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HOW TO USE THIS BOOK

Nelson Film Television and New Media QCE Units 385 4 is a complete course book written specifically

for the QCAA Film, Television and New Media syllabus. This authoritative text delivers content
knowledge for deep understanding and skill building. It is written for Year 12 students who wish to
learn about multi-platform and stylistic production, and also fully prepare for the case study and external
exam. The highly visual text has a comprehensive yet flexible design, and is suitable for a variety of

individual school teaching plans.

Structure
Within the text

The content has been broken into manageable chunks of information for students and comprehensively
covers the subject matter from both syllabuses. This suits a variety of teaching and learning styles, but
especially the ‘chunk and chew’ approach, shared in-class reading and independent student exploration
via the flipped classroom approach. Important information and relevant quotes feature in breakout
boxes. Icons on the page indicate a weblink or a link to a page on Nelson MindTap.

Images as a learning channel

Nelson Film Television and New Media QCE Units 3(54
features a range of up-to-date and relevant images. Each
image is accompanied by an extended caption that provides
the students with additional information to enhance and
deepen their learning experience.

ArenaPal/Collection Christophel

Figure 12.15 A dying white woman is cared for by

her adopted Indigenous daughter in Tracey Moffatt's
Night Cries: A Rural Tragedy (1990). The film is an
emotive portrayal of the relationship between mother
and daughter, and is powerfully supported by vibrant,
colour-saturated mise en scéne and a soundscape.
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Figure 14.12 Tim Burton's Beetlejuice Beetlejuice
(2024) includes distorted figures and animation,
exploring death and altered bodies. Burton uses

the narrative to justify these distorted visuals with
supernatural themes. Similarities in his visual style
and lighting design can be seen in his distinctive
version of Alice in Wonderland (2010), The Nightmare
Before Christmas (1993) and Corpse Bride (2010).
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HOW TO USE THIS BOOK  vii
End-of-section activities —m—
Marzano’s cognitions and the syllabus underpinning factors , ;
. L. L9 Analyse how Quentin Tarantino uses
are structured into the student activities. Each activity is based el i o aresie s L visul
around one of the key cognitions used in the syllabus. The activity aesthetic in his films. Provide examples from
sentence stem begins with the cognitive verb. The activity then Django Unchained (MA15+, 2012) or other
pushes students to explore the full potential of the cognition by works. Research Tarantino’s philosophy
taking them through the enabling aspects of the cognition and key e ety Gl elel il &gl s S
supporting concepts as listed in the syllabus. Each activity is also of d|g|talfllmmak|ng. Exe.lmllne the visual
characteristics of celluloid film, such as
designed to reflect the syllabus underpinning factors of literacy, grain texture and colour depth, in Django
numeracy and the 21st-century skills (such as collaboration or Unchained (MA15+, 2012) or other works.
critical thinking). Analyse how these visual features enhance
the mood, setting and authenticity of his
. narratives. Compare the aesthetic of celluloid
Spaced practice for the external exam
There is clear evidence that spacing out revision practice over an extended period of time helps to
reinforce students’ understandings. Accordingly, the student book has a highly structured ‘Spaced
Practice’ revision task at the end of each chapter (excluding the production chapters). These tasks provide
a stimulus, contextual information and a challenging exam-style question based on the understandings
in the chapter.
SPACED PRACTICE

Stimulus: Trailer for The Cabinet of Dr Caligari (1920). :“:

Contextual information: The Cabinet of Dr Caligari (1920) is possibly the first horror movie ever made. It

helped launch the German Expressionist movement immediately after World War | in the context of a defeated Th‘/;/ecbul;;:et

Germany. In the story, an insane hypnotist forces his victim to commit murders. Themes in the film include the
brutality of unquestioned authority and the line between sanity and insanity.

of Dr. Caligari

(1920) Official
Trailer #1 —

German Horror

Question (Key concept - Languages): Analyse the use of lighting, camera angle, make-up and set design to oo,

represent the dark themes expressed in the trailer. Evaluate the effectiveness of the film's use of distorted
realities to express the inner worlds of the characters. Justify your response with examples from the trailer.

Making and responding

assessment
The ‘Making and Responding’ sections

]B Statement of intent

address student assessment outcomes in
direct ways. These sections provide students

with the practical information to complete
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formative and summative assessment tasks.
Information about written, pre-production
and production tasks is provided.

WRITING THE STATEMENT
OF INTENT

Every moving-image media product made provides
a rich opportunity for reflection and growth as an
artist. By evaluating and reflecting on their own
work, a moving-image media artist is able to further
develop their technical proficiency, consolidate their
style, increase their innovation and creativity, and
therefore improve their overall artistry.

Figure 16.1 Ballroom dancers Vanessa Cronin (Leonie
Page), Liz Holt (Gia Carides) and Tina Sparkle (Sonia
Kruger) in their competition finery. All choices in Baz
Luhrmann’s film Strictly Ballroom are driven by his
artistic intent. He calls this the ‘Red Curtain’ style,

and one aspect of this style is the use of a device to
heighten reality. In Strictly Ballroom, this device is
ballroom dance. The exaggerated and colourful world
of competitive ballroom dance is present in every
frame of Luhrmann'’s film, realising his artistic intent.

Artistic intention

All moving-image media artists have an intention.
This drives the choices made during the creation
of their artworks and their continual reflection
surrounding the effectiveness of choices. This
intention may be stylistic, a response to context

or process-based; that is, where the process of
creation is considered more important than the

final outcome.

9780170484251
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External exam preparation

Exams can be stressful for Year Twelve students. Doing well in an exam depends on having good subject
understandings within the five key concepts. The Student Book has a dedicated chapter on responding
to exam questions, as well as five sample exam questions. The Student Book provides an extremely
comprehensive subject knowledge and helps to develop skills in each of the syllabus objectives and can
also be used for individual study and revision.

WHAT YOU

KNOW

CouLD
KILL YOU..

RGR Collection/Alamy Stock Photo

Figure 6.7 Conspiracy Theory (1997) stars a paranoid
character played by Mel Gibson, who believes

NASA space shuttle flights were used to control
earthquakes. In 2024, real-world weather forecasters
received threats of beating, arrest and death from
conspiracy theorists who believed the weather
bureau controlled the weather. Two hurricanes

hit Florida 12 days apart, prompting an American
congresswoman to claim the storms were created
and purposefully directed by the US government.

~¢Nelson MindTap
An online learning space that provides .
students with tailored learning experiences. :‘ K4
Access tools and content that make learning simpler yet smarter.

Flexible formats: choose how you navigate using either the online e-book Weblink
or offline PDFs. Equation

Margin links in the Nelson student book signpost multimedia student problems
resources found on Nelson MindTap.

For students: For teachers™:

Access weblinks to consolidate and extend e Use syllabus-aligned teaching plans to

your learning. implement the new QCE FTVNM Units 3 & 4

Apply key media concepts using the range of syllabuses with suggestions for programming

templates and resources. and assessment.

Navigate your own path, accessing the content Help build your students’ exam readiness

as you need it. with with nine key concept tests (Test Bank
powered by Cognero) and scaffolding for
Spaced practice questions.

* Complimentary access to these resources is only available to teachers who use this book as part of a class set, book hire or
booklist. Contact your Cengage Education Consultant for information about access and conditions.

Security and privacy: 2024. The annual ST4S assessment is part
of our commitment to supporting the online

security and safety of students and schools.
Learn more at st4s.edu.au.

e Nelson MindTap joined the Safer Technologies
4 Schools (ST4S) Product Badge Program in
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Understanding the cognitions,
key concepts and instrument-
specific marking guides (ISMGs)

COGNITIONS IN THE
QUEENSLAND ATAR SYSTEM

Cognitions are the different ways we think and
process information. They underpin all the
syllabuses in Queensland’s senior assessment system.
All Queensland syllabuses are designed using
a shared vocabulary based on thinking skills and
criteria. This ensures that students can seamlessly
apply the same cognitive processes, such as analysis,
across different subjects such as Biology, Economics
or Film, Television & New Media (FTVNM).
These cognitive skills are referred to as cognitions.
In Queensland’s senior schooling context,
cognitions function as action verbs that structure
syllabus and unit objectives, content, assessments
and criteria. They make clear for teachers and
students what they need to do with what the subject
wants them to understand. For instance, simply
asking students to write an essay on how mise en
scéne creates meaning is unhelpful, as an essay
is an outcome, not a thinking process. Instead,
ask students to analyse how mise en scéne creates
meaning, which clarifies the path to understanding.
This involves breaking down mise en scéne into its
components such as lighting, costume and setting,
and examining how these elements connect to
convey meaning.

Marzano and Kendall's New Taxonomy

To develop a new curriculum system, the
Queensland Curriculum Assessment Authority
(QCAA) established various committees of teachers
and university academics who researched educational
systems worldwide, including thinking frameworks
for learning and assessment. Marzano and Kendall’s
New Taxonomy is a framework for understanding

9780170484251

how we learn. It divides learning into three

main areas: cognitive (thinking and knowledge),
metacognitive (managing one’s own learning)

and affective/self-system (feelings and attitudes).
‘Cognitive’ includes steps from simply recalling facts
to solving complex problems. ‘Metacognitive” helps
students plan and reflect on their learning process.
‘Affective’ deals with how our emotions and values
affect our learning.

Marzano and Kendall’s New Taxonomy was
chosen to underpin Queensland’s senior syllabuses as it:
* offers a multidimensional approach to learning by

integrating cognitive (thinking and reasoning),

metacognitive (thinking about thinking) and
affective domains (feelings, attitudes and
emotions). This approach allows for a more
complete understanding of student progress

* aligns with 21st-century skills by emphasising
self-regulation and higher-order thinking,
framing learning as not just about acquiring
knowledge, but also about critical thinking

and problem-solving
* enables nuanced assessment design, measuring a

range of cognitive processes for a more accurate

picture of student learning
* supports teaching strategies that engage

students in diverse cognitive tasks, promoting

deeper understanding.

Including metacognitive and affective/self-system
aspects fosters a holistic approach to education,
addressing not just what students know, but also how
they manage their learning.

The taxonomy categorises cognitions into three
levels, as follows:

1 Retrieval and comprehension (basic recall).

2 Analytical processes (reasoning and interpretation).

3 Knowledge utilisation (applying knowledge
through problem-solving and decision-making).
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Figure 1.1 Marzano and Kendall's taxonomy (classification)
of learning processes.

FTVNM cognitions
The cognitions of FTVNM involve higher-order

thinking skills and creative processes, and are
located predominantly in the ‘knowledge utilisation’
category of cognitions.

In FTVNM, some cognitive processes occur prior
to others — for instance, to resolve, students must
first create. Higher-order cognitive processes such as
analyse contain the stepping stones of other cognitions.
For example, students must first describe and then
interpret. These cognitive stepping stones are reflected
in assessment marking guides (ISMGs, see page 5).

In FTVNM, the following six cognitions are
used as ‘objectives’ of the syllabus to structure units,
subject matter and assessment.

Design

The design cognition involves selecting codes

and conventions to create representations; using
pre-production formats (e.g. scripts, storyboards,
treatments) to p/an moving-image media products;
and justifying choices about production decisions.

Create

Create, as a cognition, asks students to use
production processes to realise a pre-production plan
through deliberate selection and manipulation of
appropriate production technologies (e.g. cameras
and audio equipment) and post-production processes
(e.g. editing software).

Resolve

The resolve cognition involves demonstrating

creative purpose and addressing the key concepts.
This involves impactful use of languages (e.g.
technical and symbolic codes) to communicate
intended representations to audiences. Students refine

their own production practices through resolving.

Apply literacy skills

Applying literacy skills involves communicating
effectively and requires selection of suitable FTVNM

terminology and language conventions (grammar,

spelling, sentence structure, punctuation) for

the context, purpose or genre, as well as using

referencing conventions and citations to acknowledge

others’ ideas and information.

Analyse

Analysis requires students to examine the

construction of moving-image media products

within different contexts of production (e.g.

institutional and technological) and use (e.g. target
audiences) and ‘unpack codes and conventions’
(QCAA, 2024) to interpret how languages create

representations. Students dissect moving-image

Select. Use. Justity. ~Arnnm~s Desigr
Realise. Manipulate, A~~~ Create
Use VAAAASP Rosalve
Dissect Describe
Examine. Interpret %
Apply to AAAAAS Caminunicale

AAAnss Analyse

Making and responding
to moving-image media
involves so much
higher-ordaer thinking!

Figure 1.2 FTVNM is a rigorous, challenging and
rewarding subject requiring significant higher-order
thinking skills. The processes in understanding

and making moving-image media products require
complex skills in problem-solving and decision-
making, critical and creative thinking, and effective

communication.

9780170484251
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CHAPTER 1: UNDERSTANDING THE COGNITIONS, KEY CONCEPTS AND INSTRUMENT-SPECIFIC MARKING GUIDES (ISMGS)

media products into component parts, accurately
describing characteristics and interpreting meaning.

Evaluate

Evaluation involves making judgements and
drawing conclusions, and juszifying these through
research and examination of moving-image
media. Evaluation also involves reflecting on one’s
own practice.

Using awareness of the cognitions
to improve your marks

Understanding how cognitions function in QCAA’s
ATAR system can help senior students in Queensland
enhance their learning and results. Cognitions focus
on how we think and process information, which is
essential for success in studies and assessments.

Each cognition informs the assessment marking
criteria (ISMGs), so grasping their expectations is
crucial for knowing how you will be evaluated. For
example, developing skills in analysis and evaluation
is key to meeting the external exam criteria.
Recognising the characteristics of each cognition
allows students to self-assess their work and identify
areas for improvement.

To assist students in strategically using cognitions
for assessment preparation, the activities in this book
are structured according to the six FTVINM cognitive
objectives and their associated thinking skills.

— O ——

1 Foreach of the six cognitions in the FTVNM
syllabus (outlined earlier), draw a non-
verbal representation of the thinking process
involved in that cognition. Using this as your
pre-production plan, select production
technologies to create a short wordless
video illustrating each cognition.

THE KEY CONCEPTS AND THE
CONTEXTS OF PRODUCTION AND USE

The five key concepts

In Year 12, the key concepts take on a special
significance as they are an essential part of the

9780170484251

learning and appear in the school-based assessment
tasks and marking guides. They also appear in the

external exam.

The key concepts allow the study of the media in

broad areas of investigation, as follows:

Technologies. The technologies of production,
distribution and reception are integral parts of
the media themselves. They are the tools and the
processes used to create media products. How we
receive a communication determines how we use
it and has an impact on what it means.
Representations. What we see through the
media is not reality, but a ‘re-presentation’ of
reality. It is constructed from various selection
decisions made by the producers. The way the
media construct a view of the world provides an
insight into their relationship with society.
Audiences. While members of the audience may
not immediately think of themselves as part of
the equation, without them the media would have
no meaning. Audiences consist of individuals and
groups. The media products are made for them,
and audiences make meaning of them.
Institutions (industries and organisations).
Media products are influenced by the

Technologies

Representations Audiences

Communicate
meaning

as artistand
audience

Institutions Languages

Figure 1.3 Agraphic from the QCAA General Senior Syllabus
shows the interrelationship between each of the key concepts
in the subject FTVNM. Moving-image media can be investigated
from the perspective of each of the key concepts. The key
concept acts as a lens to look through. The whole system should
be considered in the contexts of production and use.

Key Concepts, Film, Television & New Media 2025 v1.1 General Senior Syllabus ©

Queensland Curriculum & Assessment Authority, p. 9

3
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organisations that produce them. Roles involved
in assembling the products have an impact on

the style of the product. Patterns of ownership
and government regulation also have a significant
effect. Institutions make it possible to have

media products. Institutions also limit what

is produced — whether by cost limitations,
regulations or just inability to ‘think outside of
the square’. Institutions enable and constrain
production and use.

* Languages. The media have their own way of
looking at the world. Each uses a specialised
language, whether visual or written. Media
products have distinctive ways of telling stories;
they have particular narratives and recognisable
genres. Moving-image media languages are the
systems of signs, codes and conventions that help to
create the meanings we get from media products.

The contexts of production and use

The context is the surrounding environment of the
text. In the subject FTVNM,, the context has two
parts: the contexts of production and the contexts of
use (or reception).

Contexts of production

When language, the time of production, nationality,
organisation, government regulations and all other
factors of a production environment are combined,
they create the context. Context refers to all the
natural, cultural and social aspects of an environment
that help shape the final meaning of a text.

*  Time of production. The time of production is
an influence, irrespective of the setting, because
the image must appeal to the audience of the
time. Narratives, production designs, embedded
beliefs — everything has to suit audience tastes in
the time the media text is marketed.

* Natural and landscape aspects. Natural aspects
of a context include the geographical and
landscape factors at play in the development of a
particular setting. However, the natural aspects
of a contextual environment are difficult to
separate from the cultural aspects. For example,
the western genre could probably only have
developed in the USA. America has a fertile
west; Australia’s west is largely desert. New
Zealand and England do not have that type of

environment at all.

* Cultural context. The cultural aspects of a
context include language, history, values and
beliefs, the economic system, technology
and the customs of a particular community
or civilisation.

* Social context. The social context describes the
social interactions of people around a particular
text. The social context of a media product
includes the nature of the individuals who are
communicating, as well as the medium they
choose to communicate through. It also includes
the type of subject matter chosen. Roles and
relationships within the organisation also affect
the context and therefore the text.

Contexts of use

The contexts of reception and consumption are the
surrounding circumstances in which a media text is
consumed or used. The reception context includes
the following.

* Platform and technology used to consume the
media product. The kind of experience a media
text can offer depends on the technology and
platform used to present it. For example, the
experience of watching a movie in an IMAX
cinema is quite different from that of watching a
movie on a small screen on the back of a seat on
an aircraft.

*  Surrounding environment of the audience. The
space chosen to consume the text can influence
its reception. For instance, the formal space of
a darkened cinema offers a different experience
from that offered by the informal environment of
a family lounge room or a teenager’s bedroom.

*  Time of day. Media texts are often designed to
be consumed at certain times of the day.

* Individual personality and life history of the
audience member. The life histories and recent
experiences of the audience can affect the way
they interpret a film. For example, an audience
member who has recently gone through a
relationship break-up will view a romantic
comedy differently from the way someone in a
happy relationship will view it.

* Background knowledge or cultural knowledge
of the individual. Part of the context of reception
is also carried within the minds of the audience.
What they perceive of the narrative image and
narrative enigma can determine their state of
mind when they consume the text.
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1 Selectafilm, television series or video game,
then analyse one aspect from the point of
view of each of the five key concepts.

2 Choose either the contexts of production
or the contexts of use and analyse a film,
television series or video game from that
perspective.

MARKING GUIDES EXPLAINED

Units 3 & 4 students in General subjects in
Queensland are assessed on a combination of an
external exam and internal assessments. For many
subjects, including FTVNM, internal school
assessments contribute 75 per cent of the overall
mark. The three summative tasks are combinations
of creative planning, practical production and
written analysis. Assignments are structured to
address the objectives of design, create, resolve,
apply, analyse and evaluate.

The internal assessments for FTVNM are
marked according to marking guides, which are the
same for all students in Queensland. The marking
criteria provide specific descriptions of student
work through characteristics built into the levels of
achievement for each objective assessed in the task.

Teachers award provisional marks within school
processes. The QCAA confirms these marks
after a comparison process to ensure consistency
of standards. For students with an eligible subject
selection mix, FTVNM will contribute to ATAR
scores for tertiary entrance purposes.

Students in schools should ‘deconstruct’ the
marking guides to understand what is required for
success in each assignment, according to the QCAA.

The cumulative stacking approach
Since 2019, The Arts syllabuses in Queensland

are assessed according to a cumulative model that
some refer to as ‘nested criteria’. Unlike trading
off descriptions to find which level is most like a
student’s work on average, in The Arts, a higher
performance level descriptor builds on a broader
performance level of a foundational understanding
from below.

The ‘stacked steps’ of the cumulative approach
means that each objective has its own staircase to

9780170484251

the higher marks of the criteria. You must plant your
metaphorical foot deliberately on each step as you
climb the marks and not miss any one of the stairs.
If you do not address the essential ‘characteristics’ in
a performance level descriptor, your result is stuck on
the step below.

How to have your work reach
the higher standards

Each of the key elements listed in a top achievement
descriptor must be evident to gain top marks.

These top marks reflect higher-order thinking

and skills. Students should identify and highlight
the key features and cognitive verbs in the highest
mark category for each objective within the task.
These are your goals. The words have a particular
meaning in the syllabus, so students should
research the definitions and annotate the criteria to
clarify meaning.

Aim to capitalise on the assignments where big
marks are on offer. As students progress, incremental
learning occurs with each task. The standard of
work should increase as skills build. The potential
marks for school-based assessments increase
through Units 3 & 4.

Marks for each objective vary within a task.
Wiritten literacy skills are a very achievable strategy
to gain marks in the Apply objective. However,
successful production aspects carry the highest
contribution. Being well organised significantly

Figure 1.4 This is Spinal Tap (1984) is a classic
mockumentary and rockumentary which started
arock meme about going the extra step for their
passion. In the parody, the lead guitarist reveals how
they have the edge on their competition. While other
loud heavy metal bands can only turn up their volume
to 10, this fictional band can go one more; their
highest volume is 11!

