you understand the power of the digital age.
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= Don’t discount mobile, and don’t think it is just another screen to
the same Web service. Give it the attention that it demands - your
audience is!

Australia Council for the Arts

Fingleton, T. Dena, C. & Wilson, J. 2008, The writer's guide to making a digital living: choose your own adventure, Sydney, Australia
Council of the Arts.
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Looking for the Story of the Future
What does the future look like?

We can expect the debate around how best to provide high-speed
broadband and mobile services to a distributed population across a
massive landmass to continue to dominate discussions in Australia and
have knock-on effects on the delivery of content for some time. It seems
fairly clear that while building it is no guarantee that they will come, having a
road they can travel down, be it fast Internet or ubiquitous 3G mobile
coverage, is critical to them actually starting to travel.

Meanwhile more sophisticated and increasingly mobile-compatible content
will continue to be developed by Australian producers in anticipation of
better infrastructure and to service other markets with infrastructure already
in place. Current media usage patterns suggest we can expect further
growth in the creation and use of immersive and interactive social media
such as virtual worlds and games, for employment, education, self-
expression and entertainment. Audiences including students of literature will
develop skills in analysing and critiquing new media writing, as is already
happening with tasks like this one recently set for Year 7 high school
students (around 13 years old):

Your friend has to read an engaging novel. She texts you about the novel
you are reading. Imagine you are sending a text message to him/her about
the plot of your novel. Tell your friend what happens in your novel in the
short time and space that a text message allows. Don’t go into any other
detail. Just concentrate on what happens.

When it comes to audiences, writers comfortably expect to look further
afield than Australia for supporters. Given that what is being created, be it a
game, website or even a book, can be produced, stored and distributed in
digital format, exporting your work becomes an increasingly viable option.
Aside from being able to exploit global distribution platforms to reach new
audiences, digital content also offers other competitive advantages. It can
be exported at a fraction of the costs incurred by industries such as
manufacturing, and can be delivered to the other side of the world without
producing significant carbon emissions. While territorial rights will remain a
large factor in any export strategy, the tyranny of distance that has so long
beset Australian companies operating in a global context does not handicap
new media creators.

One can also expect Australia’s proximity to the large emerging markets in
the world, China and India, to provide a further competitive advantage, this
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time over competitors from other regions, with fewer economic and social
ties to these markets.

Business models and copyright provisions will warrant further debate, in a
free market economy trends are set by how users spend their time and
money. As such, one can expect that business models and copyright
adjustments will cement as producers and publishers adjust the pricing and
supply of content and services in response to the market demand.

The current ‘commoditisation’ of content — where digital publishers (new
media companies) feel awash in a sea of content, mainly from legacy media
such as newspapers, magazine and broadcast, needs to change. While it is
true that many new media companies do not see the value of content
created specifically for the digital medium (digital native content),
consumers themselves are increasingly recognising the value of something
‘new’ as opposed to something merely ‘repackaged’. Indeed, research from
the University of Southern California
[http://www.digitalcenter.org/pages/site_content.asp?intGloballd=22] indicated
that since 2005, consumers have been willing to pay for quality digital
content. For our part, as consumers of digital content, we also need to be
willing to ask for more — and to pay for quality. How else can we expect
others to do so?

All'in all the future looks bright in the new media country and there is no
reason why writers should not have a large claim in the land grab.

As for the final question:
* Can somebody please tell me, what is Twitter?

The best answer has to be SIGN UP AND SEE!

Perhaps as a writer setting out to make a digital living this could be your
mantra!l
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Glossary

ARG - An alternate reality game (ARG) is an interactive narrative that uses
the real world as a platform, often involving multiple media and game
elements, to tell a story that may be affected by participants' ideas or
actions.

Banner — a form of advertising where a visual banner appears across the
top or bottom of a site. The term has come to mean any form of graphical
display element on a page, including down the side of the page (skyscraper)
or in the middle of the page (island), and are often referred to by position
(Top Right). (See ‘Text links’.)

Blogs — a shortened form of the term ‘web logs’, which were thought pieces
written to be read by a (possibly unknown) audience. Generally,
consideration and thought is put into a blog, and blogs are a great place to
find out about new concepts, new ideas or new sites. (Video blogs also
exist.)

Buzz - generating word or mouth, excitement or interest in a product of
service. Things with ‘ buzz’ are talked about, shared with people and
forwarded on to others. Buzz is the current zeitgeist — or the hot topic of
moment.

Citizen marketing — the idea that people will engage in marketing your
product for you. Sometimes people do this of their own accord, but more
and more creators are overtly attempting to facilitate this happening, by
supplying assets or calling for collective action.