Everett Collection Inc/Alamy Stock Photo
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List limitations and benefits to come to Top
judgements, using sources. mark

Find more examples and add proof from research and/
or screen products.

Figure 1.5 A graphic of a sample marking guide shows how the stacked achievements are seen as cumulative. Once
you've identified your audience for the media product being discussed, you are on the marks staircase. Green is a good
start. To reach the gold standard of the highest descriptor, you must climb every step.

assists in meeting production goals. Leaving
plenty of time to problem solve and produce high
quality is particularly valuable in production
phases. Find passion for your project and the
enthusiasm that will help you go that one extra
step to hit the high point of your skills during your

practical productions.

Covering off on each level

A systematic method to ensure each achievement
descriptor is accounted for is to draft from the
bottom up. Begin with the foundational information
for gaining the first one or two marks. Move up
through the levels, consolidating the demands of
the characteristics needed to be evidenced before
moving up.

As you tackle each descriptor, look for the
‘discriminator words’ that differentiate from the
performance below it. This language represents
increasing sophistication in the student response.
For example, when required to analyse, there may be
lesser demanding cognitive verbs leading up to the
top responses. Students should become familiar with
such definitions as:

*  Analyse: Consider and examine to recognise
patterns, meaning, similarities and differences.
Understand the logic of assembled parts and how
they work as a whole. Pull apart to observe and
explain the workings of something.

*  Explain: Describe in detail with additional
information than what is obvious, such as
related facts.

* Identify: Recognise what something is from a
number of other possibilities. Name and find
something. Place it within a set according to
certain features (QCAA, 2024).

Starting from identify, it is possible to understand
the increasing rigour needed to build up to analyse.
Marking guides from school-based task sheets can
be annotated to explain the additional requirements
as students move up through the demands of the
discriminator words. The left-hand margin is a good
place to annotate this as instructions will often begin
with a cognitive verb.

9780170484251
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Figure 1.6 Spinal Tap guitar amplifiers are comically
portrayed as going all the way to 11. The guitarist

cannot turn

up to 11" without first passing through

8, 9 and 10 on the way. Stacking achievement steps
as 'nested criteria’ using a cumulative model means
students must conquer the lower mark descriptors

before build
to get to the

ing to the next performance level, aiming
top mark.

YAY Media AS/Alamy Stock Photo

Deconstructing stacked criteria
using a cumulative marking guide

The term ‘glass ceiling’ was originally invented
to imagine invisible barriers to full participation
in the workforce. The phrase caught on as many
people recognised that it reflected their own
experience of not rising above a certain level.
Assignment criteria can also have hurdles to
overcome at certain thresholds, so it is important
for students to make them visible by understanding
how they operate and where they might cut in

to restrict results for each objective within a
school-based assessment.

Missing a key step can significantly impact
marks. In this process, film only rushes shot by
a famous cinematographer may not be able to
attain top marks, as it may be inhibited by the
lack of post-filming refinement as edited media.
Similarly, if audio is missing from an exported
clip, the completed student film faces a huge
reduction in marks.

post-production

Mastering the filming/creation stage AND the required 11

Additional processes such as editing after filming

Student created visuals AND audio

No orig

inal recording or creation of material

Source: Darren Sinclair

Figure 1.7 Final production assignments carry potential for high marks. The cumulative approach of stacked
achievement standards brings a potential ceiling at certain thresholds similar to this diagram. These mightinclude
moving from raw footage to edited, providing audio with the video, and original material from the student. An indicative
sample demonstrates how students might identify and visualise potential to overcome these hurdles.

9780170484251

7



NELSON FILM, TELEVISION AND NEW MEDIA

The QCAA syllabus requirement of ‘student
created’ is low down on the marking guide, which
indicates the importance of originality. If a highly
polished production does not meet the authenticity
requirements for the student’s own work, it may not
pass the most fundamental threshold imposed by the
syllabus descriptors.

Using terminology

Each subject discipline has a common language used
by experts in the area of study. Key terms can refer
to hardware, such as production tools, or theoretical
concepts used for designing and analysing texts.
Accurate terminology forms part of the literacy skills
involved in the subject.

Students should determine which unit is
being assessed and workshop lists of related
terms and information. Look up sections in
this text (as well as in Nelson Film Television

{F New Media Units 1 & 2) and the guiding

1.5 ACTIVITIES

questions in the QCAA syllabus. Take note of

the section headings relating to the task you

are working through, as well as the information

collated there. Once drafts are written, conduct

a word search for key terms of the task. The

precise meaning of technical terms should not be

compromised and can be checked for accuracy

in glossaries and specific sections dealing with

each phase of production, planning format or

theoretical framework.
Return to the relevant section to clarify
requirements, for example:

* elements within a genre story (see Nelson Film
Television & New Media QCE Units 1 &3 2,
Chapter 13)

* camera codes and conventions (see Nelson Film
Television (8 New Media QCE Units 1 &5 2,
Chapter 4)

* pre-production formats (see Nelson Film Television

& New Media QCE Units 1 & 2, Chapter 16).

1 Selectaschool-based assignment you will complete during your course (perhaps the next one). Locate
the descriptor for the top level of achievement. Identify the key terms and cognitive verbs to highlight.
Annotate the marking guide with break-out boxes. Summarise the definitions in the left-hand margin for
each one. Repeat the process for each objective assessed in your selected task.

2 Locate the marks total for Units 3 & 4. Identify the highest marks in one objective of the course. Analyse
the top mark descriptors. Identify the most basic skills in the lower descriptors - these become non-
negotiables in a cumulative marking model. Discuss the highly valued skills in the course in a written
conclusion, evidenced by the combination of highest marks.

3 Examine a marking guide with a significant number of marks and descriptors, such as a production
objective. Identify the 'discriminator words' that allow progressing up the schema. Annotate these words
to expand the meaning and suggest examples that would be evident in student work for each.

4 Annotate a marking guide for a theory task (such as a case study) to locate information on key terms.
Use break-out boxes on the right-hand margin and available space to list page numbers and subheadings
to deal with the topics: initiating participation, sustaining engagement, context of production, audience
interaction opportunities, technologies for participation, institutions and participation, features of

participatory media.
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Participation - Unit 3

UNIT INTRODUCTION

Participation is the topic of Unit 3. You will learn how people now participate in the media in unprecedented ways.

Today you can be an audience member, a user and a producer all at once.

Different technologies allow participation in different ways. You will learn how traditional and emerging
technologies can provide different platforms for engagement. These can either enable or constrain involvement.

You will learn how to appraise different media platforms and the audience experience that they offer. Audiences
become connected in diverse ways and their experience of participation can differ considerably. Audience participation
is affected by the contexts of both reception and production.

Participation is also influenced by media companies or institutions and the contexts in which they operate. You
will learn how different social, political and economic factors can affect the ways media institutions operate, and how
they allow audiences to participate.

By the end of Unit 3, you will have completed a case study of audience participation in moving-image media. You
will have proposed a multi-platform story that invites audiences to participate. You will also have produced one aspect
of this story as a moving-image media production.

AREAS OF STUDY
TECHNOLOGIES AUDIENCES INSTITUTIONS
How do technologies enable or How do different contexts and purposes How is participation in institutional
constrain participation? affect the participation of individuals and practicesinfluenced by social,
culturalgroups? politicaland economic factors?

9780170484251
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WHAT IS MEDIA PARTICIPATION?

Think about what life was like for your grandparents
or elderly people. They would not have thought
anyone could start their own newspaper or make
their own video channel.

Today, this is possible because of the rise of
digital technology. Computers and the internet have
made it possible for media to be produced relatively
cheaply. Academics speak of the democratisation of
media production.

This means there has been a change in power
relationships. Where once the owners of the media
had all the power, now it is spread a little more evenly.
Everyone has the power to participate to some degree.

Participatory culture

The rapid increase in new media technology
encouraging users to generate their own content
has created what media scholar Henry Jenkins has
termed a ‘participatory culture’. In 2009, Jenkins
and co-authors Ravi Purushotma, Katie Clinton,
Margaret Weigel and Alice Robison wrote a white
paper entitled ‘Confronting the challenges of
participatory culture’. Jenkins believes this culture
has the following characteristics:
* low barriers to enter participation in

media expression
* peer support for creating and sharing
*  members who validate the contributions of others
* members who feel connected to one another.

Skills gained in participation

Henry Jenkins suggests there are a number of

operational skills needed to successfully engage in a

participatory culture:

* Use and reuse media. Participants need the
ability to play, perform, simulate and reuse
media content.

* Follow flows of information. Users need the
ability to follow the flow of stories across multiple
sites and media types.

* Negotiate with others. Social network members
need the ability to network, distribute, negotiate
and respect diverse opinions. They need to
appreciate other perspectives and be able to
collaborate successfully with others.

* Evaluate sources. Users need the ability to make
judgements about the reliability and credibility of
different information sources.

Researchers describe ‘creative literacy’ as the
ability to creatively use technology for positive

social purposes, rather than just using it to

retrieve information.

Collective intelligence

Collective intelligence is the term for the sharing
of knowledge across thousands or even millions of
people, as occurs on the internet.

Knowledge communities such as wikis capture
and organise collective intelligence (also known as
‘the wisdom of crowds’). While wiki contributors
may be knowledgeable, it is networking itself
that brings power through organising knowledge
and making it accessible. The whole intelligence
collection is much more powerful than the sum of
the individual knowledge.

Other social networking sites, especially those
that are professional-, industry- or business-based,
allow users to pool their intelligence to solve
complex issues and questions, and to build vast
bodies of collected and organised knowledge.

The participation gap

Participatory cultures empower people to contribute
to online society in various ways where they couldn’t
before. However, a gap begins to form between those
who embrace the digital versus those who are either
resistant to the change or unable to access the required

9780170484251



technologies. The participation gap can affect people
from economic, cultural and gender perspectives.

Economic gaps

In the digital age, many everyday tasks are done
online. There are clear economic advantages for
those who have access to technologies. For those
who cannot afford to access these activities, the
divide becomes larger. For example, workplace
meetings online via Microsoft Teams or Zoom
become an issue of access which disadvantages
those who cannot afford it and causes a divide in
the workplace.

Cultural and gender gaps

In participatory culture, the lack of varied voices
and opinions from different cultures and genders
increases the participation gap. There is a distinct
lack of representation for those who don’t have
access, the skills to participate or the funds to
purchase the right technologies. According to
University of Nottingham academic, Younghoon
Chang et al., the digital divide at the national and
international levels reflects pre-existing social,
economic, political and cultural inequalities. This
shows that if there is already a cultural divide in the
country, there will also be a participation gap.

Issues and problems

If certain cultures and genders are not provided
equal opportunities to represent themselves online
and are instead represented by other groups, this
can lead to misrepresentation, online bias and an
overrepresentation of certain points of view.

Media and participation

Participation is an important part of media
consumption and ensuring audience engagement.
Allowing audiences to participate beyond passive
viewership provides more opportunities for audiences
to go deeper into the story world.

Potential and benefits

Participation offers audiences a more intimate and
engaging way to consume media. It rewards the
audience for following the narrative and encourages
fans to build the story world in various unique ways.

9780170484251
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Participation in these narratives can encourage fans
to take ownership over their own experience and
build a strong fan following.

Issues and problems

Participation can exclude audiences who can’t access
the content, making them unable to gain the full
experience of the narrative. Multi-platform content
is designed to build on content across platforms,

but this can still result in a loss of full engagement
as well as an understanding of the larger narrative
when they are excluded from these platforms.

Citizenship and participation

Citizenship and participation in media characterises
the ways in which people can engage online to
participate in their society and governance of their
country. This is often linked with the user’s active
participation in politics and their rights within society.

Potential and benefits

Citizenship and participation allow users to engage
personally with the political landscape of their
society by opening online dialogues or even voting
online. Henry Jenkins, Mizuko Ito and Danah

Boyd note that participatory culture allows users

to have a voice in their society. Users are better

able to communicate with others that may share or
challenge their own political views. This allows for a
deeper understanding and connection to the political
state of their country.

Issues and problems

Citizenship and participation offer a lot of
possibilities for users to feel a sense of belonging
within their society. However, this can result in
oversaturated media content online with limited
representations and perspectives of society

and political extremism, which can impact the
understanding and beliefs of the general populace.

Education and participation
Potential and benefits

The education system heavily focuses on integrating
media into the curriculum with more classrooms
using computers and technology. Learning about
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how to use these technologies becomes an integral
part of equalling opportunities for students.

Issues and problems

Some schools may have limited funding to invest in
computers or new technologies, which may prevent
students from accessing the tools. Understanding
how to protect your identity, your created content
and use online spaces safely is an essential skill

in the internet age. It is also a skill that can only
be understood through using the technologies
themselves. Those who are unable to access the
technology on a regular basis may fail to protect
themselves and their content.

Ways people participate

Technologies are central to the ways people
participate. The impact on interactivity is
multifaceted and far-reaching. As these technologies
continue to evolve, we can expect even more
innovative and immersive forms of mobile
interactivity to emerge.

Mobile devices

Mobile-connected devices have fundamentally
transformed how people interact with digital
content, physical spaces and each other. These
devices, particularly smartphones, are integral
to our daily lives, connecting the digital and
physical worlds.

Mobile devices have transformed our
urban experiences, created new possibilities for
storytelling and social coordination, and changed
how we perceive and interact with our environment,
blurring the lines between our digital and
physical realities.

Social media

Social media refers to online platforms and
technologies that allow users to create, share and
interact with content and with each other. These
platforms have fundamentally changed how
people communicate, consume information and
participate in culture.

Understanding the full impact of social media
requires looking beyond just cultural participation to
consider the economic, political and social structures
in which these platforms operate. The debate

around social media highlights tensions between
its participatory potential and its embeddedness in
capitalist economic structures.

Web 2.0

Web 2.0 refers to the second generation of the
World Wide Web, characterised by a shift from
static web pages to more dynamic, interactive and
user-generated content. This evolution in web
technology and design philosophy emerged in the
early 2000s and has continued to transform how
users interact with the internet.

The participatory culture fostered by Web 2.0
has democratised information creation and
dissemination, while also presenting new
challenges related to information quality, digital
literacy, individual privacy, mass surveillance and
online safety.

Platforms

The emergence of online platforms as the dominant
form of information management has given rise to
new forms of digital culture. Platform culture refers
to the shared behaviours, norms and interactions
that emerge among users within the context of
online platforms or services. These platforms, such
as social media networks, video-sharing sites and
online forums, create unique digital environments
that shape behaviour and communication patterns,
a sense of identity and subjectivity, and an

overall worldview.

Platforms have come to shape society not just
through user-generated content, but through other
vital factors such as network effects, algorithms,
UI/UX design and, ultimately, platformisation.

Esports

Esports refers to competitive gaming at a
professional level, involving various video game
titles across different genres. Since its inception,
the industry has grown significantly, attracting
millions of viewers worldwide while offering
accessible opportunities for anyone to
participate.

Major game publishers, such as Blizzard
Activision, Riot Games and Valve Corporation,
played crucial roles in the esports ecosystem. The
key entities involved also include game publishers,
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event organisers, professional teams and the global
fanbase. Because the industry is still relatively
new, it has yet to achieve the same heights as its
conventional sporting counterparts.

Games

Since the 1980s, video games have grown

in popularity and become one of the largest
media industries today. Much like most other
forms of media, video games adapted to social
media conventions, embedding themselves
into the participatory culture of today’s online
digital media. This shift created a sustained
form of engagement that kept video games
alive and allowed them to increase with social
media. Previously, gaming was nothing more
than a distraction for a short while. Today,

it is a dominant form of media and mode of
everyday life. It has developed into a culture that
encompasses billions of users.

Why people participate

It has been suggested the reason most people
participate in new media is not just to attract a mass
audience. Reasons for participation include:

*  For attention or fame. Everyone enjoys
attention, and new media sites allow people
to put themselves out there for the world
to see.

* To connect and ‘hang out’. New media,
the internet and social networking sites can
provide a sense of community and belonging,
despite the fact that the community might
be spread around the world. But many online
friendships can also be extensions of existing
real-world friendships. This often happens with
online gaming.

* Self-disclosure and ritual. Social networking
sites and the internet generally provide an
unparalleled opportunity for self-disclosure,
opinion and communication with small
groups of friends or the entire internet.

They can undertake the rituals of forming
friendship and social hierarchies, which also
presents vulnerabilities.

* Building and exploring identity. Social networks
allow users to build and explore their identity —
whether authentic or fictional.
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Types of participation

In the participatory culture of the modern internet,
users, producers, consumers and corporations are all
interacting together in an online world. However,
there are different power relationships and different
types of participation. Media theorist Mirko

Tobias Schafer distinguishes between explicit and
implicit participation.

Explicit participation

Explicit participation is intentional and driven by
motivated users. It is a creative activity, and the
creators could range from unskilled beginners to
professional producers. Explicit participation occurs
when content creators make and upload a video to
YouTube, contribute to Wikipedia, create vlogs or
post to TikTok. It occurs when users participate in
esports and make conscious decisions to be involved
and collaborate.

Implicit participation

Implicit participation is unconscious
participation. It happens by means of software
design and easy-to-use interfaces with complex
algorithms running behind the scenes. Implicit
participation happens when the software draws
on users’ habits and then uses them to generate
data. It might be watching videos on YouTube
or TikTok and passively consenting to being
tracked and then being presented with other
similar material.

PERFECT ©
PICKEMS, /"

Figure 2.1 Explicit participation occurs when users
make conscious decisions to upload content, be
involved or collaborate. Esports is an example of
explicit participation. Former FTVNM student Jordan
Mays hosts international esports conventions and has
built a following as ‘Elfishguy’ through a presence on
X, Liquipedia and YouTube.

Jordan Mays
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Participatory producers,
consumers and users

New media has changed the old patterns of media
production, distribution and consumption. In the
past, traditional media was disseminated within the
mass-media model whereby a number of controlling
producers broadcasted their content to a large number
of consumers and audiences at the same time. New
digital media, on the other hand, disseminates
content via the internet through a peer-to-peer model.

The prosumer

In the past, audiences were typically thought of as
simple consumers of media. They did not produce
media. However, American futurist Alvin Toffler
began to think about how audiences can also embody
the role of producers when they customise what
they consume. Combining the words ‘producer’ and
‘consumer’ to create the portmanteau (combination
word) ‘prosumer’, Toffler argued that audiences had
evolved beyond being consumers and were taking
ownership of their consumption in various ways.

In social media today, the prosumer might
create content within the constraints of a platform’s
features (e.g. Instagram filters or TikTok challenges),
while at the same time consuming content of a
similar nature.

The prod-user

The term ‘prod-user’ was coined by Queensland
University of Technology academic Axel Bruns
in 2008. Its origin is in the two words ‘producer’
and ‘user’.

The ‘prod-user’ refers to a more modern context
whereby internet users can embody the role of a
media producer and a media user in a collaborative
context. Prod-users are often associated with wikis
and other collaborative platforms. The typical
prod-user collaborates and continuously builds
and extends the media product. Collaboration is
the defining difference between a prod-user and
a prosumer.

Features of produsage

Axel Bruns has isolated four features of the prod-

user in action:

*  Open participation. Content is created by
prod-users using collaboration and peer-to-peer

AN oAl

Figure 2.2 The first logo from the '‘Broadcast Yourself’
era of YouTube (2005-2011). Subtle changes were
made to the logo until it was fully revised in 2017.
YouTube represents the classic case of ‘produsage’ -
the tagline ‘Broadcast Yourself' makes a direct call to
the producer-user. Someone with a YouTube account
who uploads videos and also consumes the videos that
are generally available is considered a prod-user.

sharing. These peers may be real-life friends, or
they may just collaborate online.

Fluid group organisation. People work together
on projects, doing the parts they are good at.
There does not need to be formal role allocation.
Always in draft stage. Often the content made
by prod-users is unfinished and in a state of
perpetual updating. Bruns points to Wikipedia
as an example of this aspect of produsage. A
topic entry may be created by one user but can be
overwritten by another and then another.
Unclear copyright. Because there are often

so many users involved in producing content,
copyright becomes a difficult issue to establish.
'This complexity does not mean, however, that
there is no copyright protection.

Key differences between the
prod-user and the prosumer

The differences between the two terms are subtle,

but are as follows.

Origin. Prosumer emerged from consumer
culture studies, while prod-user came from
digital media studies.

Agency. Prosumers often work within predefined
systems, while prod-users have more agency in
shaping the systems they use.

Collaboration. Produsage emphasises collaborative
content creation more strongly than prosumption.
Prosumers, such as social media influencers, are
often seen to be working independently.
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*  Continuity. Produsage implies ongoing, iterative
content development, while ‘prosumption’ can be
more episodic.

In social media contexts, these distinctions can
blur. A Facebook user might be seen as a prosumer
when they create content using the platform’s tools,
but as a prod-user when they contribute to evolving
community norms or collaborative projects within
the same platform.

User- and loser-generated content

As users participate in the media, they generate
content. Whether this is a positive or negative for
them is a matter of perspective.

*  User-generated content. The modern internet
allows people to participate in the production
and distribution of their own media. When this
is uploaded via produsage, it is called user-
generated content. Blogging and the creation
of wikis have become some of the most popular
forms of user-generated content.

* Loser-generated content. Unfortunately, the
internet offers lots of people the opportunity
to benefit from the work of others. Content
that is generated and shared (often with good
intentions) and then exploited for profit by the
greedy is termed loser-generated content. By the
same process, many young people are involved
in working for relatively small returns or profit
shares while big companies take the majority
of the money. For instance, the microblogging
platform and social networking website Tumblr
was sold for $US1.1 billion in 2013, but the users
who provided the content did not receive any
profits from the sale.

2.1 ACTIVITIES

CHAPTER 2: PARTICIPATORY CULTURE

The Al prod-user

Al systems, particularly large language models
and generative Al, can be viewed as prod-users
that exist in the digital landscape, aligning

with Bruns’ concept of collaborative and
continuous content building. Al systems work
alongside human users, and they are not just
tools used to create content. They blur the lines
between tool and collaborator, and embody the
produsage principle of ongoing, iterative content
development. While as yet lacking in human-like
agency, Al can shape digital environments through
recommendation systems and other mechanisms,
much like human prod-users. Most generative
Al platforms are already collaborative platforms,
where Al enhances content creation, editing and
curation, contributing to the evolution of content
and playing a role in developing and enforcing
community norms.

However, the integration of Al into produsage
ecosystems introduces new complexities and
challenges. Questions arise regarding authorship
and attribution in AI-human collaborative content
creation. There’s a need for robust quality control
mechanisms to ensure the accuracy and reliability
of Al-generated or Al-assisted content. Moreover,
the incorporation of Al into these systems may shift
power dynamics, potentially centralising control in
the hands of Al developers and deployers. As Al
continues to evolve, its role in produsage ecosystems
is likely to become increasingly significant
and nuanced, both extending and challenging
traditional concepts of digital collaboration and
content creation.

1 Research a well-known musician who began by posting their performances on YouTube.
Analyse the various stages of their career and evaluate their rise to fame across platforms, providing
information about the sequences of events. Create a timeline documenting their progress from unknown
to fame. On the timeline, place illustrative examples of the building of the fan base.

2 Survey the class to see how many people fitinto the category of prod-user. Include some of the following

questions:

e Have you uploaded videos to an online sharing site? If so, how many views have you had?
e Do you provide online commentary on videos or games?

e Do you contribute to an online discussion group?

* Inwhat context do you participate - school, home, with friends, etc.?
e What enjoyment do you get out of this kind of participation?
Respond to the areas of investigation in the following table.
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Weblink
More TV shows
need to take
a page from
Severance’s
marketing:
Collider

Resource
Scaffolding

EVALUATE

ANALYSE

CREATE

Evaluate results to interpret user
behaviourin the different contexts.
Evaluate results by drawing
conclusions around the worth of user
enjoyment of participation.

Analyse quantitative (numerical)
results, considering percentages for
each constituent part of the survey.
Analyse qualitative (interview)
results by interpreting responses
and examining any similarities or
differences. Try fluoro-highlighting
all similar responses and

seeking trends.

Create a timeline documenting the
progress of a musical artist who
gained celebrity through YouTube.
Create a timeline with illustrative
examples of the building of a

fan base.

3 Evaluate social media, drawing some conclusions about the degree to which it has brought positives or
negatives into your life. How significant an influence has it been in your life?
Thinking about the participation gap, consider a time that you were unable to participate in an activity due
to one of the reasons listed. Describe what you did to overcome this. Describe how you would do anything
differently if you had that time over again. If you cannot recall such a scenario, consider what solutions

might theoretically be available for some of the issues mentioned.
Make a list of the ways in which you have used the collective intelligence of the internet to solve a problem

4

you have had in the past week.

Evaluate the significance of any dangers in relying on the internet in this way.

Stimulus: Interactive media marketing campaign by Apple TV series Severance (2022-)

SPACED PRACTICE

Contextual information: The article in the stimulus discusses the creative interactive marketing campaign the
television series Severance (2022-) prepared for the release of Season 2 in 2025. The actors were taken to a
popular transit station in America, set up their office space and (in character) began to work. This was quickly
shared onto various social media platforms by multiple passing commuters, creating free marketing.

Question (Key concept - Audiences): Analyse the techniques Apple TV has used to market the release of
Season 2. Evaluate the effectiveness of the promotion both through interactive means and through social
media. Justify your response with examples from their social media campaign and interactive marketing

stunt.
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3 Audiences engaging
and sustaining participation

AUDIENCES AND PARTICIPATION
IN MULTI-PLATFORM MEDIA

Users of multi-platform media arrived on the scene
at a particular moment when technology and new
industry approaches have come together. It is much
easier than it ever has been to switch between
platforms or to involve yourself in fan activities.

Multi-platform consumption is the ‘dedicated
consumption of a narrative across multiple story
worlds’, says Emma Beddows of Swinburne
University, Melbourne. Users are people who involve
themselves actively in the content and communicate
with others around the world. Users are often highly
digitally literate and migrate from one platform
to another.

The world of multi-platform media is a great
place for users, but it can also be a chance for
large commercial enterprises to exploit consumers.
Participation is often highly structured by the
companies. It is a means of ensuring that audience
members add to company profits. Users become
commodities that can be exploited when they upload
their own content to company sites or when they
create identities using company properties. Users
also become audiences to be sold to advertisers.

Multi-platform media encourage new ways of
using media. They encourage users to actively seek
out ways of participating with the text. It gives users
some degree of control.

Features of the
multi-platform experience

Beddows suggests the multi-platform media

experience has the following features:

* Requires effort. A narrative in the cinema just
happens on the screen, no matter what you are
doing in your seats. However, a multi-platform
media product requires users to shift platforms
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and follow their text around to different places.

<l
The user is important in the construction of %3
meaning. Multi-platform media requires users
to put in the effort of the physical and mental Resource

. Key concept test
movement between platforms, and to actively

assemble all the parts of the story in their heads.
Is expansionary or additive. More and more
content can be added to multi-platform media
texts. Different but connected stories can unfold
on different platforms. Details of characters’ lives
can be played out on separate platforms while
still remaining part of the one whole story.

Has gaps. Missing pieces of a story, or extra
details that have to be pieced together, are
spaces that must be closed by users. Gaps in the
story plots, with the details filled in on different
platforms, are what invite interaction and
participation from users, according to Beddows.
However, it is often the case that the users are
not in control of these gaps. It is the copyright
holder (usually a big company) that holds the
power to influence the story structure.

Has multiple entry points. Users enter multi-
platform texts at any one of a number of different
points. It might be via television, cinema or

a digital game. The type of entry point often
depends on the user’s level of engagement,
according to multi-platform specialist, designer
and writer Christy Dena of The University of
Melbourne. Extra entry points include fan sites,
forums, fan databases or Google.

The original creators and copyright
holders (often a large media company) will
not have complete control over all these entry
points, says Dena. The Pokémon franchise is
an example where the creators have set up
multiple entry points based on the age of
the users.

The Matrix film franchise was one of the
first successful multi-platform texts involving
a major movie. It offered the original movie,
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web comics, a computer game, an anime and

a massively multi-player online role-playing
game (MMORPQ). It is unknown where
different fans made their first entry. For
example, some fans may have played the game
Enter the Matrix (2003) and never seen the film.
Another complex multi-platform franchise is
The Witcher franchise. The Witcher started as a
novel first published in Poland. Multiple novels
and English translation followed, then comic
books, video games, film and television series

and RPG, board and card games.

Evaluating the audience’s
use of multi-platform media

Good multi-platform media experiences invite the
user into multiple linked stories that exist as part
of an overall story universe, according to Henry
Jenkins, Provost Professor at the University of
Southern California.

Academic Emma Beddows suggests that multi-
platform media audiences can be examined and
evaluated in three ways: entry points, mode of
engagement and level of engagement.

1 Entry points

The design of entry points into the story world
is a major part of the process of building a
multi-platform experience.

The selection of a point of entry empowers the
audience because they can consume the story in the
way they want to. This also means the audience has
the choice of engaging with it on one platform only
and may only consume one aspect of the story and
go no further.

Age-related entry points are a common approach
to large franchise multi-platform productions, such
as those centred on blockbuster films. For example, a
movie could have a PG classification, yet its partner
digital game could be rated M. Different age ranges
have access to different technologies.

Since it is the user who chooses the entry point,
they have the power to construct their own view of
the story world based on the platform they are most
familiar with.

2 Mode of engagement or participation

People often prefer a particular mode of engagement.
They may prefer something that offers them a

Internet

YouTube

Smartphone

NETFLIX
prestop

Stan.

Facebook

Xbox 1
controller

Cosplay

Figure 3.1 Audiences can choose the entry pointinto a
story world based on their preferred platform. Writers
and designers must be aware that most users will not go
far from the initial entry point. Users can also enter by any
point without reference to the story on other platforms.

high degree of control, such as a digital game, or
something that offers a low degree of control, such
as a movie that allows them to sit back and have the
story presented to them.

Movies (at the cinema or on other platforms),
television programs and short videos involve the
viewer in a whole range of mental activities as
they interpret meaning. Emotional responses,
such as laughter or joy, come with that. Viewers
may also experience actual physical responses,
such as increased heart rate or even small jumping
reactions. Regardless of their response, the film or
video continues.

Digital games only proceed if the user engages
with the computer and interacts with it in a physical
and mental way. Games are dependent on the actions
of the audience and their decision-making processes.

Audiences are not necessarily comfortable
moving from one kind of engagement to the other.
Alternatively, they may want some of the emotional
engagement they get from the cinema to be extended
to high-control platforms such as games.

3 Level of engagement or participation

Media industries are in a period of unprecedented
change. As audiences become fragmented, they
become much smaller for individual media products.
Many in the industry see that profits can be
improved if audiences are more engaged and may be
much more valuable than large mass audiences.
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Table 3.1 Tiers of involvement in multi-platform media, by Cameron Cliff of Queensland University of Technology.

TIERS OF INVOLVEMENT DESCRIPTION

Low These audience members engage briefly. They are too busy or uninterested to invest much time.

Medium These audience members invest some time and energy to interact with others or find additional platforms.

High These audience members drive conversation and seek out, share or curate extra content on available
platforms.

Source: With permission Dr Cameron Cliff

Engagement is a process that can take place
across a range of different platforms and media
texts, including fan texts and discussion forums.
Engagement with media can be defined as the depth
and nature of a user’s investment in a media product. A
user’s engagement is the sum total of their behaviours,
attitudes and desires in relation to a media product.

Engagement can be described as connectedness — a
relationship of varying intensity. Connectedness is based
on the degree to which a media product is involved in
the user’s personal and social experiences. It can also
be expressed as a relationship to a media product that
can be shown in a range of behaviours and attitudes,
says Beddows.

According to Beddows, appraising engagement
can be done by placing users’ responses on a scale for
each of the following: loyalty, attentive consumption,
media literacy, participation and activities beyond
the text.

* Loyalty. Loyalty is a form of commitment. For
audiences, it involves returning regularly to media
products. It also suggests discrimination on the
basis of personal taste. Loyalty is very important in
multi-platform media because users are required to
migrate across several different media platforms.

S.TACTIVITIES

Attentive consumption. Consumption, says
specialist in media engagement Ivan Askwith,
can be ‘passive monitoring, rapt immersion,
and everything in between’. He suggests that
attentiveness can be measured by asking users to
recall details of the story afterwards.

Media literacy. The ability to operate, code and
decode media is referred to as media literacy.
Media literacy is important because the lack of
it can prevent audiences from moving across
platforms. For example, if someone cannot play
digital games, they will not migrate from the
video or film platforms.

Participation. Actively participating is
something that people must want to do.
However, the platform has to allow interactivity
as well. Participation is voluntary, and
interactivity is often built into the technology.
Activities beyond the main text. Activities

that are based on the media product but are not
actually consuming the product are considered
to be activities beyond the text. Cosplay is an
example; participants may have dressed up

for a convention, but they are not necessarily
consuming the text at the same time.

1 Selecta well-known existing media product or narrative franchise that has a strong multi-platform presence.
Use your knowledge and information from research to respond to the areas of activity in the following table.

DESCRIBE

DESIGN

EVALUATE

Describe the multiple entry points
on different platforms that the media
product has, using a diagram to
represent the information.

Design a narrative plan of the
product, systematically assembling
the elements of the story.

Design a series of 'break out’ points
on the plan where there are gaps in
the story encouraging movement to
another platform.

Evaluate the relative success of the
full suite of multi-platform media,
systematically examining box office
data and interpreting the audience
statistics.
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2 Inpairs, discuss your preferred mode of engagement with a multi-platform story. Describe your preferred
mode and provide an example as to how you have used it. Compare your preferred mode to that of your

partner.

3 Design from your imagination a proposal for a possible multi-platform story. Describe the audience entry
points and any gaps in the story that encourage movement across to other platforms. Arrange the multi-
platform aspects of the story in a diagram. Design a narrative plan showing how elements of the story are
told to audiences across different platforms. Design proposals for three ways that audiences can interact

with the story.

4 Evaluate the level of engagement an audience member has with a multi-platform product, making
judgements using the areas of engagement outlined by Emma Beddows (see page 17): loyalty, attentive
consumption, media literacy, participation and activities beyond the text.

HOW CONTEXTS AND PURPOSES
OF USE AFFECT PARTICIPATION

Consider an advertisement aimed at women that ran
on a single network channel on prime-time television
in the 1960s. The advertisers could count on that ad
reaching 80 per cent of all women in the country.
Even if only a small percentage of people responded
to the ad, the profits were huge.

Today, it is estimated that to reach the same
number of people, the ad would have to run on a
hundred different media platforms — without taking
into account the various ways that audiences can
avoid ads these days.

The mass audience has fragmented into a
million different groupings and small communities.
Fragmentation means that a large mass audience is
no longer taken for granted.

Mass audiences still exist. The success of such
programs as Game of Thrones (R-rated, 2011-2019),
Stranger Things (2016-2025) and Andor (2022-2025)

proves that a huge world audience is still possible.

Audience contexts

There are three broad contexts that affect how
audiences consume media products: audience
availability, structure of the media environment and
group viewing.

Availability to consume

Audience availability refers to the time that people
have to view media products. People use the media
when they have the time and the possibility of

Figure 3.2 In the 1960s, an ad on a prime-time
television show could be expected to reach up to 80 per
cent of the population. Today, for the same effect, it
would need to be on a hundred media platforms.

access. Most people’s lives are busy, and therefore
their available time for media consumption
is limited.

Often. the opportunity that people have to view
media is more significant than the type of program.
Some studies have shown that people just watch at
set times of the day. They may choose to download
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their favourite show at this time, but often they just
watch whatever is available.

Viewer availability is usually stable on a day-
by-day, week-by-week basis. Availability can
depend on work or school commitments, as well
as other personal commitments.

Media structure

Whether or not the audience has access to a range
of media platforms determines the way that they
can use media products. For example, if you are not
subscribed to a video on-demand service, such as
Netflix or Stan, you will not be able to access a range
of content. In some remote areas of Australia, remote
communities face limited media choices.

A high-choice media context, such as a city,
allows users to actively access a range of media
platforms. Users can consume their preferred media
content quite easily.

Movement across platforms is encouraged by
multi-platform media storytelling. Migratory
consumption is the consumption of media
products by starting on one platform and
‘migrating’ to others. Commercial organisations
encourage migratory consumption whereby users
move to new platforms and different aspects of
the story. Migratory consumption is necessary
to follow the flow of content across multiple
media platforms.

Group contexts

Media consumption is often a social event where
family members and friendship groups view
together. Digital games are often played socially.
This context transforms individual choices about
media consumption into what is called ‘socially
negotiated choice’. If you are consuming media
in a group, you may access content that the
group prefers, even if it is not your preference.
For example, a sports-oriented person may be
convinced to view soap operas if they are with

a group who are viewing them. Without this
viewing context, they may have chosen to watch
sport instead.

The presence of co-viewers has a considerable
impact on the viewing patterns of audience
members. In an individual viewing context, users
might be disinterested in the content; however, with
co-viewers, they might show interest.
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Demographic groups and
different purposes of use

The real products of the media are audiences, who
are then marketed to advertisers. The texts are

to attract the unsuspecting population. However,
participation in the moving-image media can be
affected by membership of audience groupings or
demographic characteristics.

The term ‘demographics’ is derived from the
Greek words demos meaning ‘people’ and graphe
meaning ‘writing. Demography is the study of
human populations and their characteristics. In the
media, ‘demographics’ refers to the characteristics of
target audiences.

The media accumulate vast amounts of data
about who consumes their products. Profiles of
audiences include details of income, education
level, lifestyle, marital status and age. The media
even know how many households have cats rather
than dogs. The audience profile is used to convince
advertisers that they will be targeting the correct
type of audience. Advertisers pay a lot of money
for a high-income audience, even if it is only small,
whereas low-income audiences are worthwhile only
if they are purchased in bulk quantities.

Demographic groups

Media organisations have built up ‘people maps’
of the population, based on factors such as social
class, age, sex, education, religion and family size.
Advertisers use these people maps to target their
ads. To find the target audience, the advertiser
then matches the ad data and statistics with the
media organisation’s data. The data must be kept
up to date. Advertisers’ people maps are constantly
changing as society changes and audiences shift.

Festa/Shutterstock.com

Figure 3.3 Audiences can be targeted by demography
based on their characteristics. Media products are
then created to target specific groups.
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Demographics of generations media. Media executives have divided the audience
into generation categories based on their year of
birth, as shown in Table 3.2.

Different generations have different experiences
of life. These experiences affect participation in the

Table 3.2 Western audience categories based on year of birth

GENERATION BIRTH DATE* f/llg[l)\lII:ICANT DEMOGRAPHIC AND PSYCHOGRAPHIC CHARACTERISTICS

‘Greatest' 1901-23 Newspapers People born at the turn of the 20th century.

Generation e Foughtinthe Second World War and kept the home front going.
¢ Rebuiltsociety and industry after the war.

* Seenasbeingused to hardship and sacrifice.

Silent Generation 1924-44 Radio e People born between the two world wars, but too young to fight in
the Second World War.

e Experienced the Great Depression as children.

e Seenasoften conventional, fatalistic, hardworking, expecting
disappointment.

Baby Boomers 1945-64 Television e People born after the Second World War as soldiers came home
and established families.

e Firsttogrow up with television.

e Cameofageinthe 1960sand 1970s.

e Some were part of the 1960-70s counter-culture and hippie
movement.

e Manybecame more conservative in middle age.

e Tendtothink of themselves as a special generation, different to
those before them.

Generation X 1965-81 MTV * People born after the Baby Boomers and often seen as living in
their shadow.
e Livedthrough periods of recession and restructuring in western
economies.
e QOften had significant periods of unemployment in their youth.
e First generation to experience parents' divorce on a large scale.
e Sometimes divided into subgroups:
- Baby busters 1965-79
- MTV generation 1975-80

Generation Y or 1982-95 The internet e People borninto Baby Boomer families and came of age around

Millennials the turn of the 21st century (therefore sometimes called
‘Millennials').

e Asthe children of Baby Boomers, sometimes called ‘Echo
Boomers'.

e Firstgeneration to grow up with computers, the internet and
digital communication, but remember a time before.

* Asamediaaudience, they are more segmented.

Generation Z 1996-2010 Smartphones e People born after Generation Y and even more used to
technology.

e Grew up with smartphones, video games and the internet.

e Oftensaid to be technology obsessed.

e Verysegmented media interests and are used to diversity.

e Very highly educated.

Generation Alpha 2011- Social media e Themosttechnologically literate generation.
e Asawhole, the most affluent.

e Heavy users of mobile devices.

e Heavy users of social media.

e Often negatively affected by social media.

*Different demographers use different cut-off dates for the generations. Even some of the more obvious generational starting
points are debated. For example, not all demographers agree that the end of the Second World War is the start of the Baby
Boomer generation: some say 1943 and others say 1947. For various reasons, the cut-off dates for all subsequent generations are
equally debatable.
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‘Sculpture by the Sea’ festival, Cottesloe Beach,
Perth. 'OMG’ was one of the favourite sayings of
Generation Z - the generation who grew up with
the smartphone. Generation Z is considered the
most highly educated generation yet and with
the most segmented media tastes.

Demographics of social class

The most desirable audience for advertisers is the
audience who will and can spend most. Spending
power can also affect the degree of participation

in the media. Generally, high-income households

participate in media more often than low-income

households. Accordingly, advertisers have devised
various scales of relative spending power. They
generally follow the divisions found in university
research into social class in Australia. While most

Australians (52 per cent) define themselves as

middle class, an Australian National University

analysis has made the following divisions:

* Established wealthy. Without necessarily having
high levels of education, this group tends to
be independently wealthy and have prestigious
social networks. They have high intergenerational
advantage and high levels of property assets.

*  Emerging wealthy. This group tends to be
younger, but has high levels of educational
achievement. They have high incomes and are
highly involved in the cultural scene. Their
parents often had high levels of education as well.
They may work in technical fields, professional
services or other highly paid industries.

*  Mobile middle class. With 25 per cent of
the population, the mobile middle class is
quite a large group. They have higher levels
of educational attainment and therefore
tend to earn higher incomes and have larger
property assets.