CPA - Cost per Acquisition/Action. Similar model to CPC, where payment is
made based on action such as signing up to the site clicked through.

CPC - Cost per Click. Unlike CPM, the revenue is paid based on the
number of people who respond to the ad (click on this). The rates are
generally higher than for CPM, as few people will respond to an ad - but are
more likely to be interested in the offer.

CPM - Cost per Thousand (M) — Online advertising model where the
revenue is agree based on the thousands of people to whom the ad is
shown. Like other broadcast advertising, response is not relevant and the
cost goes up as the ad is shown to more people.
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Creative Commons - a form of licensing content which allows the rights
holder to define the rights that can be shared/used by other people. Simliar
to an ‘open source’ licensing system.

Cross-platform writing — writing that is expressed across different media
platforms. It does not refer to digital games with multiple platforms, digital
games that are available on different game platforms, or cross-platform
distribution of content.

Digital content — content (text, images, video) which is provided through a
digital consumption device. Digital content may start life as non-digital but
is digitised for delivery to the end user.

Digital Rights Management (DRM) — a form of copy protection which is
applied to content to stop it being shared at will or without approval of the
original copyright owner. Very contentious subject in all forms of creative
content (including music, video, film, etc.) as the owners wish to maximise
their return through limiting access to those who have fulfilled the
conditions required (normally — paid for the content), but this is at odds with
the promotional possibilities and sharing nature of digital content.

Digital Video Recorder (DVR) — also known as a Personal Video Recorder —
a device which allows for the recording of television onto a hard disk from
where it can be replayed, fast-forwarded, etc.

Discovery — the ability to find new things. This is difficult if filtering is very
effective. When we reduce the noise, we are more likely to see what we
know/want and less likely to find/discover unusual things.

Downloadable — content which is delivered in the form of a file that can be
saved and accessed at a later date. Usually there is a delay in the delivery
of the content (while the whole file is delivered) but the user can normally
access this at leisure without restriction. Most Digital Rights Management is
focussed on ensuring that downloadable content cannot be shared.

e-book — a book provided in an electronic (digital) form. They can be in
different formats and can require dedicated readers (e-book readers). Some
e-books are provided in PDF (Portable Document Format) which can be
read using a free reader (from Adobe Acrobat).
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Filtering — applying a screen which limits the responses to a specific action
(e.g. a search) by filtering’ out the undesired elements. Also referred to as
‘removing the noise’.

Freemiums — offering a product or service free in the beginning to generate
interest and take-up and then a charging model is applied. It is important
that consumers know that the service will only be free for a period of time.

Generation (Gen) C - a highly connected group of digital consumers who
are actively engaged with their community and use this to filter and discover
information in the digital space. They are a more creative generation then
any previous, empowered by communications and computers. While they
often cross-over with Generation Y, Gen C exhibits highly and hyper-
connected behaviours, rather than being born in a specific year range.
Approximately 10% of Gen C are over 45.

Heritage media — see Legacy media

HTML - Hypertext Markup Language. The formatting language used to
write web pages, which defines how they will look.

Joost - an internet TV service which provides almost 500 TV channels with
over 25,000 programs. Joost downloads a player to the computer and can
then stream high quality video programs through this to the user. Other
Internet TV services include Hulu and Veoh.

Legacy media — content which is developed for consumption through a
linear or non-interactive form such as TV, film or publication (book,
magazine or newspaper). Legacy content might be created digitally (written
on a computer, filmed using digital film), but the consumption is assumed to
be through a non-digital device. (Note that a digital TV taking a digital signal
from a digitally made piece of content is still regarded as Legacy when the
content is consumed in a passive, sit back manner.)

Long Tail — a concept that the Internet has opened up the possibilities of
finding a market for all forms of niche (small volume) content. Basically,
whereas the top songs are bought by most people, there is usually at least
one person who will buy a copy of all the other songs. A theory developed
by Chris Anderson, the ‘head’ is normally 50% of the sales, and the ‘tail’
can be very, very long.
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Mash-up - taking content and chopping and changing this to deliver
something new. Sometimes mash-ups will include content from a variety of
sources ‘mashed up’ in a new offer.

Massive Multiplayer Online Role Playing Games (MMORPG) — games where
there are massive numbers of players (often in the millions) who all
participate and interact with each other in an online environment. The
players all share a ‘world’ and create characters who live out their lives in
this world (Role Player).

MMS - Multimedia Messaging Service. Similar to SMS or text message, this
is a form of mobile messaging which allows the incorporation of rich media
content (images, short video, long text).

Native digital content — content which is developed with the specific intent
of being consumed in some digital form — usually in an interactive manner
(see Legacy Media).