9780170484251

CHAPTER 3: AUDIENCES ENGAGING AND SUSTAINING PARTICIPATION 23

® 2 €8 & o
2 Q

Figure 3.5 The seven ages of man, starting with
infancy and ending in old age. The ages of man are
outlined in Shakespeare's play As You Like It. Jaques in
Act Il Scene VIl begins the monologue with the famous
phrase ‘All the world's a stage ..." Age group is one
aspect of audience demography and has an impact on
media participation.

* Established middle class. This group forms
about 26 per cent of the population. They
do not have high levels of educational
qualifications but do have middle-level
occupational prestige. They typically have
average levels of property assets.

* Established working class. Forming about 24 per
cent of the population this group typically works
in low-prestige jobs and has the lowest household
incomes and the least property assets. They
also have the least educational qualifications.
Little wealth is available to be passed on from
previous generations as they too worked in
these occupations.

* Precariat. Combining the words precarious and
proletariat (working class) has resulted in the
name for this group. They are often pensioners or
social welfare recipients.

Demographics of values segments

Some advertisers categorise people based on the
values they hold. There are many different versions
of these. Roy Morgan market research and statistics
have developed the ‘Values Segments’ model.

* Socially aware consumers are highly educated,
idealistic and community-minded. They have a
strong sense of social responsibility. Common
occupations include public servants, politicians,
researchers and teachers.

* Visible achievement consumers are those who
have been highly successful in their fields and
even become quite wealthy as a result. They tend
to have traditional values and conservative views
on society, the family and work. These people feel
fully in control of their lives and only really take
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an interest in the economy or politics when it
affects them.

Young optimists are image conscious and
ambitious about their futures. They are interested
primarily in experiences. They are innovative,
involved with technology and dream of

working overseas.

Real conservatives are people who believe in
well-established traditions, good order and
quality brands. They are loyal to friends and to
trusted brands. They hold conservative views
about society and tend to think that things are
not as good as they used to be.

‘Look at me’ consumers spend money on fast
food, music and socialising. Peer group opinion is
important to them.

Conventional family life consumers spend

most of their income supporting their family
and creating a home. They generally seek value
for money.

‘A fairer deal’ consumers often feel they've

got a rough deal in life. They consume a lot

of television or video games. They are often
struggling financially and want an escape.
Something better consumers are always looking
out for something bigger, better or more
desirable. They often over-extend themselves
financially and need to reduce spending where it
won't be seen. They often compare themselves to
other people.

Basic needs consumers are mostly concerned
about ‘just getting by’. According to Roy Morgan
research, these people are often quite happy

and content. They tend to have a strong sense

of community.

Cultural demographics

Membership of cultural groupings can affect media

participation. Minority groups and Indigenous

peoples may be affected in two main ways:

1

Minority cultural groups may see themselves
less in the media. Media portrayals of members
of minority cultural groups can be less than the
actual percentage composition of the population.
Minority cultural groups may have less access
to media participation, or they may ‘experience’
technical or language barriers that reduce

their participation.

Research shows that people from minority

cultural groups watch more closely and identify

with media personalities and characters who

are members of their own group. For example,

US research shows that African-American

viewers respond more favourably and have better

memory recall when advertisements feature
other African-Americans.

Digital media have made it much easier for
cultural minorities to make connections with each
other in Australia. This has allowed minority
cultural groups to communicate their interests and
to build identities. For example, specialised media
platforms may provide spaces to exhibit media
products in other languages.

Media convergence can affect the way cultural
minority groups find themselves in relation to the
media, as traditional media may under-represent
them. However, they could find that an alternative
media platform may be created that allows them
more engagement.

Conflicting points of view or ideological
positions can be framed between mainstream
media platforms and platforms aimed at cultural
minorities. The group member has to negotiate
different linguistic and ideological zones. In many
ways, there is an increased media ‘mobility’. This can
require a higher level of media or technical literacy.
There may also be increased intergenerational
conflict for group members. Older generations
may be more connected to the traditional ways of
doing things.

According to Professor Myria Georgiou of the
London School of Economics, cultural minority
groups use traditional and new media in three
main ways:

1 Media for seeing the self. Cultural groups use
media platforms in ways that enable them to see
themselves represented. For example, they may
view Indigenous-produced narratives and more
strongly identify with the protagonist.

2 Media to link with their communities.
Maintaining links with the home community
or the Indigenous community is an important
aspect of cultural minority participation
in media.

3 Media to link multicultural to the mainstream.
Since many members of cultural minorities
negotiate a variety of media platforms, they
may feel they belong to both the minority
culture and the mainstream culture. This is a
complex citizenship.
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3.2 ACTIVITIES

In small groups, discuss your own experience of the effect of audience contexts on your interactions with the moving-
image media. Analyse a situation where context has affected the media interactions of group members. Consider
whetherthere is a pattern in the behaviour of people in that context or similar ones. What similarities and differences
can you see with the contexts described in the section on group contexts?

2 Survey the class to find out, in a typical day, how much time they have available to consume moving-image media.
Also find out the times most people are available to consume media. Analyse the information to determine the
typical times and duration of availability for an average student. Interpret the findings to make judgements about the
availability for media consumption that the typical teenager has. Evaluate the likely impacts this would have on the
potential media consumption patterns of the average student. Draw conclusions about how media companies could
adapt their products accordingly. Present the information to the class.

3 Advertising companies group audiences according to their demography. Watch some television commercials
and assign one of the categories of demography used in either the generations, social class or values segments
of demography. Describe the factors that influenced your decision and identify some of the features that allowed you
to make that decision. Analyse the features you identified and interpret them in relation to their appeal to the target
audience.

4 List television shows and films that you think would appeal to the generations from Baby Boomer onwards.

Describe why you think the texts appeal to the audience.
Design a proposal for a new television show or film to appeal to one of the generations (not your own). Pitch your
idea to the class.

5 Selectaminority cultural group that you know or are interested in. Use your knowledge and information from

research to respond to the areas of activity in the following table.

—_

DESCRIBE ANALYSE EVALUATE

Describe the range of media platforms
available to members of this group,
choosing one that fulfils each of the three
ways media are used by cultural minority
groups.

Analyse the range of programming
available on the platform that is special
to the cultural group. Examine program
options across a week. Consider how it
compares to a mainstream platform.

Evaluate the degree to which
participation by the minority cultural
group may require greater media
literacy.

Draw conclusions based on enquiry into

the range of media platforms available to
the group.
Make a judgement about the significance
of any obstacles to participation faced by
the group.

Audience agency is the ability of an audience

AGENCY VERSUS CONTROL - '
BENEFITS AND LIMITATIONS
FOR AUDIENCES

If you can act as a free agent, then you have agency.
If you are controlled, then you have no freedom of
choice. An important area of investigation in the

member to make choices in the selection of
content, and the meanings they gain from those
choices. For a movie-goer, agency might refer to
their ability to create their own set of ideas about
what the movie means to them. For a digital
game player, it might refer to the actions they
take in the game.

study of the media is the tension between agency *  Control refers to the power that is wielded by

and control. Audience agency versus institutional media producers and technologies over audiences.

or technological control has been important in
media studies since the 1960s and the work of
Marshall McLuhan.

'This may refer to the narrative control that a
movie producer has in determining the path
of a story. It could also refer to the control that
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Figure 3.6 Schools are the site of tensions between
agency and control. Students have agency as they
can choose subjects (from a list), and they can decide
whether or not to work hard. In other respects, there
is a high degree of control. This tension is similar to
what happens with audiences and the media.

a news organisation has in setting the types

of news stories that will appear in the news

bulletin. Technological control is exerted over

audiences by the design of the technology.

There are certain things that it can and cannot

do (see Chapter 4).

Tension between agency and control exists
between the audience and the media. Audiences
have much greater agency today than previously.
Movies, television, radio and newspapers in the
20th century did not offer much opportunity for
audience agency. The audience’s own ‘meaning
making’ was the extent of the agency available
to them. People could make their own meanings
from what was screened in front of them, but they
were not able to alter the progression or nature of
the story.

Nowadays, there is a different tension between
agency and control. It is played out in complicated
ways as audiences and institutions battle for agency
and control.

* Agency —illusion or reality? Many media
platforms offer audiences a degree of agency,
allowing them to make selections and choices.
However, at times this is illusory. The producers
are directing audiences by tightly controlling the
choices they can make — often for profit.

* Hackers subverting control. Some media users
are highly skilled at manipulating the media
systems to give themselves more freedom of
agency. Mods (modifications) in digital games
are an example of this.

* Different agency. Some audiences have more
agency than others. For example, older audiences
may be less proficient with the technology
required to exert agency in some digital games.
Equally, younger audiences may not have the
cultural knowledge and experience to exert
agency over multiple subtle meanings within
a movie. The socioeconomic and cultural
background of an audience can affect its agency.
For example, there could be a language barrier or
there may be a lack of access to a medium due to
the cost.

Algorithms, audience
agency and control

The pervasiveness of algorithms across society has
led to the emergence of pessimistic or deterministic
views of technology that play into a kind of
‘powerlessness’ in the face of algorithms and what
they control. Questions have arisen such as whether
society has become subject to ‘machinic enslavement’
or if algorithms control or exploit society. In
machinic enslavement, users function as components
within machine-like systems, such as media
networks and digital platforms. A typical question
in this context might be, ‘Do I have any control over
what I view on social media?’

This might seem overbearing, but there is still
a need for collective human action and resistance
within algorithmic systems. The problem comes
from perspectives that reduce human interaction and
participation to data points or algorithmic inputs
There is an interplay between exploitation and
enjoyment in social media, suggesting that users are
not simply dominated but are active participants in
systems that exploit and gratify them.

Three ways of reading algorithms

In the context of algorithmic and social media,
Stuart Hall’s encoding/decoding model provides a
valuable framework for understanding how human
agency and control are produced in media.

1 Dominant readings and algorithms

Dominant readings can be seen as the intended
interpretations encoded by platform designers and
algorithms. This aligns with the satisfaction that
users receive, potentially masking their exploitation.
The dominant reading here supports the machinic
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enslavement process by encouraging users to

integrate into the system seamlessly.
Dominant readings in this context

might include:

* lack of critical acceptance of personalised content
as relevant and important

* viewing engagement metrics (likes, shares, etc.)
as genuine indicators of value

* accepting the platform’s user activity as
empowering or satisfying.

2 Oppositional readings and algorithms
These readings align with the potential for
resistance. They represent ways in which users might
assert their agency against machinic enslavement,
potentially engaging in the more fundamental
process of social subjection.
Oppositional readings in this context
might include:
* critically examining the motivations behind
algorithmic recommendations

3.3 ACTIVITIES

CHAPTER 3: AUDIENCES ENGAGING AND SUSTAINING PARTICIPATION

* questioning the value of engagement metrics and
resisting their influence

* recognising and resisting addictive design
patterns in social media.

3 Negotiated reading and algorithms
Negotiated readings, which accept some aspects of
the dominant code while rejecting others, reflect
the complex interplay between exploitation and
enjoyment identified in social media use. They also
demonstrate how users might navigate the tension
between machinic enslavement and social subjection.
Negotiated readings in this context
might include:
* using social media platforms but with heightened
awareness of their exploitative aspects
* engaging with personalised content
while maintaining scepticism about its
selection process
* enjoying the connective aspects of social media
while critiquing its data collection practices.

27

1 Investigate the variations in the degrees of agency that might exist for members of different age, social or cultural
groupings. Respond to the areas of investigation in the table.

DESCRIBE

ANALYSE

EVALUATE

Describe how media audiences can be
made up of different age, social and

the three groupings.

cultural groupings. Give information about

Provide examples of the ways in which the
agency of members of these groups could

Analyse aspects of media agency that
are different for each group, examining
each and considering the advantages

and disadvantages faced by each group.

Analyse the strengths and limitations of
each group with agency and control as
the criteria.

Evaluate relative empowerment of
each group in relation to their media
use, drawing conclusions about

the significance of their overall
relationship to the media.

be affected by circumstances.

2 Evaluate the extent to which the terms and conditions (T&Cs) of a selected media platform allow for user agency or
institutional control. Systematically examine the T&Cs and make a judgement about the extent to which they allow
user agency. Interpret the wording to draw conclusions about relative power.

EMERGING INTERACTIVE
MOVING-IMAGE MEDIA

Televisions are becoming smarter and more
interactive. Multi-platform programs engage
audiences with a variety of screens from television
to the computer to the smartphone.

9780170484251

Emerging interactive media products combine
these developments into a range of new experiences
for audiences:

*  Social television. Taking advantage of the
‘liveness’ of television, social television is the
combination of social media and television.
Viewers share their experience of the show
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with each other. Millions of people tune into
live television shows and use social media

such as X (formerly Twitter) or Facebook to
participate in discussions, live voting or so-called
second-screen activities.

*  Second screen. The act of engaging with
television using two separate screens at once is
called second-screen television. Audiences
watch a television screen and also hold a second
screen, such as a smartphone or tablet. They use
the second screen to interact with specialised
apps or multi-platform content associated with
the main program. Second screen can be thought
of as a kind of concentrated multitasking.

* Extended reality (XR). This ‘umbrella term’
is used to refer to media products that use
augmented reality (AR), mixed reality (MR)
or virtual reality (VR) technologies. Audiences
use digital devices such as smartphones for
AR experiences and specific headsets/goggles/
glasses, sometimes with additional hand
controls, to access MR and VR media. These
developing technologies offer a new level of
immersion and interactivity for audiences and
can be used for multiple functions such as
product design, training simulations, gaming
and storytelling.

For media organisations, social television and
second-screen activities offer the chance to lure
viewers to their programs. The algorithms available

Figure 3.7 Holograms are no longer just science
fiction, but are now possible through augmented
reality technologies. In 2017, tech company 8i
released an app called Holo, where users can record
video or take photos of themselves interacting with
the hologram. To create the holograms, 8i uses an
array of cameras to record ‘'volumetric video' that
can be viewed from any angle and inserted in AR or
VR situations.

on social media also allow the media institutions to

collect information about audiences.

There are four predominant reasons big media
institutions use social media to build interactivity:

1 Promotional. Social media interactivity helps to
create public awareness of the show. It also helps
to create a sense of an event around the program.

2 Emotional engagement. Activity on X or
Facebook encourages people to be emotionally
invested in the show. It encourages conversations
among audience members. It allows audiences to
become connected to the people on the program.

3 Practical purposes. Social media provides a
practical means to allow audiences to vote. It is
the means by which audiences can connect to the
show via the internet.

4 Communicative. Social media lets
communication happen. It allows audiences to
express opinions, even if they are not altering the
course of the program.

Interactive entertainment shows

Perhaps the most successful of the emerging
interactive media products are those from the
entertainment and reality TV genres. Quizzes,
music shows and talent quests have always been a
magnet for audience discussion. It has proved easy
to get audiences to interact with these programs.
When they do interact, audience members often feel
passionate, and part of a shared national experience
as the show leads up to its finale.

Smartphones and social media platforms seem
to work together with entertainment television as
partners. The two screens in conjunction create
a good chance for media companies to improve
audience engagement.

Reality TV
Big Brother (2001-14) was one of the most

significant milestones in the development of
interactive moving-image media. The show was a
reality television international franchise with a house
on the Gold Coast. Housemates competed with
each other to be the last remaining housemate. They
were filmed 24 hours a day, and the footage was
edited ready for prime-time viewing each evening.
Audiences were able to interact through telephone
voting, or in later series via phone apps and social
media. The audience also became part of the
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production, and they were regularly seen holding up
banners giving their opinions.

Producers of reality television, such as Married
at First Sight (2015—present), attract audiences
by offering fairly structured narratives, known as
soft-scripting. The stories are structured by careful
editing. Sometimes they offer the chance for
audieces to disrupt these stories by surprise voting
or live audience protests. Netflix has also
investigated the use of interactive polls while
watching shows such as Love is Blind (2021).
Although these polls did not influence the
storyline of the series, they aimed to create a
sense of community and increase engagement by
giving viewers a sense that they were watching with
other people.

Talent quests and competition shows

Singing and talent quest shows have also been at
the forefront of audience interactivity. 7he Voice
(2012—present) and The Block (2003-) use audience
interactivity as a way of increasing engagement, and
therefore profits. Program executives aim to create a
sense of a national audience event to create the need
to be involved.

Talent quest and competition shows offer the
audience some ability to influence the outcome of
the show, for example, a small outcome such as a
weekly prize, or significant outcomes such as who
is voted off the show that week. Low-influence
interactivity, such as quizzes, are often offered on
talent quest programs. Posts and discussions are also
low-influence activities. Some shows offer higher
levels of interactivity through voting and polls.
These can influence the progress of the judging.
Apps can allow audiences to vote and see real-time
results. These results are also posted on screen in
the shows.

Often, there are postings to YouTube so that fans
can watch reruns of performances. Key moments in
the show are commonly posted within hours of the
live performances.

Interactive comedy shows

The interactive comedy genre is an emerging area
of content creation for television. Comedy as a
genre lends itself to spontaneity, improvisation and
audience participation. Active participation for
audiences is, however, difficult in the traditional
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format of television, except for a live audience,
which was often the primary method of interaction
for audiences in comedy series such as Thank God
You're Here (2006—present) and Whose Line is it
Anyway? (1998-2007).

By adopting the reality television participation
model and wrapping it into the model of their
comedy series, Ludo Studios (creators of Bluey)
created #7DaysLater (2013), an interactive comedy
series featuring an ensemble cast of comedians
and YouTubers. Released via multiple platforms
(broadcast and online) with short 10-minute
episodes, #7DaysLater is entirely reliant on audience
participation for its weekly content. Each week,
audience members write social media post pitches
for a new episode, the comedians choose one, cast
a well-known guest star and have seven days to
brainstorm, write, film and edit a unique episode of
comedy television.

Some of the creators of this series pushed the
interactive comedy genre further and explored the
limitations of this level of interaction through a
series called Content (2019) and Doodles (2015-17).
Content is an interactive series vertically filmed
and released via TikTok about a girl who gains
fame after a car accident. The series allowed fans
to communicate directly with the actress and
personally affect the plot through their suggestions
and comments. Doodles is an Emmy winning, multi-
platform, interactive, animated comedy series that
takes real people’s drawings and turns them into
hilarious animated micro movies.

While these series did not continue to the
present day, the concept of interactive comedy
offers unique possibilities and opportunities for
content creators when pitching and creating multi-
platform content that relies on active audience input
and engagement.

Interactive documentaries

Documentaries are a powerful way of engaging with
the world. They provide perspectives on the issues
facing the world by presenting facts about a subject
using real events, people and places. They stimulate
audiences to take action, and force political change.
Pioneer documentary-maker John Grierson defined
a documentary as the creative treatment of actuality
(or reality).

Linear or traditional documentaries are now
joined by interactive documentaries, thanks to
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Figure 3.8 Sorella’s Story (directed by Brisbane
filmmaker Peter Hegedus) is an immersive hybrid
documentary that blends archival material, dramatic
reenactment and VR to bring to life the haunting final
moments of a young girl during the 1941 Latvian
Holocaust.

changes in technology. Interactive documentaries

are not simply a new style of linear documentary,

but are now considered to be an entirely new

art form.

An interactive documentary is one that is
usually delivered over the internet and uses
interactivity as central to the audience experience.
If it was ever shown on traditional television, it
would lose many of its basic elements. Interactive
documentaries examine the real world by using
digital interactive technologies.

According to film academic Sandra Gaudenzi,
there are three main approaches to interactive
documentaries: user-controlled, immersive
and co-created.

1 User-controlled. Interactive documentaries
where the user can control what elements
they see, and how the story progresses,
are the most common type. An example
is Journey to the End of Coal (2008), which
tells the stories of Chinese coal miners
sacrificing themselves to their nation’s
economic progress. The user is placed in the
role of an investigator. The documentary
operates along the same principles as
choose-your-own-adventure stories.

2 Immersive. Some interactive documentaries use
AR or VR to place the user into the world of the
story. Immersion shifts the experience of the
user into something much deeper. For example,
immersion into the world of a refugee in a camp
can be a heightened emotional experience.

The audience member moves from being an

eyewitness via television to being an actual
participant via VR.

3 Co-created. Users can contribute to some
interactive documentaries, uploading video
or images from their mobile phones. Ridley
Scott and Kevin MacDonald used YouTubers
to contribute video content for the movie Life
in a Day (2010). Other co-created products
ask participants to submit shots to a video that
is already live on the website. An example of
this is Zhe Johnny Cash Project (2007—present).
Others ask users to contribute to a questionnaire
or provide information for a database. For
example, the French interactive documentary
Génération Quoi? (‘What?’) built into the
interactive program a 143-question survey
that almost 230 000 users filled in as they
participated in the documentary. As a result, the
portrait of a generation that the documentary
presented was changing all the time as more
data was added. An Australian example of a
co-created documentary is Big Stories Small
Towns (2010), which showcases filmmaker and

community-made footage.

Features of interactive documentaries

Interactive documentaries have existed in

experimental form since the 1980s. However, the

growth of social media and the opportunities for

participation as a result of the internet have led to a

huge growth in the genre.

Interactive documentaries have two

main features:

1 Modular. A traditional linear documentary is
like one single unit. An interactive documentary
is composed of separate linked parts that allow
users to choose their own path. These can be
thought of as separate modules of files. Each file
of images and videos is independent, and capable
of being reached from other files by hypertext
links. The user makes their own pathway through
the information.

2 Variable. Once a traditional documentary has
been edited, it cannot be changed — its form is
fixed. An interactive documentary can change
and evolve as users change the order of the files
or add material of their own. Each experience
of it can be different, depending on how the
algorithms match the data.
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Women's sport
compared to men's sport

Figure 3.9 A'map' of an interactive documentary about
women's sport and the aim of future parity with men'’s
sport. Files on similar topic areas are grouped together
and allocated the same colour. For instance, all video
interviews and commentary on the differences between
what male and female sports stars can earn are grouped
in one area. Large files are represented by squares,
smaller ones by dots. Users can choose to just view one
file, severalfiles or they can elect to view none of them,
moving on to one of the other topic areas. The dotted
lines represent the pathways of two different users.

Benefits and limitations for audiences

An obvious audience benefit of interactive
documentaries is that users can follow their own
interests and choose to investigate events as they see
fit. In many ways, this puts them in the shoes of the
original filmmaker or editor. They can make their
own construction of the meaning.

For example, one interactive documentary showed
a user interface that looked like two parallel bumpy or
wavy lines — like cardiograms. One line represented
the emotions and reactions to events felt by families,
and the other represented the cold hard facts of the
officials and military and the official version of the
story. Moving a cursor from one line to the other
allowed the user to contrast the two, accessing both
feelings and facts. Audiences had the option of
following an emotional or factual pathway, or to switch
between the lines. As a result, they may feel that their
involvement is much more immersive and experiential.

However, this has limits. Audience members
can only construct meaning out of the footage the
filmmaker has provided. This is also the case with
traditional documentaries, but the capacity to make
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your own sense of the information is present in
interactive documentaries to a much greater degree.
It transforms the audience into ‘doers’ and ‘makers’
rather than ‘receivers’. Potentially, this makes the
audience more powerful.

Documentary filmmakers often say their best
material ended up on the cutting-room floor,
particularly considering that the shooting ratio
of a documentary can be quite high. It can rise to
50:1 or more (which means the filmmaker may
shoot 50 hours of footage from which the editor
produces a 1-hour documentary). A major benefit of
an interactive documentary format is that this vast
amount of information and footage can be included;
however, it still must be organised and coherent.

Traditional documentaries are more likely to
offer viewers the chance to interrogate evidence
and be guided towards reaching a point of view.
Linear narratives allow the filmmaker to express a
point of view, argues Arnau Gifreu, an interactive
documentary specialist. In contrast, interactive
documentaries are better at creating a debate, Gifreu
says. The audience is more likely to feel that there
are multiple perspectives. However, any sense of
‘truth’ may be considerably watered down.

Interactive films

An interactive film is a participatory experience
that follows the ‘choose your own adventure’ style

of storytelling where a viewer can make decisions
that affect the outcome of the story. These sorts of
experiences have existed since the 1980s with the
development of LaserDisc technologies (precursor to
DVDs and Blu-ray discs). However, these interactive
movies were usually considered to be part of the
gaming world instead of a cinematic experience.

The 1992 interactive film I'm Your Man required
participating cinemas to spend thousands of dollars
retrofitting their chairs with joysticks and buttons so
that audience members could make decisions along
the way. The 20-minute experience was met with
mixed reviews — teenagers loved it, but not so much
the adults in the audience. One major criticism was
that audience members would run around the theatre
and press the buttons of empty seats, thus skewing
the ‘vote’. Overall, the ‘interfilm’ experience was
considered gimmicky. Some of the interactive films
of this era were later released on DVDs that could be
‘played’ at home, but mostly this concept was merged
into video game experiences.

31



32

NELSON FILM, TELEVISION AND NEW MEDIA

Bangoland/Shutterstock.com

Figure 3. 10 The video game company Telltale Games
has successfully used the interactive film features to
create narrative experiences based on established media
products such as The Walking Dead (2010-present) and
Guardians of the Galaxy (2014).

In the 1990s, interactive films as a group
cinematic experience were not as popular as their
creators had hoped. Twenty-five years later and the
use of smartphones to ‘vote’ on decisions saw a new
wave of cinematic interactive films being produced.
In 2016, The Late Shift marketed itself as ‘the
world’s first cinematic interactive movie. During
the screening, audiences used a smartphone app to
interact with the 180 decision points and collectively
decide the fate of the protagonist.

Just like the fading 3D cinema ‘wave’, the
anticipated influx of interactive ‘big screen’
cinematic experiences hasn't really happened, but
there has been an increase in interactive film
concepts for the small screen. Interactive films can
be found on websites and services such as YouTube,
where the ‘choice’ for the next part of the story is in
the form of hyperlinks to another uploaded video.
This is an easy way to host an interactive film or
series online, but the flow of the experience can
sometimes be interrupted by the time it takes for the
next video to load, or if the links on the screen don’t
work and the user needs to click the link for their
choice in the description part below the video.

Streaming services such as Netflix host
interactive content on their platforms that can be
accessed through digital devices, computers or
televisions. Netflix’s first venture into this style of

storytelling was the interactive film Bandersnatch
(2018), which is part of the science fiction
anthology series Black Mirror (2011-present).
According to director David Slade, there were

over 250 video segments to cover all the possible
scenes that made up the complex, non-linear
branching narrative. Given that there are two
options to choose from each time, the mathematics
of permutations mean there are millions of
possible paths to take, explains Carla Engelbrecht,
Netflix’s director of product innovation. Audiences
participate in these ‘choose your own adventure’
style productions by using their TV remotes to
select choices or their mouse/touch screen on other
digital devices.

Augmented reality (AR)

AR is when technology is used to superimpose
images or video over a view of the real
world. Participants can engage in AR

A NETFLIXINTERACTIVE FILM

ONLY ON

AUGUST 31

Figure 3.11 Choose Love (2023) is an interactive
‘RomCom’ film that differs to other Netflix content as
itis asingular, original production and not a tie-in

to another story world or existing series, such as
Unbreakable Kimmy Schmidt: Kimmy vs. the Reverend
(2020). Although aiming to be unique content, Choose
Love has been criticised for relying on romantic
cliches, with arts journalist Adrian Horton arguing that
it's a gimmick too far, which feels like another poor
conclusion of algorithmic content.
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experiences via a device (such as a smartphone) with
a camera to view the world and a screen to display
the augmented world. This means that an AR
experience can still be a social one as participants
are not ‘blocked oft” from others as they would be if
wearing a VR headset.

Pokémon Go (2016) is an AR game where players
‘capture’ Pokémon characters in real-life locations
(using a phone’s GPS technology) before training
them up to battle those of other players. According
to Guinness World Records, the game was a global
phenomenon and in its first month of release,
was the top download in 70 countries. Compared
with other video game experiences, Pokémon Go
was visible to the general public and made news
headlines as swarms of players converged at
particular locations to ‘catch them all’.

The Whole Story (2017) is an app that combines
AR with history to add virtual statues of notable
women alongside existing physical (male) statues.
Users can take photos next to these virtual statues
and share them on social media to celebrate the
achievements of women such as Marie Curie, Nina
Simone and Amelia Earhart. The crowd-sourced
app and website encourage users around the world
to add to the project by creating and uploading their
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own virtual statues. The creator then ‘anchors’ the
statue to a particular location on the map.

Mixed reality (MR)

MR aims to blend the digital and real together using
MR glasses/headsets such as Apple Vision Pro, Meta
Quest or Microsoft HoloLens. The use of a headset
or glasses, often with accompanying hand controls,
means there is a more seamless superimposition of
the digital elements onto the ‘real world’. With MR,
the user isn't restricted by viewing the elements
through the additional ‘frame’ of a phone screen as
with AR experiences.

These MR technologies are being integrated into
design and engineering applications to allow people
to view and/or create in three dimensions. They can
also be used for immersive training simulations in
the workplace and educational settings. MR games
such as the Peridot franchise (2022—present) offer an
immersive Tamagotchi style experience where the
user can interact with a cute digital pet. Other MR
experiences such as First Encounters (2023) expand on
existing styles of action video games, where the user
needs to capture all the aliens that have invaded their

home (or wherever the player happens to be standing).

Figure 3.12 MR productions combine the virtual and real worlds through use of a headset or glasses. Recent versions
of these devices include the technology to scan and map the surroundings of the user to then overlay digital elements
for the MR experience. The effect of this technology for the user is demonstrated here where a rocky canyon is

integrated into the MR user's bedroom.
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Image of Inside Manus created by SUTU and provided
courtesy of Hoodlum and Chemical Media TV © 2018
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traumatic impacts on participants
due the immersive and experiential
nature of the productions. The
physical safety of participants is also a

&~ factor, and VR apps come with safety
e +  warnings about users being aware of
“ = their surroundings, and that they may
experience visceral, physical side effects
from some experiences.

The language of VR storytelling

needs to be different from that of

In the storytelling space, creators are developing
stories that can be mapped to the physical layout
of an individual’s location, such as the AR/MR
short film Arnold (2017), where a little white dog
tries to escape the confines of your room. The
story elements a user experiences are influenced by
the layout of a person’s living room, and Associate
Producer of Arnold, Kaci Weiniger, believes that
MR films are the next big thing.

Virtual reality (VR)

Wearing a headset for a VR experience, a person’s
view of the real world is replaced by a simulated
environment that can be photorealistic or
computer-generated. Compared with traditional
media that presents one view, VR allows a user

to move around a scene and engage with multiple
perspectives.

A VR user is in the centre of the experience
and not just an observer, which raises questions
about the ethics of storytelling with VR. For
virtual stories that are in the horror genre, for
example, or VR experiences about distressing real
life events, there are concerns about potentially

Figure 3.13 Ascreenshot from the interactive VR documentary Inside Manus,
created by Hoodlum, Cutting Edge and SBS. Audiences are taken behind the fences
to experience first-hand accounts from three detainees from the Manus Island
detention centre. The documentary experience features an ink-and-wash style
hand-drawn world. There are also recordings from the detainees, so the story is told
in their own words and voices.

traditional media as there is no fourth
wall between the viewer/participant
and the action. The traditional
framing choices in television and film
don’t have quite the same effect on
audiences in a VR storytelling setting
(see Film, Television ¢F New Media and
MAP, QCE Units 1 & 2, page 77). For
example, in a slapstick-style comedy
film, someone falling down is often humorous.
However, if a character falls down next to you in a
VR experience, you may have a different empathetic
response and it is no longer funny.

Despite potential technological and physical
hurdles, VR storytelling is becoming more popular,
and many long-running film festivals are recognising
this trend by including XR categories in their
programming. Creators are experimenting with new
ways of telling stories and connecting with audiences.
Established media products are also responding to
the VR trend to maintain audience engagement.

For example, the Wallace and Gromit (1989—present)
franchise by Aarman Studios has produced the VR
film Wallace and Gromit: The Grand Adventure (2023).

A virtual world where people can spend their
work and leisure time is the dream of Philip
Rosedale, CEO of High Fidelity. Rosedale’s online
role-playing game Second Life (2006) showed the
potential of users interacting in an open digital
world. With developments in VR technologies,
Rosedale believes the idea behind Second Life, of
‘living’ in an open simulated environment, is finally

going to be fully realised.

‘A book works through an inner monologue, you read what a character thinks.
In a film, you understand a character through his actions. And in VR, | think you
understand the story more through how you feel in a situation.'

Saschka Unseld, head of Oculus Story Studio
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3.4 ACTIVITIES

Identify a narrative VR experience. Analyse whether the viewer/user is positioned as an observer or participant.
Examine whether the user can interact with the world, and whether the characters in the story seem to
‘acknowledge’ the user. Evaluate how the level of interactivity may affect the experience for the participant.
Evaluate the user experience of the Pokémon Go (2016) AR phenomenon by considering any limitations to
participation, and the benefits or disadvantages for players engaging with the game.

Choose an example of an XR storytelling or gaming product (AR, MR or VR) and analyse the critical and audience
reception of the XR product by researching online reviews, ratings and articles. From this research, draw a
conclusion about whether the XR product was successful.

Design a pathway plan for an interactive documentary about an aspect of life at your school. Suggest potential video
footage to be shown at different node points along the pathway. In your plan, arrange some alternative video footage
at each point that will allow different choices to be made. Design in the pathway a shortcut link at each node point
that will take the users to later stages in the documentary.

Participate in an interactive documentary or interactive narrative film that is available on YouTube or another
available streaming service. Explore the range of pathways available and options for engaging in opportunities for
immersion or co-creation. Respond to the areas of activity in the following table.

DESCRIBE

Describe how participants can

ANALYSE

Analyse the information or storytelling

EVALUATE

Evaluate the benefits and limitations

interact with the production and
what sort of choices or features are
available to them.

structuresin the interactive production,
examining each and considering the
relevance of each to the central theme
of the documentary or film.

foraudience members of participation
in this interactive documentary or
film, drawing conclusions about the
significance of the interactivity in

comparison with linear, non-interactive
productions.

USES AND GRATIFICATIONS
THEQORY (UG THEORY)

Uses and gratifications theory (UG theory) is
about what audiences do wizh media, as opposed to
what the media does to audiences. However, the UG
approach is an older theory that has come into its
own again with the arrival of new media.

Following the disappointments of the effects
studies, some researchers in the 1960s and early
1970s (such as Jay Blumler and Elihu Katz) went
in a totally different direction. They argued that
audiences used the media to satisfy certain basic
psychological needs. This shifted the focus from the
producer and the text of the media message to the
needs of the audience as consumers.

Audiences have choice. Which media platform
and program is used to achieve a particular
gratification depends on the audience member.
Audiences can get satisfaction anywhere. The
media are in competition with each other and
other sources of satisfaction. The audience can
use any source of gratification.

Audiences have self-awareness. People
understand their own motives when they choose
to use the media.

Only audiences can judge value. Even if a
program seems to be irrelevant to someone else,
an audience member can be watching it for
quite worthwhile purposes, such as to de-stress
and relax.

UG and media audiences

UG researchers made the following statements about
media audiences:

Audiences are active. Audiences are not passive
in accepting the media. They are using media
actively and they are using it to achieve certain
personal goals.

Gratification of needs

The UG approach argues that the audience uses

the media to gratify (or satisfy) certain psychological

needs. Blumler and Katz identified four areas

in which the audience can achieve gratification:

1 Diversion and escape. People often seek to relax
and escape their personal pressures. The media
can help them achieve this goal.
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2 Companionship. The media can enhance personal
relationships by giving people something to talk
about. For example, laughing about a comedy you
and your friends saw on television provides social
gratification. Interactive television can be more
individualised and less social. However, it can also
promote shared viewing. Companion apps of live
entertainment shows are often designed to promote
group interaction. Interaction with the millions of
others watching the show is encouraged.

3 Personal identity. Audiences can use the media
for reasons of personal identity to build up a
sense of who they are, and who they are not. For
example, teenagers often use their choice of music
to build a sense of identity and exclude other
music because it does not fit. People can also use
the media to find reflections of their own lives. For
example, soap-opera viewers often say the shows
help them with their own problems. People can
also use the media to reinforce their own beliefs.

4 Surveillance or information gathering.
Everybody likes to keep an eye on what is going
on around them, partly because knowledge
about things help people accomplish goals.
News, weather reports, advertisements, stock
reports and music video shows all keep audiences
in touch with changes and opportunities.
Interactive online sources allow this desire for
information to be more selective and discerning.
Further categories of media uses have been

added by UG theorist Professor Alan Rubin of Kent

State University:

* passing time

° enjoyment

* relaxation

* excitement.

UG studies

UG theory explains why different people respond
to media texts in different ways. They are using the
text for different purposes.

A simple UG study might undertake the
following steps:

1 Establish sample group. A sample group of
media users is established with the aim of finding
out why they use a particular media text. For
instance, the study could focus on players of
games such as World of Warcraft (2004—present).
Often two or three hypotheses are formed that
will be tested on the sample group.

Figure 3.14 Japanese teenagers near Harajuku
Station in Tokyo. UG theory says the famous
mobile phone culture of teenage girls in Japan has
developed because the phone meets the need for
companionship, diversion and personal identity.

2 Qualitative questionnaires and interviews. The
group is asked descriptive questions about their
preferences for using the media text.

3 Quantitative analysis. Since UG often uses
qualitative and quantitative approaches, typical
studies also analyse questionnaire and survey
data statistically. For example, a study found
that 48 per cent of World of Warcraft players
sought gratification in the excitement of
combat while 44 per cent found satisfaction in
the teamwork.

Strengths and weaknesses

of UG theory
Strengths
The strengths of UG theory include the following:

* Active audience. UG represents a move away from
the media having all the power to audiences also
having some say in what they will use the media for.

* Qualitative approach. By combining interviews
and diaries with statistics, UG represents a
middle-ground between the two approaches.
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Weaknesses

The weaknesses of uses and gratifications theory

include the following:

* Dehumanising. UG studies reduce the viewer
to a set of needs, and the meanings in the text
become only gratification. Humans need more
than just food and social interaction. Needs and
desires do not explain everything in life.

* Ignores media power. UG theorists have also
been blamed for ignoring the complexities of
the media’s influence and giving all power to the
audience. They have not explained how needs can
be manipulated by advertising agencies. People
are shaped by their society, which is in turn
shaped by the media and its advertising.

* Negative uses. UG seems to assume that
audiences are always finding positive uses for
media. It ignores the dysfunctional and antisocial
uses that some people put the media to.

*  Best of the worst. Audiences do not have a lot of
power over what media products are produced, so
their power to pick and choose texts to suit their
needs is limited.

UG theory and new media

In the past, audience interaction with moving-image
media might have been limited to using the remote
control. Today, with the internet, digital games and
smart televisions, the media is much more complex.
Audiences can interact in a range of ways.

Many studies show that people tend to use new
media for many of the same reasons they use traditional
media. For instance, the entertainment gratification

CHAPTER 3: AUDIENCES ENGAGING AND SUSTAINING PARTICIPATION

can be obtained from the cinema, television, digital

games or YouTube and Instagram. Competition or

challenge as a gratification was available in television
quiz shows before it became available in digital games.

Surveying the internet for reviews before
buying online purchases or before seeing a movie
suggests that people need to seek the opinions of
others. Users accessing Google Street View for an
understanding of a landmark also shows the need
to look around virtually. AR technology seems
to suggest a need to experience the world and
understand it in more enhanced ways.

Some researchers have isolated more specific uses
and gratifications gained from new media. Shyam
Sundar and Anthony Limperos say the new media
gratifications are based on the affordances
(see page 35) of the new media technologies:

* Platform or modality gratification. The platform
of a technology can let us satisty different needs.
For example, VR may make us feel as if we really
are there experiencing something for ourselves.
Moving-image media generally make us feel as
though we have greater realism because we tend
to trust our vision over other senses. A platform,
such as a new up-to-date mobile phone, can also
make us feel ‘cool’.

* Agency or ‘being in control’ gratifications. Users
can be in control of the new media experience
much more than with traditional media. This
can make users feel that they have real individual
power or agency to do their own thing. Such
feelings can fulfil multiple needs, such as the
need to be a leader, to build communities, to be
creative or to tailor things to suit the individual.

Table 3.1 Audiences can choose particular media platforms and programs to meet particular needs. The power of choice
is with the audience. (An adaptation of a table created by Katz, Gurevitch and Haas.)

AUDIENCE NEED DESCRIPTION MEDIA EXAMPLES

Thinking/mental needs

Acquiring information or knowledge .

Television news and documentaries
* Instagram news feeds
e YouTube'how to'videos

Attitudinal and feeling needs

Emotional release from media use .

Movies
e Television dramas and comedies
* YouTube ‘prankvideos’

Personal self-help

Enhancing self-esteem or confidence .

YouTube videos and tutorials

Social

Making connections with family/friends | e

Internet
e Social media
e Videosharing

Tension release De-stressing, letting go, diversion and *  YouTube
escape e TikTok
e Television comedy
* Movies
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37



38

NELSON FILM, TELEVISION AND NEW MEDIA

* Interactivity gratifications. Interactivity usually
means intense engagement with the content. It
fulfils a need to be actively doing things, and to
influence how something looks or works.

* Navigability gratifications. Feeling as though

you can move through a space and browse one

1

3.5 ACTIVITIES

thing and then another gives users a sense of
navigability. This enhances the sense of play in
an environment. A sense of play factors into the
need to escape or just enjoy pleasure.

Describe how two selected media platforms provide you with particular gratifications. Provide examples to illustrate
your explanation. Share your explanation with someone else in the class and compare their explanation with yours.

Conduct a mini UG study on the audience interaction with a traditional or new media platform. Provide both a

qualitative (interview-based) and quantitative (numbers- or percentage-based) investigation. Develop five
quantitative questions you can ask survey respondents about their use of media and the gratifications they get

from it. These should be 'yes/no’ questions, or questions asking about ratings on a scale. Develop five qualitative
questions that require survey respondents to make a longer written or verbal response (like interview questions).
Use a colour-coding system to highlight areas of similarity in the qualitative interview responses and then respond to

the areas of activity in the following table.