Noise — the general increase in life volumes created as a result of increased
connectivity. The volumes increased are in content, information,
communication and connectedness. Due to the volume of the ‘noise’ which
exists around us, it is important to create ‘buzz’ to get cut-through on the
noise.

Off-deck — the opposite of On-deck, where the content provided is made
available more like a web model. The consumer enters the address (or
clicks on a link in an SMS message) and can access the content regardless
of their mobile carrier. See the section on mobile for pros and cons.

On-deck - the name given for services which are provided by a mobile
carrier within a dedicated area, often where content is free, subsidised or
the data rates waived. The content that is provided in this area is under the
control of the carrier — even if they contract with third parties to deliver the
sites

Open source — a standard, system or development process which is not
controlled or owned by one person or company, but is open to being used
by many people.

PoD (Publish on Demand) — the ability to have a publication (book,

magazine, newspaper) converted from a digital to a hard copy upon
request. There may be some time delays (in terms of printing) but storage of
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the pre-printed publications is not required as only a single digital form
need be held.

Portals — internet sites which aggregate or provide content on a variety of
topics or which link through to more content. Ninemsn is a portal site, as it
Yahoo!7. News Ltd is also a portal site (to the rest of the News Ltd family)
while Fairfax [www.fairfax.com.au] is actually more of an index to the Fairfax
suite of sites, rather than a portal (it does not provide information itself).

Prosumers — the amalgamation of ‘producers’ and ‘consumers’. Where as
producers make original content (blogs, videos, load up photos, etc.),
prosumers interact with this and comment on the content created, rather
than just anonymously consuming it.

Prototype — building an example of something so that you can see how it
might work as a finished product.

Search Engine Marketing (SEM) — paying for a preferential presence in
search engine results.

Search Engine Optimisation (SEO) — the manner by which websites embed
specific information within the site to allow the site to be more easily found
by search engines such as Google. SEO is an art as well as a science and
includes creating sites within a site to allow the sub-sites to be more easily
found; applying rich metadata tags to a site; making arrangements with
other sites to reference each other so they are more easily found, etc. SEO
is designed to get around the theoretically impersonal nature of search by
skewing the results in one’s favour.

Short Message Service (SMS) — a mobile phone text message. Called
‘short’ as the message text is limited to 160 characters in length. The single
most prevalent form of digital communication in the world.

Social media - the various activities that integrate technology, social
interaction, and the construction of words, pictures, videos and audio.

Social Marketing Optimization (SMO) - a set of methods for generating
interest (buzz) through the use of social media. This includes tactics such as
RSS feeds, tagging (allowing people to Digg this), blogging and
commenting or ‘feeding’ to create interest
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Streamed video - video which is delivered in the form of a digital ‘stream’ —
much like radio. It is not delivered as a file (download) but as a right-now
form of video. Audio (notably from digital radio) can also be delivered in this
format.

Subscription — payment of a regular amount of money to gain/retain access
to a service. Subscriptions may include a specific number of accesses, for
example, a 20 access subscription would allow you to access a service 20
times in the relevant period. Many subscriptions are for unlimited access
during the period.

Tagging — the ability for consumers to mark a piece of content, blog,
website, image, photo, story, etc. as something they like. Tagging is similar
to bookmarking, but social media tagging sites allow the tags on content to
be aggregated (gathered together) to provide a ‘rating’ based on tags.

Text links — a form of advertising where the element to be clicked on
appears as a link of text on the page. The line is hyperlinked to either
another site or another page. In this way, it performs similar to a banner ad,
but is displayed only as a line of text.

Traditional Content — see legacy media

Twitter — a type of short message service (140 characters) where all
messages are passed into effectively a ‘stream’ of messages and the
stream can viewed as a whole (unfiltered) or through seeing only messages
from those one is interested in following. Replies can be made and direct
(personal) message sent. The stream can also be viewed by special (hash -
#) tags or by searching for a specific word. Often called ‘micro-blogging’,
Twitter is more a ‘stream of comment’ than a considered piece of writing.
Intensely presence (NOW) based and collaborative.

VoD (Video on Demand) - the delivery of video upon specific request.
Commonly used for online and mobile, the content might be short (30
seconds) or long (full length movies) and is typified by being delivered upon
request (streamed or downloaded).

WAP — Wireless Application Protocol. One of the ways in which content and
‘web-like’ information can be delivered to mobile phones. It is often used as
a shortcut to refer to mobile sites (WAP sites), even when they are provided
through other forms of connectivity.
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Wiki — from the Hawaiian for ‘fast’ — wiki, as used now, is the name given to
information or reference work which is developed collaboratively using

online tools. Wikipedia is an example of an encyclopaedia developed online
in a collaborative manner.
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