DESCRIBE ANALYSE EVALUATE

Describe the survey information about the | Analyse responses, examining each and Evaluate the degree to which

purpose and conditions, including sample | considering any patterns you can see. respondents use particular media for

questions. Interpret the gratifications using both particular uses and gratifications.

Describe the respondents, including quantitative and qualitative responsesas | Interpret the significance of these

information about age ranges, gender, etc. | constituent parts of the survey. gratifications in the range of overall
Express quantitative results as reasons people use the media.
percentages.

FANS AND PARTICIPATION

Sometimes being a fan is like being a little crazy,
where we dress up, scream for our favourite team, fly
interstate to see a favourite band or follow superheroes
across every major media platform available.

Hollywood has sometimes turned the camera
back onto fans who love movies, music or sports,
and has made movies about the fans. Examples
include Fanboys (2009), Galaxy Quest (1999) and
Trek Nation (2011).

Everyone knows someone who is a fan of
something — music, sports, cult-movies, games,
television or video programs. Even though fans’
activities can be intense, fan behaviours can tell us
about audiences and participation. To explain audience
activity, academic studies of fans emerged in the 1990s.

The word ‘fan’ originally came from the word
‘fanatic’, which describes a person filled with
excessive or even irrational enthusiasm. It is often
associated with political causes or extreme religious
beliefs. It can even have connotations of possession.
Nowadays the contracted term ‘fan’ has come to mean
an enthusiast or someone who is highly engaged. It is

a much more playful term than its origination. The
term also suggests loyalty to the game, text, character
or imaginative world of attachment.

Fandom is the world of the fan community, but it
can also mean the state or condition of being a fan.
Sometimes the term is used to suggest a collection,
community or a subculture of fans.

Media fans

Media fans are highly devoted audience members
who often extend their involvement into a network
of other areas. For example, they may follow a
narrative beyond the first text into a range of other
texts on different media platforms. They may co-
create additions or ‘spoofs’ of the text. They may also
spend lots of money on merchandise.

Sociologists Nicholas Abercrombie and Brian
Longhurst argue that the media fan is different from
other media users because of their relatively heavy
media use. Fans also tend to be intensely focused
on a particular text, character or world. Ordinary
consumers may also be heavy media consumers, but
they are less discriminating or focused.
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'Whilst the fan can be read in the context of fanaticism and zealotry, many of the
behaviours associated with media fandom are comparable to loyalty, a significant
indicator of engagement.’

Dr Emma Beddows, Swinburne University

Fans can be made up of the following categories: fan. Thousands of fans, often female, gathered in

*  Fans versus cultists. Cultists are followers of screaming crowds everywhere The Beatles went.
cult texts, characters or objects. Cultists as a The fanaticism of their reactions and the huge
variety of fan, are more discriminating and number of fans led John Lennon to famously say in
more refined than ordinary fans. Cultists are 1966, “‘We’re more popular than Jesus.
usually more organised than fans and often have Television was a huge factor in the rise of
specialised support materials such as websites Beatlemania. Fans could see the band perform.
and cult literature. Cultists can often have their Visuals allowed fans to focus and develop attachments
own networks, and often meet person-to-person to individual band members. The development of
in larger organised gatherings. radio transistors allowed the large radio consoles

* Anti-fans. Anti-fans strongly dislike a media text, of the 1950s to become small and portable. This
genre or character. Anti-fans (a term by Cultural was also a factor in Beatlemania. Teenagers took
Studies Associate Professor Jonathan Gray) might the portable radios into their bedrooms to listen
consider the media text to be ‘inane, stupid, to Top 40 music away from their parents. At that
morally bankrupt and/or aesthetic drivel’. If the time, televisions were not available to teenagers in
fan is positively charged, the anti-fan is negatively their bedrooms as there was usually only one in the
charged. Some even form ‘hate-sites’. Anti-fans house. However, The Beatles would make television
may not interact with the media product very appearances on family music and variety shows, and
much, but they have constructed a very strong teenagers would rush from their bedrooms to watch.
view of what they dislike about it. Their emotional ) o
reactions are important in understanding how Science fiction
audiences respond to and interact with media. The emergence of science fiction fandom in the

* Fans as active interpreters. Fans are the best mid-1960s is seen as the beginnings of media
example of active audience members. They make program fandom. Star Trek (1967) was one of the
meaning that often extends the media product first examples. The show wasn’t especially popular
they interact with. However, even though they are in the ratings, but it had a very strong fan base. The
enabled by the media, they are also constrained by first fan magazine (also called fanzine or zine) was
it. The restrictions of media technology and media Spockanalia, established in 1967.
institutions apply to fans as much as to anyone else. In the late 1960s, fans of the television show Szar

Trek showed the extent of their power. When the
T h e hlst 0 ry Of f an d om show was threatened with ‘the axe’ (cancellation)

in 1968, fans began a ‘Save Star Trek’ letter-

Beatlemania writing campaign. The studios were flooded with
Beatlemania is often seen as one of the first thousands of letters, and the show was renewed for
examples of the arrival of the phenomenon of the another season.

Table 3.2 The range of media users from the most heavily engaged to the most oppositional. This continuum is based on
the work of sociologists Nicholas Abercrombie and Brian Longhurst, and Cultural Studies Associate Professor Jonathan
Gray. Gray argues that those who hate a media product are just as worthy of study as those who love it. Each behaviour
tells us something about the emotional involvement of the audience in media.

THE CULTIST THE FAN THE NON-FAN/ORDINARY USER | THE ANTI-FAN

MEDIA USE Heavy but specialised Heavy Variable but distracted at times Variable levels

TEXT, CHARACTER OR Very discriminating Attached butnot | Flows inand out of relating Distant from the
IMAGINATIVE WORLD reasons for fandom so discriminating media product
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'‘The news footage shows police lines straining against crowds of hundreds of

young women ..

. the girls’ faces are twisted with desperation or, in some cases,

shining with what seems to be aninner light ...

Barbara Ehrenreich, Elizabeth Hess and Gloria Jacobs

fe et

Figure 3.15 Fans of The Beatles at Festival Hall
Brisbane, June 1964. The fan response to The Beatles
was unprecedented. The mainstream public and the
media were shocked and expressed concern about
the behaviour of the young. The extremity of feeling
ensured that Beatlemania became an important
phenomenon in the history of fandom.

The cultural impact and interest in the show
changed America through its fans. The fictional
spaceship, Enterprise, was run by a Scot, a
Russian, a Japanese, an alien, a white American,
and an African-American woman, in charge of
communications. Nichelle Nichols, who played
the African-American character, wanted to resign
from Star Trek to act in Broadway theatre. She was
stopped by a fan - civil rights activist, Dr Martin
Luther King, who said, “You cannot and you must
not. Don’t you realise how important your presence
is? This is not a Black role and this is not a female
role. You have the first non-stereotypical role on
television, male or female.

When the first Szar Wars film came out in 1977,
it drew in a huge new fanbase and took fans from
Star Trek. The first of the science fiction movie
conventions was also held at this time. The first of
the Doctor Who fan clubs were established at this
time as well. The first Australian Doctor Who fan
club was established in 1976. The fans set up the
club to pressure the ABC to cancel its plan to axe
the show.

Internet era

The arrival of the internet in the 1990s set up media
fandom. Discussion groups began, and fans were
able to set up databases and fandom archives. The
Forever Knight (1992-96) fan club set up the first
online mailing list in 1992. Many fans worked at
university computers to set up databases because
most home computers were not connected online at
the time.

The late 1990s was the time when fans got
organised online. Membership of fan clubs grew
dramatically. Fans no longer had to meet at
conventions to talk to each other. People could

Figure 3.16 Buffy the Vampire Slayer (1997-2003),
the television series created by Joss Whedon, led to
one of the most important new fandoms in the late
1990s. At that time, access to the internet became
more widespread. Fans could meet online instead of
having to travel long distances to major conventions.
Databases and program archives helped fans engage
in new ways.
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use search engines to find their favourite show
and join available mailing lists or investigate the
archives. The internet also gave the English-
speaking world access to Japanese fandoms around
anime. One of the most important fandoms to
emerge at this time was around Buffy the Vampire
Slayer (1997-2003).

In the 2000s, the Harry Potter franchise
delivered a whole new set of fans. The first movie
was Harry Potter and the Philosopher’s Stone (2001).
The Lord of the Rings franchise also established a
huge new fanbase. Personalised blogging technology
started to replace the mailing lists of the earlier
internet. Digital video and editing software began
to allow fans to easily create their own tribute
videos. YouTube’s launch in 2005 gave a space to
homage videos.

The social media era

By the 2010s, fans were having a significant impact
on social media. One Direction fans put Tumblr on
the map, says fandom academic Melanie Kohnen.
The Marvel Cinematic Universe also generated
participatory fandom as it rolled out films over

the decade. Fans became more vocal about fan
identities. They found outlets on social media
platforms to do so. Fan engagement also became
more political. Fans took to social media to protest
story developments they did not like. Artists were
able to appeal to their fan bases to mobilise support
for political causes.

Figure 3.17 Taylor Swift has over 280 million followers
on Instagram. Nicknamed Swifties, the fans are known
for their high levels of participation. Their activities
and their power are widely covered in the mainstream
media and have extended into politics.
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Fans and engagement

Fans are loyal devotees. This high level of engagement
makes them useful for study as an entry point into
understandings about how all media users engage.

What are fans?

Generally, fans are considered to be:

*  Knowledge experts. Fans accumulate vast
amounts of knowledge about their favourite
media texts. The depth of knowledge is what
separates them from ordinary viewers. Sometimes
their attention to detail is greater than that of
the original producers. Fans often pick up small
continuity errors, inconsistencies in character
and so on. Fans have strong opinions and may
think directors of later movies in a series have
strayed from the spirit of a franchise. For example,
some fans of the Szar Wars franchise gave a cool
reception to The Last Jedi (2017) on the basis of
disagreements about the back-stories of characters
and straying from the ethos of the franchise’s
narrative universe. Demonstrating this knowledge
is part of what makes being a fan enjoyable. Fan
knowledge is similar to academic knowledge.

* Activists. Sometimes fans become activists and
begin campaigns to save their favourite programs
or change the nature of them in some way such
as the way a certain character is developing, or
they want a certain type of story. Fan activism
indicates that fans have a high degree of
ownership of the text.

*  Co-creators. Fans have often been the producers
of their own media. In earlier times, these took
the form of fanzines or newsletters. These days,
fans are capable of more sophisticated media
productions such as websites, databases and
tribute videos. In a sense, a proportion of the
early multi-platform work was produced by fans.

* Socialisers. Fandom often results in membership
of a community of other fans. Online discussion
forums and conventions provide ways for fans to
meet each other and discuss their interests with
like-minded people. Cosplay (costume dress-up)
has become an important part of the social aspect
of fandom.

*  Commodity consumers. Substantial investments
in merchandise are often made by fans. Fans are
a prime target for the commercial interests of
the media. Fans invest both time and money in
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Figure 3.18 Zombie movie fans at a ‘Zombie Walk'.
Fandom is often a highly social activity. It can also
involve activism, whether to save a popular program,
or to raise funds for worthy causes outside of fandom.

their favourite stories. Their identities as fans can
often be tied up in the selections of merchandise
they buy. Fans with a lot of money will often buy
unique and rare collectibles.

*  Multi-platform media users. Because fans
are highly engaged and highly invested, they
are more likely to ‘migrate’ to other platforms
in search of extra story experiences. Media
companies are keen to promote this loyalty as it
provides access to greater profits.

Fans and sustained engagement

With the increased competition for audience (and
fan) attention in the modern digital environment,
media companies need sustained audience
engagement. They look to take existing fans ‘on a
longer journey’ as well as bring in new fans.

The average length of time a committed fan
stays involved is nine years, according to research
conducted for the Fandom platform. It peaks in the
teenage years, declines among 18-24 year olds and is
then nostalgically rekindled in 25-34 year olds.

Media organisations sustain or reignite fan
engagement in the following ways:

* Using advertising. Fans often find out about new
developments in their story worlds from friends
and family.

3.6 ACTIVITIES

+ Using social media campaigns. A sense of
community can be built through social media.

*  Getting reviews published. These provide
motivation for consuming new content.

+  Creating professional content. Fresh
developments, often prepared by other fans,
draws audiences in.

*  Creating competitions and challenges. Involving
fans in activities is a favoured way of sustaining
engagement. For example, Ludo Studios uses
small challenges to engage its Bluey fans.

Learning from sports clubs

Sports industries like media industries are at

the forefront of sustaining fan engagement.

Both learn a lot from each other. For example,
American basketball has a strong global fan base.
It uses interactive VR broadcasts and AR apps

to bring fans into the action. The NBA mobile
app provides personalised updates, highlights and
live streams. Manchester United adds soccer data
analytics, personalised email marketing and social
media campaigns.

| SHOUTCASTED AT IEM SYDNEY 2023! - :
VLOG #iemsydney2023

Figure 3.19 Esports commentator and former FTVNM
student Jordan Mays at the Intel Extreme Masters
eventin Sydney. Online viewership can be in excess

of 460 000. ‘When it comes to keeping fans engaged

in esports, there are a lot of parallels to be drawn to
traditional sports. You will usually find broadcasts and
fan engagement content are structured very similarly.’

1 Describe the rise of Beatlemania in more detail, including the role of the media in helping to create the phenomenon.

Describe the background factors behind the rise of the fan movement around Buffy the Vampire Slayer (1997-2003).

Identify some of the social factors that could have contributed to the interest in the program. Provide information
about how the Buffy fandom was assisted by developments in the media.
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3 Describe how fans can also be co-creators. Identify some examples to clarify and illustrate the concept
of fan co-creation. Evaluate the significance of these creations for both the fans and the producers of the

original media product.

4 Create a timeline showing the rise of media fandom beginning in the 1950s and continuing to the present
day. Systematically arrange each major development in the history of fandom. Illustrate the timeline with

images from significant events.

5 Survey a group of people you know who fit into the category of fans of a particular media product. Prepare
interview questions to find out if they have any involvement in the main fan activities - as knowledge
experts, activists, co-creators, socialisers and consumers. Evaluate their use of multi-platform media

compared to the original media product.

Respond to the areas of investigation in the following table.

DESCRIBE ANALYSE

EVALUATE

Describe the survey information

including sample questions.
Describe the respondents,
including information about age
ranges, gender, etc.

Analyse fan involvementin each of the
about the purpose and conditions, | areas of fandom, considering results in
percentages for each constituent part of
the survey. Provide a discussion, interpreting | fandom to the group of people
their responses and examining the level of
involvement in each area of fandom.

Evaluate results by drawing
conclusions around the
significance of each area of

who make up your survey
respondents.

USER-GENERATED CONTENT (UGC)

User-generated content (UGC) is a form of cultural
production within social media. It refers to any form
of content created and shared by users on digital
platforms rather than by professional content creators
or the platforms themselves. This can include text
posts, images, videos, comments, reviews, and more.

Key features of UGC

UGC might seem straightforward on the surface,
reflecting the social qualities of society. However
UGC is like an iceberg, concealing an enormous
complexity beneath the surface. Some key features
of UGC are as follows:

*  Democratisation of content creation. UGC has
significantly lowered the barriers to cultural
production. Anyone with access to a device
and internet connection can now create and
distribute content globally. This shift challenges
traditional gatekeeping mechanisms in media
and cultural industries.

*  Prosumption and playbour. UGC blurs the line
between producers and consumers, giving rise
to what is often called ‘prosumers’, where users
simultaneously consume and produce content.
This phenomenon can be viewed through the
lens of another concept called ‘playbour’ (play
+ labour). In ‘playbour’ forms of enjoyment on
social media platforms are exploited for profit by
platform companies.
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Cultural capital and attention economy. In the
realm of UGC, cultural capital is often measured
in the form of likes, shares and followers.

The competition that emerges here creates an
‘attention economy’, where users compete for
visibility and engagement against other users.
This can be seen as a form of labour that has no
end in sight because users need to sustain their
competitive place.

Authenticity and commodification. UGC is
often perceived as more authentic and relatable
than professional content. However, brands can
take over these communications and turn them
into advertising or endorsements.

Ideological reproduction. Social media
algorithms shape the visibility and spread of
UGC. This automated curation can privilege
dominant ideologies. On the other hand, UGC
can also provide opportunities for resistance

and subversion. Users can challenge dominant
narratives and engage in cultural activism. UGC
has the capacity to create echo chambers.
Collective intelligence and remix culture. UGC
enables collaborative cultural production using
collective intelligence and remix culture. This
challenges traditional notions of authorship and
intellectual property, creating new forms of
cultural expression and ownership.

Surveillance capitalism. The creation and
consumption of UGC results in vast amounts

of data, which platforms harvest and monetise.
'This data extraction process transforms otherwise
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harmless user experiences and behaviours into
issues about privacy and autonomy.

* Global cultural flows. UGC enables rapid
global circulation of cultural content, potentially
accelerating cultural hybridisation. However, it
may also lead to cultural homogenisation or the
reinforcement of existing power dynamics in
global cultural flows.

Examples of UGC impacting trends

UGC has the power to impact online trends, as the
difference between audiences, users and content
creators begins to blur. There are numerous examples
where the original content begins to change and
grow with UGC. Two examples are the user-
generated mods (modifications) on Minecraft and the
unique narrative gameplay of Neebs Gaming.

Minecraft

Minecraft gives users freedom within the game. It
allows gameplay in one of three modes, focusing

on pure creation (Creative mode), survival within
the game (Survival mode) or user-created quests
(Adventure mode). The application’s strongest
design as an online game means it is almost entirely
reliant on the actions and creativity of its players.
Beyond that, Minecraft builds itself around player
creativity and allows gamers to create ‘mods’ or
modifications, where they can change the tools used
by the user and the possibilities of the creator.

Neebs Gaming

With more than 2.25 million subscribers and a

total of 1 billion views, Neebs Gaming is a gaming
YouTube channel composed of five actors, comedians
and voice actors playing various survival and role-
playing games. Neebs Gaming focuses on cinematic
and role-play gameplay to connect viewers within

SPACED PRACTICE

Figure 3.20 A user playing in creative mode in
Minecraft. Creative mode allows users the freedom to

create buildings, objects and create their own effects
that directly impact the world. This allows UGC that
builds a sense of community.

their community through shared experiences within
the constraints of a video game world. It focuses
less on the game being played and more on the
relationships between the team and their audience.
The channel’s success is based on their comedic
talent and their ability to build their own unique world
within another world as a means of entertainment.
Neebs Gaming focuses on its community by
streaming the playing of a popular video game and
adding their own characters and separate narratives
outside the intent of the original video game content.

— OIS ——

1 Selectauser-generated moving-image
media product. Create a timeline to show
how the product was originally created and
how it transformed over time.

2 Select a viral social media video that is currently
trending. Describe the original viral video and
analyse the audience engagement and how this
one video became an online trend.

Stimulus: Trailer for A Minecraft Movie (2025), directed by Jared Hess, 2 min 30 sec.

Contextualinformation: This trailer for Jared Hess' 2025 film A Minecraft Movie, starring Jack Black and
Jason Momoa, was created for release to American audiences in 2024. A Minecraft Movie is based on the

popular video game Minecraft (2011).

Question (Key concept - Audiences): Analyse the techniques the filmmaker used to engage the dedicated
audience of the original video game, Minecraft. Evaluate the effectiveness of the promotion for wider
audiences. Justify your response with examples from the trailer and the video game.
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PLATFORMS AND PARTICIPATION

'You have to put great story first. Where the pathways diverge is you have to
understand the best practicesforwhereyouareairingthat content. Areality segment
fortelevisionis very different from one for YouTube or Snapchat. Each platform has a
sweet spot. The common mistake is failing to understand that each platform has its

own best practices.’

Platforms

When media producers start planning a new
program, they prepare a plan to deliver it across
several platforms. This is the best way to ensure
increased audience involvement.

A media platform is a means of delivering media
content to audiences via online sites or services. It
is a means of allowing audiences to engage with
categories of media, such as film, games or social
media. A media platform can refer to both the mode
of delivering media content to audiences, or the
space to hold information and content.

Platforms can be technological mediums

Traditional mediums such as film or television can
be regarded as platforms in their own right. They
are the technological means of delivering content
to audiences. Television has two platforms within
the medium: subscription television and free-to-air
television. However, within that, each channel or
service provider may also be regarded as a platform
or content deliverer.

Digital games are a newer medium that can
also be seen as a platform. Within the larger games
platform, there are several interrelated platforms or
means by which audiences can engage with the
content. These include the console platforms,
the PC platform and the online platform.

Mobile phones and the internet are also mediums
that are often referred to as platforms. The means of
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delivering content can be seen as the medium itself,
just as it is with film or television.

Platforms can be online sites or services

On the internet, there is a complex web of
interrelated sites and services referred to as media
platforms. These include social-networking sites,
discussion forums, video-sharing sites and services
such as Netflix.

Evaluating platforms

Originally, a platform meant a raised area

of flooring, like a stage, that was a venue for
presentations and did not censor the content.
However, the nature of the stage shaped how actors
could move around and use the space.

This original meaning of platform helps when
thinking about media platforms. Much more than
a stage, a media platform shapes how media is
distributed and how people can use it. A media
platform can also restrict the nature of the content
more easily than a stage.

José van Dijck, Professor of Media at the
University of Amsterdam, says that people can
evaluate media platforms using six areas of
investigation: ownership, technology, users/usage,
content, business models and governance.

1 Ownership. The ownership of a platform affects
its functioning. Many moving-image media
platforms started as non-profit organisations

)
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for enthusiasts. Later, they were taken over by
profit-seeking global giants such as Google.
The pressure to build profits can affect the
experience that is given to users. Algorithms
owned by private companies may direct the
user experience towards increasing the profits
for owners.

Technology. Platforms are made up of

wants. In contrast, platform owners usually want
to standardise things to make delivery easier
and quicker. Algorithms work better if content
features are standardised.

Business models. Business models are often a
balance between users’ trust and the owner’s

focus on profits. Owners usually monetise the
platform through some form of the following:

software and hardware that code original — Advertising. Customising ads to suit audience

profiles has contributed to more profitable
advertising online.

content into a media experience. Via an
interface, they direct the users into certain
behaviours. According to van Dijck, the
important aspects of technology in platforms
are data/metadata, algorithms, computer

— Subscriptions. Audiences can be charged
a monthly fee for service access. Some
latforms have free services funded b
protocols, interfaces and defaults. P .. . . y

i advertising, and a premium subscription
— Data/metadata includes personal profile
details and tags used to locate data.

— Algorithms are the computerised

service with no advertising — dubbed a
‘freemium’ business model.

. . — Download fees. These are the online
instructions that make the platform work.

Algorithms provide data on the behaviour equivalent of the fee-for-product approach

used in cinemas. A download is more like a
product.

of users.

— Protocols are governing rules of computer
coding that force users to follow certain 6 Governance. In the early days of the internet
pathways that can’t easily be avoided. (and even the very early days of many other

mediums), there were few rules. Today,

most platforms have been taken over by

large multinational corporations. They have

— Interfaces direct users to operate in certain
ways. There can also be a hidden interface

behind the visible one. Many studies

have shown that a platform’s interface established governing rules for privacy,

architecture can cultivate styles of user property rights, acceptable behaviour or

behaviour. For example, a hidden interface identification. Often, the rules are maintained

might be collecting information about user by automated algorithms.
behaviour, often without their knowledge.

— Defaults and presets direct users into certain

behaviours. Defaults that are hard to change

Ownership

result in most users doing what the platform

owner intends them to do.

Technology

) .
3 Users/usage. Users’ sense of control in a platform Governance

depends on a range of factors. Users can be
constrained by certain features of the platform,
such as coding features or ownership strategies.

Sometimes there can be tension between

Users/usage Business models

users and owners over information control.
Technological knowledge can sometimes enable
users to turn off defaults or change presets so that
they have greater control. Privacy can be a major

Content

Figure 4.1 Appraising a media platform using six broad
areas of investigation. The University of Amsterdam'’s
José van Dijck developed a structure that illustrates

how many aspects of a media platform are interrelated.
However, only content tends to be the visible area of most
platforms. The rest s in the fine print or hidden away in
the platform architecture.

issue for users.

4 Content. Users and owners have a shared interest
in presenting good content. However, users want
a wide variety of content in all kinds of formats.
Millions of people have millions of individual
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CHAPTER 4: TECHNOLOGIES ENABLING AND CONSTRAINING PARTICIPATION

Affordances and interactive features

Different media technologies and platforms can

do different things and have different capabilities.
These capabilities are referred to as affordances

by media analysts. For instance, paper-based
newspapers have the affordance of print and still
image, but they do not have the affordance of video.

Affordances are ‘action possibilities’ that are
made available by the nature or design of something.
By adding to the verb ‘afford’, the term was created
by US psychologist James Gibson in 1966. Gibson
was using ‘afford’ in the sense of ‘supply’ or ‘provide’,
rather than the context of having enough money. His
new word originally referred to what an environment
or landscape provides or furnishes (or affords) for
its inhabitants. In 1988, designer Donald Norman
applied the concept to human—machine interactions
and the design of particular technologies, such as
furniture, cars and computers.

When applied to design, ‘affordance’ means what
the nature of the design allows the user to do and
how they are enabled or constrained. The design
itself ‘suggests’ how the human can interact with it.

Figure 4.2 Faced with an empty space and just a chair
and a ball, would you sit on the ball and throw the
chair? Not likely. Designer Donald Norman argues
that this is because the designed-in affordances
suggest that the most likely action possibility is the
one nearly everyone takes.
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For example, the design of a spoon appears to
naturally allow for the holding of small amounts of
liquids. A spoon’s long stem allows for holding with
human hands. These are its intended affordances or
suggested action possibilities. A spoon does not have
certain other affordances, such as allowing for the
cutting up of a ‘steak and three veg’ meal. However,
it might also have hidden or unintended affordances,
such as allowing for the opening of a bottle as a
party trick.

When applied to media technology, affordance
refers to the ways the audience is most likely to
interact with the technology. The affordances of
media technologies are the ways in which audiences
are enabled or constrained when they use them. For
example, radio has the affordance of being audio
only. The lack of vision means that audiences can be
looking at something else while they are listening
to the radio. This enables radio to be used while
driving. However, radio also constrains audiences
because they cannot see anything. As a result, radio
is sometimes called ‘the blind medium’.

Considering technology in terms of affordances
examines how individuals interact with technology,
and how design enables and constrains people.
Affordances are an interaction between people’s
subjective mindsets and the objective features of
a technology. This makes the idea of affordances
a good compromise between the theories of
socially constructed technology and technological
determinism (see Nelson Film, Television & New

Media QCE Units 1 & 2, page 126).

Types of affordances

There are three different types of affordances,
according to William Gaver, who further developed
the theory.

1 Perceptible affordances. These are obvious and
suggest a direct action that the user can take.
For example, the buttons on a website suggest
pushing (clicking). Sliders on mobile phones
suggest swiping. Perceptible affordances rely to
some extent on previous experience. For example,
digital games have affordances that often rely on
previous game experience. Digging in Minecraft
is a perceptible affordance that is built into the
game systems.

2 Hidden affordances. These are possibilities for
action that are there in the medium or platform
but aren’t immediately obvious. For example,
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Figure 4.3 Staff at a design studio
use standing desks to improve
their posture while working. Fifty
years ago, office workers would
not have considered they could
work standing at their desks or that
there were associated benefits.
Affordances are also related to our
mindsets - we have to be willing

to see them. This is especially true
with hidden affordances.

some digital games have hidden affordances
that allow players to make mods (modifications),
or to create cheats or work-arounds. So-called
‘Easter Eggs’ in games are similar to hidden
affordances, revealing a secret level or an insider
joke. Hidden affordances can be as simple as
drop-down menus. They are not immediately
visible but are there for those who are familiar
with the protocols.

False affordances. This is when it looks like
something should be able to be done, but it
can’t. A button that does not work or a broken
hyperlink are examples. False affordances

in games can be characters who don’t have any
mechanics.

Traditional and new media affordances

Each medium has different technological capabilities
affecting how content is delivered to the audience
and how they engage with it.

When considering affordances, American
sociologists David Croteau and William

Hoynes suggest imagining a live sporting event

or a music concert being distributed through

different platforms:

* A radio station could broadcast the event live.
You could hear it, but you could not see it.

* A newspaper or magazine covering the event
could write about it and have still photographs,
but you could not hear anything or watch a
moving image. The print coverage would only be
available in the next edition, not while the event
was happening.

» Television could show live action and sound, but
there would be no text other than rolling titles
and credits.

» Theinternet can do all of the above. You would
have the ability to watch the live stream of the
event, interact with other fans online and access
any related information, such as player statistics
or song lyrics. The internet supports all these
activities in the one medium.

The development of media technologies had
two distinct phases: ‘traditional media’ and ‘new
media’. Refer to Table 4.1 for the affordances and
limitations of different media technologies.

Traditional media affordances

Media that developed before the internet era can be

termed ‘traditional media’. Traditional media often

has the following affordances, according to Croteau
and Hoynes.

*  One-to-many communication. The media
content is sent out from one source (such
as a television station) and is received by a
large audience.

*  Known senders and unknown receivers. The
sender of the media content is well known (for
instance, the Nine Network), but the audience at
large is unknown to each other.

*  One-way medium. Traditional media only offer a
one-way communication within the medium. The
television cannot provide a means of interacting
back with the station. It is true that interaction

9780170484251



CHAPTER 4: TECHNOLOGIES ENABLING AND CONSTRAINING PARTICIPATION

Table 4.1 The affordances (capabilities) and limitations of different media technologies of representation. Based on a
table prepared by US media academics David Croteau and William Hoynes.

MEDIUM LIVE? TEXT? SOUND? PICTURE? VIDEO? INTERACTIVE?
v v X X

Print x X

Radio v X v X X X
Film™* X x v v v X
Television™* v S v v v X
Sound recording x X v x X X
DVD* X X v v v X
Internet v v v v 4 v

*Film, television and DVDs can show text, but they are not primarily text based. Croteau and Hoynes use ‘interactive’ to mean that
the medium itself allows two-way communication, without having to use another medium to achieve it. Smart televisions are seen

as a combination of internet and television.

between the audience and the sender of the
content can occur — however, this usually involves
another medium, such as the phone, written text
or the internet.

*  Producer distinct from consumer. Traditional
media have a clear distinction between the
producers of media content and the audience.
Producers are usually big media organisations.
'The audience is usually a vast collection
of people.

New media affordances

The arrival of the internet with digital instead of

analogue media meant that digital media content

could be spread across different devices. These

new devices offered a range of new affordances. In

contrast to traditional media, new media has a very

different set of affordances:

*  Many-to-many communication. Individuals
can communicate with each other as pairs, small
groups or large networks.

*  Known senders and receivers. Often, known
senders of media content will be able to track
their audience using cookies or other means
of reading the ‘digital footprint’. Some sites
require registration. At other times, the internet-
delivered content may allow anonymity for
sender and receiver.

* Interactivity. New media content often allows for
interactivity using the same medium or platform
that it is delivered on.

*  Prod-users. New media allow for people to be
both producers and audiences for media. Anyone
can participate in the creation of media content.
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Technological affordances and
changes in social conventions

Public speakers once had to shout to be heard.
For example, politicians stood and addressed
crowds on old wooden packing crates for carting
soap (soap boxes). They developed a certain

loud and dramatic style to capture audience
attention. Actors on the theatre stage would shout
and over-act so that their audiences could hear
them in the back rows and see the expression of
exaggerated emotions.

The affordances of the studio microphone and
the camera changed these behaviours and the ways
that audiences interact with the content.

The media technologies produced new forms
of appearing in public. The performer could be
heard as if they were talking intimately, right
next to the ear of the audience member. They
could be seen as if in close contact. A newsreader
could appear to be looking audience members
right in the eye. The bellowing singing style of
opera could be replaced with the soft crooning
style of modern iTunes songs — only possible with
speakers or headphones.

Mobile phone technology has additional
affordances that have changed people’s behaviour.
Personalisation of the handset has allowed
audience members to see the phone as part
of their individual self. Caller ID means that
some of the greeting rituals of landline phones
have changed.

The internet has a range of affordances that
have changed social behaviour. For example, the
anonymity of the internet has meant that people can
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talk to each other in different ways than they would
if they were in face-to-face contact. This can be

both positive and negative. It can encourage online
bullying. On the other hand, it can also allow people
the security of anonymity and the ability to seek help
or counselling without revealing their identity.

Platforms, affordances
and interactive features

Each media platform has its own unique
characteristics. Each offers the audience a different
set of affordances, even when something from one
platform is delivered by another. For example, a
movie delivered on a video-sharing platform such
as YouTube has the affordances of YouTube, not of

the cinema.

Video-sharing site affordances
within the platform

As delivery platforms, video-sharing sites such

as YouTube have some of the affordances of
television as a platform. However, they have
slightly changed those affordances, and developed

new ones as well.

*  User-generated content (UGC). Platforms
such as YouTube allow users to upload video in
different file formats.

* Short-duration video. Ninety-eight per cent of
videos on YouTube and similar platforms are
less than 10 minutes in length; ~17 per cent
of videos are 3-4 minutes’ duration; ~20 per cent of
videos are 1 minute or less in duration. TikTok
has disclosed that viewers’ comment that viewing
longer than one minute is ‘stressful’.

*  On-demand video. Television has ‘low’ (see
Chapter 4, page 52), but video-sharing sites have
an audience-driven flow. The audience can click
on a set of equivalently accessible alternatives,
one after another. The user is responsible
for the flow, not the channel or station as
with television.

* Navigation. The technology employed by
sites such as YouTube can create searchability
based on metadata such as tags. Tags can
direct viewers towards videos when they
perform searches.

* Archived database. Video-sharing sites are
similar to large video libraries.

*  Erratic collages. The audience member or
user can click on one video after another, but
the pattern of the flow is often individual and
unsystematic. This is unlike television, which is
composed of a flow of programming organised
according to set schedules.

+ Commenting, tagging and responding.
Comment features allow users to respond to
videos and give opinions. They can also interact
with each other in groups. Videos can be
recommended to friends.

* Channels and interest groups. Communities
of participation can be drawn together around
channels and interest groups.

* Scalability. Being scaled means having
significant size. Media content with scalability is
highly visible to diverse sets of audiences around
the world. Much media content on video-sharing
platforms has limited scalability. Some media
content gains huge scalability, but for the wrong
reasons, or for unintended reasons.

* Replicability. Computer files can be copied
a lot more easily than printed matter or
videotape. Online media platforms are
often based on replication or copies. These
can be shared, changed or re-imagined.
YouTube and TikTok contain considerable
replicated content.

Film affordances within the platform

As a delivery platform, film requires complete
audience attention. People make a conscious
decision to go to the movies. Once there, they
enter a darkened theatre, which (usually) prevents
them from concentrating on anything other than
the film. In a darkened cinema, audiences are
more prepared to suspend disbelief and be drawn
into a story.

The cinema experience is both collective
and individual. In the cinema, the audience
experiences the film as isolated individuals but
also as part of a large and unknown crowd.
In this anonymous gathering, there is plenty
of scope for mass behaviour, such as laughing
or booing, but there is also opportunity for
private reflection.

Some critics see the movies as a voyeuristic.
The film experience transforms the audience into
‘peeping Toms', says Laura Mulvey, UK film theorist
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and feminist. The film events take place while the
audience, invisible in the dark, observes all the
characters’ secrets.

Cinema offers the best quality — even today.
High-quality sound systems and a large screen
reinforce film’s power as a primary medium.
Television images are made from pixels or electronic
dots. In contrast, film has grain. Being created from
light, film images more closely resemble what the
eye sees in the natural world.

The sheer scale of the cinema screen is one of its
affordances. The large-screen format of the cinema
affords a greater sense of story taking place in a full-
scale and well-developed world.

Movie images are ‘over-specified’ (filled with
visual information). Film allows for a great deal of
detail to be placed into the image due to the size
of the screen. This has led some critics to refer to
cinema as ‘over-specified’. Each single shot can
contain a huge amount of specific detail.

Cinema is good for narrative. Film is a platform
where the narrative self-unfolds. The audience is
not required to move around or take any particular
action while the story plays out. Film is an
excellent platform for storytelling, with an ability
to explore plot, character and setting over a typical
90-minute duration.

Digital game affordances within the platform

It could be argued that digital games are the most

interactive platform. Unlike the cinema, where

the story experience unfolds irrespective of what

the audience member does, a game player must

take physical and mental action for the experience
to occur. The game platform has the following
general features:

* Interactive play. Digital games involve the
player in gameplay with digital representations
of objects, characters and environments. The
player participates within certain rules, or
sometimes against those rules. Games are
generally either player versus player, or player
versus environment.

* Interactive story. Many modern games have
well-developed stories with characters, settings
and narrative structures. According to media
theorist Henry Jenkins, the interactive nature of
games means that the compelling moments in
a game story become more like ‘experiences’ for
game players.
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Contestation. Henry Jenkins argues that
contestation (rather than just competitiveness
alone) is at the heart of most games. Contestation
is goal-oriented struggle or contest against
blockages or sometimes enemies.

Simulated spaces. The environment in a game

is a space for action. Much of gameplay involves
opening up new spaces, whether they be levels or
just new places for new experiences.
Performance. Gameplay is like a performance,
even if it is a private one. Players are always
actively engaged in enacting on-screen actions.
Choice sequences. The famous game designer
Sid Meier says that ‘games are a series of
interesting choices’. The involvement of the
player is driven by choices as each sequence is
played out.

Identity play. Modern games often allow players
to assume different identities. This is especially
the case with massively multiplayer online
roleplaying games (MMORPG:).

Immersive. Games allow a kind of intellectually
absorbed interactivity between the player and
the game system. This is often referred to

as ‘immersion’.

Perpetual play. The time taken to play out the
full game story in many digital games can run
well above 100 hours. Some games do not have
an actual end and are more like long-running
hobbies. These can be played over months or
even years.

Television affordances within the platform

As a delivery platform, television has the following

general features for the user:

Liveness. Television often works best when it is
broadcast as a live event. Sports events, breaking
news or live presentations are what separate
television from film, and to some extent from
online video-sharing platforms.

A domestic platform. Television needs to be
ordinary because it is a constant presence in
everyone’s living room. It is a domestic medium
that is viewed while people are doing a variety of
other things. Television is a regular part of our
daily life.

Flow of content. This defines traditional free-
to-air television. Television requires a lot of
program content because there is a constant
stream of programming. This has led many
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academics to speak of television as being
defined by the idea of ‘flow’. Programs are not
so important individually (as movies are, for
example), but for being part of a series that is
itself part of a timeslot that is part of a vast flow
of content. The TV series WandaVision (2021)
manipulates this concept by choosing a difterent
‘format’ of television each episode — starting

in the 1950s and moving to the 2000s style of
sitcom television. To some degree, subscription
television platforms have followed the idea of
continuous flow by creating a constant flow of
algorithm-determined choice.

Timeslots are a feature of traditional television.
On free-to-air television, the viewing day is divided
into a number of time zones. The most important
time zone is peak time or ‘prime time’. Prime time
is from 7.00 p.m. to 10.00 p.m., and it is during
this time that the television audience is largest. Prime
time gradually tapers off until most viewers have left
at around 10.30 p.m. Specialist programs are shown
after 10.00 p.m. Pay television is divided according
to channels of content. However, within those

Figure 4.4 The first television stillimage (a face)
was transmitted in 1925. Moving images were first
transmitted the following year. Today, even with
ultra high definition TV, television still compares
unfavourably with the sharp images obtained on 4K
film (which is higher than 4K TV). This adds to the
ordinary and domestic nature of television.

dedicated channels, the broadcast day is still divided
into distinct rhythms. This is called dayparting.

Binge-watching is a feature of television as a
new media platform. Audiences are streaming news,
sport and entertainment programs directly from the
internet and watching them at any time. They will
often watch a whole series all in one go. Modern
audiences have effectively freed themselves from the
limits of the timeslot.

Mobile media affordances within the platform

Mobile media include mobile phones, smartphones,
laptops and tablets connected to the internet.
According to communication specialist Andrew
Schrock, mobile media have the following

platform affordances:

¢ Portability. You can move around with a mobile
device. The physical characteristics of the
technology: the size of the device, the battery life
and the weight all contribute to the portability
affordance. Portability can be considered as
being high or low. Smartphones have high
portability. Wearable technologies have even
higher portability. Laptops have relatively
lower portability.

* Availability. Mobile media technology means
it is possible to be in constant contact 24-7.
However, people use this affordance according
to their own personal comfort zone. Many
people turn their phones oft when asleep. Many
turn off certain notifications, such as those
from Facebook.

* Locatability. From about the year 2000, GPS
data has been available for mobile media services.
The affordance of locatability has been taken
up by apps such as Google Maps. Users can see
where they are, and the location of businesses
and services. In some apps, they can see where
friends are. Locatability as an affordance has
been taken up much more slowly than the others.
However, the 2016 AR game Pokémon Go used it
to advantage.

*  Multimediality. Taking photos or videos with
your mobile phone is now an everyday activity.
Mobile devices are multimedia devices capable
of recording images and sound with increasing
quality. It is this affordance that has led to the
rise of citizen journalism (see Chapter 5,
page 69, Citizen Journalism) and a host of
other activities.
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41 ACTIVITIES

Choose a medium that hosts moving-image media, such as the internet, film, television or digital games. List all the
available platforms within that medium. Describe what defines each platform and what separates it from others,
giving information and examples to clarify.
Select three designed objects that are interesting because they are practical and stylish. Have a look at designed
physical objects, such as furniture, sections of (or whole) cars or appliances. Respond to the areas of investigation in

the following table.

DESCRIBE

ANALYSE

EVALUATE

Describe the designed appearance of
the object and its appeal on the basis
of style. Give information about its
general 'looks'.

Analyse component design features,
examining each and considering the
individual affordances they offer.
Consider the logic behind the design and
its fit to usage.

Examine the potential for hidden
affordances.

Analyse the strengths and limitations of
the design using simplicity and ease of
use as criteria.

Evaluate the significance and status of
the design, drawing conclusions about
its overall worth when compared to other
similar objects (e.g. other cars).

4 Select one of the six areas of investigation when appraising platforms suggested by Professor José van Dijck (see
page 45, 'Evaluating platforms'). Choose a platform using the investigation area you have selected. Research
as much detail as you can about the platform. Evaluate the impact your area of investigation has had on the
development of the platform, and the audience experience of it. Draw conclusions about its significance. Present
your findings to the class in a presentation that includes appropriate images.

5 The affordances of media platforms can change over time as technology improves or merges. Refer to the table of
affordances prepared by Croteau and Hoynes in 2014 (see page 48, ‘Traditional media affordances’).
Evaluate the contents of the table and make a judgement as to whether there have been any significant changes
in the status of any of the platforms. Support your answer with evidence from research (such as recent online

product catalogues).

6 Have you watched the same program (such as a movie) on different media platforms? Describe your experience
and how the experience differs with platform differences. Evaluate the significance of any of the media platform
affordances in either enabling or constraining your experience.

INTERACTIVITY

Interactivity as a term in media communications
arose in the mid-1990s as the internet expanded
into popular use. Before that, interactivity was just
thought to be something you did face-to-face

in conversation with a person. However, the

idea of interactivity being some sort of two-way

communication dialogue is common to both usages.

Interactivity types and media types

Interaction involves communication through an
ongoing exchange of messages. The exchange is
like a dialogue. The nature and type of feedback
that is received from each participant changes as
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it goes along. There is some measure of control
over the content received, and the order in which it
is presented.

There is also a perception aspect to
interactivity. Not only does the user’s input affect
the screen, but the user perceives themselves as
having control over what they see. For example,

a digital game player perceives that they are
changing the outcome of a game, but a television
viewer does not think they can alter the progress
of the story in any way.

There are three levels of interactivity, says
Professor Sally McMillan of the University
of Tennessee:

1 User-to-user interaction. This type of interactivity
allows for people to interact with each other,
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using the media platform to allow it to happen.
Some forms of digital games and social media are
examples of user-to-user dialogue. Users adjust
their messages in response to feedback from
others. Each participant can be regarded as having
equal power (in theory, at least).

2 User-to-content. User engagement with media
content is a very common type of interactivity in
new media. User-to-content interactivity is not as
equal as user-to-user. The sender of the original
content or document has more power than those
who interact with it afterwards.

3 User-to-system interactivity. Human interaction
with the computer as a machine is especially

Level of receiver control

Nature of audience

Low contribution High contribution

Content-on-demand Co-created content

<

2

-
Packaged content Content exchange

2

o

T O—0® &—®

S =Sender, R=Receiver, P = Participant

important in new media. The user and the computer
are in continuous communication as they work.
Control in the user-to-system level of interactivity
can be variable depending on the situation. Either
the ‘user’ or the ‘system’ does the leading.

Figure 4.5 Amodel of interactivity in media, adapted
from a model created by McMillan. Packaged content
(such as traditional television programs) has the
least audience contributions, and audiences have the
least control. User-controlled interactive programs
or certain console-based digital games have some
co-created content and the most contributing
audience with the most control.

Degrees of interactivity
and participation

Interactivity can take many forms, and there

can be many different degrees of interactivity.

Some platforms allow more interactivity than

others; some mediums allow considerably more

interactivity than others. Some could be considered

to be dialogues between equals, whereas some are
almost monologues.

The direction of the interaction is an important
consideration. Interaction can be mostly one-way,
two-way or multi-directional. Another consideration
is the degree of control that users or audience
members have.

A model with four sectors of interactivity has
been devised by Professor Sally McMillan. An
adapted version is shown in Figure 4.5. The four
sectors are as follows:

e Sector 1: Content on demand — shows limited
contribution but higher levels of control. Netflix
fits into this sector. The audience has control over
preferences and can customise the programming.

* Sector 2: Co-created content — has active
contributors with high levels of control. Interactive
fiction programs, interactive documentaries and
some video blog sites fit into this sector.

* Sector 3: Packaged content — illustrates the
traditional mass media model with one powerful
sender and multiple non-contributing receivers.

Traditional television stations fit into this sector.
Sector 4: Content exchange — represents where
receivers and senders can create content equally.
However, group decision-making tends to

mean that individuals have low control. Large
multiplayer online games might appear here.

Interactivity is not necessarily distributed

equally among the population of users, says internet

entrepreneur Ross Mayfield. The vast majority do

not interact very much, and some contribute a lot.

Maytield argues that a lot of internet interaction

(including moving-image media sites) is low
threshold participation, with the user just clicking
occasionally. At the other end of the spectrum, users
are highly engaged with the available interactivity.

Digital culture theorist Lev Manovich proposes

a typology of interactivity that ranges from ‘closed’

to ‘open’ forms. An example of this perspective

is his concept of ‘branching-tree interactivity’ or

‘menu-based interactivity’.

In this type of interactivity, which Manovich

categorises as a ‘closed’ form:

1 'The user reaches a particular object or point in
the system.

2 'The program presents the user with a set of
predefined choices.

3 'The user selects from these choices.

4 Based on the user’s selection, they advance along

a particular branch of the tree-like structure.
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This form of interactivity is common in many
digital interfaces, such as website navigation
menus, choose-your-own-adventure style games
or interactive kiosks. The key characteristic is
that while users make choices, these choices are
limited to predetermined options set by the system’s
designers, almost to the extent that ‘interactive’ is
ultimately an illusion.

4.2 ACTIVITIES

Manovich contrasts this with more ‘open’ forms
of interactivity where elements and structures
can be modified or generated in real-time based
on user interactions. This approach emphasises
understanding the underlying structures of
interactive systems, rather than focusing solely on
the user’s experience or perception of interactivity.

55

1 Describe, using your own experience and giving personal examples to clarify, how you have used each of the three

different levels of interactivity outlined by Sally McMillan (see page 54): user-to-user, user-to-content, user-to-system.

2 Provide a list of television programs that have offered some form of interactivity. Describe the options that were

available to the audience and provide information about audience use of these interactive features.

Redraw Sally McMillan's model of interactivity (Figure 4.5). In each sector, provide an example of a media platform

that fits with the characteristics of that sector. Respond to the areas of investigation in the following table.

DESCRIBE

ANALYSE

EVALUATE

Describe the media platform and its
functions in brief. Give information
about how audiences use the platform.

Analyse affordances of the platform,
examining each and considering the
capacity for participation.
Consider the power relationships
between the technology and

the audience.

Examine the potential for subversive
ways of participating.

Analyse the strengths and limitations
of each platform using interactivity as
the criteria.

Evaluate the overall worth of the
McMillan model as a means of

expressing platform interactivity.

4 Listall the forms of interaction you can think of for traditional media and then for new media. Evaluate the extent
to which new media and traditional media can offer an interactive experience for users. Make a judgement about
whether or not this potential for interactivity is significant.

ARTIFICIAL INTELLIGENCE (AI) AND
PARTICIPATION

Artificial intelligence (AI) is no longer a distant or
futuristic concept. It plays a pivotal role in shaping
the dynamics of media participation today. Whether
users are interacting with social media algorithms,
engaging with virtual assistants or playing Al-driven
video games, Al is present as a tool and a participant
in mediated experiences.

Ludification, or the infusion of playful elements
into various aspects of culture, is a central feature of
how AT operates in media. Critical scholars such as
Valerie Frissen and Joost Raessens describe a shift
where ludic playfulness is no longer confined to
childhood or leisure time, but becomes an integral
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part of how we engage with technology and media at
all levels of society. This phenomenon is particularly
pronounced in digital media, where Al-driven
systems foster environments of constant play,
exploration and discovery.

Whether users are engaging with
recommendation algorithms, participating in
Al-driven games or exploring virtual spaces
curated by machine learning systems, they are
constantly interacting in a ludic environment that
promotes experimentation.

Al gives the user an experience imbued
with life. It is a facilitator, an active agent,

a friend, a confidant, a supervisor or a
personal assistant. Al systems establish the
conditions of user interaction by the normal



NELSON FILM, TELEVISION AND NEW MEDIA

routines found in Al platforms. Curating content,
personalising experiences and guiding engagement
in the context of real-time production of labour fits
neatly into the idea of participation.

Al enables and guides user participation
through dynamic interactivity. Much like video
games, which require players to make decisions
within the framework of the game’s rules,
Al-driven platforms — such as social media or
interactive streaming services — create spaces where
users can engage in playful experimentation. The
user is engaged in a game of discovery, creating a
playful cycle of challenge and reward. The ‘rules’
are determined by the Al but hidden

from view.

User behaviours in
Al-mediated spaces

In Al-mediated spaces, user behaviour and
participation are shaped by dynamic interactions
between human agency and Al systems. These
environments offer users the opportunity to engage
in personalised, adaptive experiences where

AT continuously influences how content is
consumed, identities are explored and social
interactions unfold.

Immersion and identity play

One of the most profound impacts of Al in media
participation is its ability to encourage deep
immersion, drawing users into the virtual world.
Because of these conditions, users can experiment
with different forms of identity and expression.
Immersion, in this sense, refers to a psychological

state where users feel fully absorbed in a digital
environment. Al’s real-time adaptability enhances
this sense of immersion by responding to user inputs
and creating a sense of dynamic interaction.

Virtual avatars and Al-driven identity

In gaming environments, players often experiment
with avatars (digital representations of themselves
or fictional characters). Al-driven systems enhance
this experience by offering personalised feedback,
adaptive challenges and narrative choices that evolve
based on the user’s actions.

In social media, this immersion translates
into playful forms of self-expression, where
users craft online performances that are shaped
by Al algorithms. For example, Instagram’s Al
suggests hashtags, filters and content that align
with the user’s past behaviour. These are subtly
guided through the platform’s feedback loop. This
interaction between user and Al creates a continuous
loop of experimentation and feedback, where
identity is fluid and always changing.

The illusion of choice

AT allows users to make choices such as what
content to engage with or what social identity to
project. These choices are shaped by underlying
algorithms. The personalisation of content creates
the illusion of infinite choice, yet the content

is selected and presented based on data-driven
predictions. This context reflects a form of
controlled play, where the AT offers choices but
within a limited range. Users think they are making
choices, but they are really being pushed toward
specific outcomes.

Table 4.2 Al's influence on user identities. Al-driven systems transform media into dynamic, interactive spaces where
participation is both guided and open to exploration. While Al offers opportunities for users to engage in novel forms of

play, it also shapes and limits these experiences.

Al FUNCTION IMPACT ON USER

Content recommendation

Guides user engagement.
Shapes preferences and behaviours.

Personalisation algorithms

Encourages identity experimentation based on user history.

Interaction feedback loops

Fosters continuous interaction through rewards and novelty.
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4.3 ACTIVITIES
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1 Apply the concept of ludification to a selected example of Al. Describe how the Al creates a sense of
playfulness in the users. Analyse the degree to which the choices the user makes are limited and controlled.
2 Describe how Al fosters immersion in digital environments, and evaluate the impact this has on human-

machine interaction.

TECHNOLOGIES AND CONTEXTS
OF PRODUCTION

When the time of production, social organisation,
government regulations and all other factors of

a technological environment are combined, they
create what is called the ‘context’. Context refers
to all the natural, cultural and social aspects of an
environment that help shape the final nature of

a technology. Any media technology is a part

of its context.

Contexts

Technology is like all human-made objects. It is the
material embodiment of human interests, needs and
relations in manufactured form, according to the
19th-century economist and political theorist Karl
Marx. Today, many modern academics hold to the
socially constructed view of technology. They argue
it doesn’t just arrive ‘from above’. It is created by the
society around it. In a different context, different
types of technologies could arrive.

There are four main types of context:

1 Time. The period in which a technology is
developed will shape it. For instance, television
was developed in the 1930s—40s. Its form is
suited to family-oriented viewing where people
sit down together to watch.

2 Natural environment. Geographical and
landscape features can play a part in the
development of a technology. Vast distances
between towns in the US played a part in the focus
on the development of the landline telephone.

3 Cultural context. This includes language, history,
shared beliefs and the economic system. In the
US, a free-market capitalist culture with a focus
on profits has played a part in the development of
subscription-based media platforms.
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Cultural context

Social Context

Technology

Figure 4.6 The development of a technology occurs
in a social context surrounded by a cultural context.
The social context is the group of people in the
organisation where the technology is worked on.
The cultural context is the surrounding culture; for
example, English-speaking US culture of the 1990s.

4 Social context. The social context is the
surrounding social environment of the organisation
in which the technology is developed. For example,
the fact that the internet was developed originally
in a military and university context played a part in
the nature of the technology.

The context helps us understand how a
technology developed in a particular way. Many
studies of technology look at failed inventions or
working inventions that did not go ahead. For
example, the winner of the so-called ‘videotape
format wars’ of the mid-1970s and early-1980s
was not the best system of recording. The
dominance of VHS over Betamax is said to be due

only to the longer playing time of VHS suiting
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the social need for recording movies. VHS was
also the rental videotape of choice for certain
entertainment industries.

How context shaped the internet

During the design and development stages of

the internet, the design choices were a product

of the type of people and organisations involved in
the project. If the internet had been developed in a
different surrounding culture, by different people,
then the internet itself would probably not operate in
the way that it does.

The internet is a global system of interconnected
computers and computer networks designed for
communication. It consists of government, academic,
business and domestic networks. The internet uses
standardised communications protocols to allow almost
any computer anywhere in the world to connect. Other
end-user services are hosted on the internet, such as
the World Wide Web, email services, Usenet, chat
rooms, bulletin boards and RSS. The internet is open
to anyone with a connection and a computer.

The social context

Until the early 1990s, the internet developed in a
relatively closed community of mostly US computer
and defence scientists. The members of this group were
united in a common interest: research and knowledge
development in the field of computers. They mostly
worked in computer labs at universities or for the
United States Department of Defense. They often
attended conferences together and communicated with
each other via early forms of email.

This group of computer science academics and
defence specialists had the following characteristics
in common, argues Carol Gould of City University
New York:

* Belief in the free exchange of scientific ideas

and knowledge

Respect for other group members as equals

(peer-to-peer communication)

* Belief'in equal right of access to information and
freedom of information

» Little involvement in commercialisation, business
or profit-making because they worked for
government departments or universities

The cultural context

The Cold War sparked the development of

the internet. The Cold War was from the end of
the Second World War in 1945 until the fall

of the Berlin Wall in 1989. The Cold War was
the constant state of intense political and military
hostilities between the United States and the
Soviet Union (Russia) that led to the build-up of
nuclear weapons by both countries. Fortunately, it
never turned into a ‘hot’ war directly between the
two super-powers.

The history of development

Early tinkerings at US Defense

The beginnings of the internet were in the mid-
1950s. Networking was extremely limited. Early
computers were large and cumbersome, and required
a whole room to store one computer that had less
processing power than a smartphone. Computers
also needed round-the-clock maintenance to keep
going and were very expensive to run.

In these early days of computing, no one had
personal computers. As a result, time-sharing was
developed. Time-sharing allowed more people to
access the machines from separate terminals. Access
to computers at any time was made available through
limited networks that tapped into other computers in
different locations.

Military beginnings

The US military realised that one Soviet
missile could have taken out the entire defence
communication of the US. Because of this, the
US military began setting up a communications
network with no one single centre. If one part
of the network went down, the others could
take over. The idea of the internet was born. To
develop the network, the government handed the
work over to computer scientists and professors
at universities.

Start of the internet

In 1969, a United States Department of Defense
computer network called ARPANET was set up.
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It allowed defence contractors and universities
undertaking military research to tap into defence
computer systems. The department allowed research
projects restricted to the field of computer science
and related to defence.

US Defense lets go

In the 1980s, the Computer Science Research
Network was added to the global network. This gave
researchers remote access to costly supercomputers
housed at large US universities. Each of the
universities then added its own networks to the
system, further increasing its power. The United
States Department of Defense separated its networks
from the civilian university networks because of
security concerns. Up until this time, commercial
interests had been prohibited from the internet.

Business comes in

In the early 1990s, commercial interests gained
access to the system, which opened the internet to
the general public.

World Wide Web

While the World Wide Web (WWW) was
developed by Tim Berners-Lee and the European
Organization for Nuclear Research (CERN) in
1991, it was the 1993 creation by Marc Andreessen
of the Mosaic internet browser using simple-to-write
HTML (hypertext markup language) that spurred
the internet’s popularity.

The internet now runs on networks operated by
major telecommunication, internet, computer and
media companies as well as academic networks.

No single organisation in any one country has
overarching control.

Technology different due to context

The context that existed at the time of the

development of the internet changed the way the

technology operates. Technology philosopher Robert

Gertz says the influence of the context is visible in

three main ways:

1 Accessibility. Information is openly accessible to
anyone. Users can readily view information and
they can equally contribute. The idea of a system
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that treated users as equals was a product of the
academic community’s involvement. No one’s
data got more priority than anyone else’s. This

is called ‘net neutrality’. The concept is that the
internet is a public utility and that anyone has
the same access — from amateur YouTube content
creators to multimillion-dollar production
studios. Net neutrality means there is one system
for all — not a restricted one based on your ability
to pay.

2 Openness. The computer scientists and
academics made sure that the early ARPANET
was open to meet the needs of all types of
communications and networks. It was open in a
technical sense to different kinds of hardware,
software and all kinds of information. No
hierarchies existed. No piece of information
was treated as more important or given greater
priority than another piece. Thus, personal
emails are given the same priority as important
government documents. This is the result of
the academic community’s desire for open
collaboration in scientific development.

3 Decentralised. There is no central computer
on the internet, and no hierarchical layers of
computers. There is also no central regulation
of the system. Decentralisation suited the
military because it meant no one could
sabotage the system by taking out a central
computer. Decentralisation also addressed
the academic researchers’ need for diversity
and inclusion.

If other choices had been made in a different
social context, the network could be very different. It
could be much more commercial, requiring payments
more often. Or it could be much more oppressive and
intrusive, with centralised organisation and greater
power to a small number of authorities. For instance,
personal finances, social media postings, petitions,
consumer habits and online friendship connections
could all be tracked by a central authority. Citizens
could be rewarded for compliance. Had other
transmission protocols been chosen, it could mean
that certain data could be discriminated against or
given greater priority. Payment could be extracted.
The documents of powerful people could be seen as
being of prime importance.
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4.4 ACTIVITIES

1 Imagine a different scenario for the development of the internet. Begin with a different social context and a different
cultural context. Describe each. Respond to the areas of investigation in the following table.

DESCRIBE DESIGN EVALUATE

Describe how animagined possible Design proposals for a science-fiction Evaluate the extent to which the scenario
internet could have developed and scenario that illustrates the examples you have suggested could already be in
provide examples of three different you have described. Use the specific place somewhere today.

characteristics that could have stemmed | conventions of the genre. Pitch your
from the imagined context. Provide some | proposalto the class.

additional information about each of
these imaginary characteristics.

2 Research the biography of some of the important figures in the development of the internet, such as Tim Berners-
Lee or Marc Andreessen. Evaluate their biographies and make a judgement about the extent to which their personal
life histories may have affected the way in which the internet developed. Draw conclusions about the overall
significance of these personal details to the global internet as we know it today.
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Stimulus: Overview gameplay trailer Legend of Zelda: Echoes of Wisdom (2024)

Contextual information: The Legend of Zelda (1986-present) is a game series with new games released
every two to five years. It is created by Japanese designers Shigeru Miyamoto and Takashi Tezuka. Echoes
of Wisdom has eight dungeons and three side quests. Over time, the game franchise has moved from a
restricted and linear gameplay towards a more free-play style, and continues to direct the player to the
solution.

Question (Key concept - Technologies): Analyse the affordances of the design using the gameplay in the
trailer. Examine the features of the affordances and consider how they might enable and constrain player
participation. Evaluate the effectiveness of the affordances and the degree to which they channel the player
to find the solutions, yet still enable player initiative. Justify your response with examples from the trailer.
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Institutions enabling and
constraining participation
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INSTITUTIONS AND THE
ECONOMIC CONTEXT

The relationship between media institutions
and audiences is becoming more complex as
technological developments continue to change
modes of production and distribution, and give
audiences more agency in what media they use
and view.

Enabling features
of media institutions

In the 20th century, traditional media was owned
and created by large media companies. It was
expensive to produce and distribute media products.
As media making technologies are now more
accessible, along with streaming video on the
internet, people who were once excluded from the
industry due to cost and technology are now able to
create and distribute their own productions. There
has also been the rise of powerful new media-
based companies such as Facebook/Meta, and
existing companies such as Amazon have become
major players in the media sphere. According

to media educator and author Brett Lamb, the
contemporary distribution model is a hybrid of top-
down distribution from the larger companies and
grassroots sharing between individuals and smaller
media creators.

Size and wealth

A clear enabling feature for large media
organisations is the financial and market power to
grow their companies and profits, that is, ‘spend
money to make money’. Companies with budgets
to spend can fund expensive media productions;
for example, director James Cameron’s
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Avatar: The Way of Water (2022) had an estimated
production cost of $350 million. Large media
institutions can also acquire new companies
to diversify their media offerings or invest in
technological developments to create new products
or services. Recent examples include Disney’s
purchase of Pixar Animation Studios in 2006,
their acquisition of Marve/ in 2009 and the release
of their own streaming service, Disney+, in 2019.
Another advantage is that large companies can
include a financial buffer in case projects are not
profitable. Disney’s 2023 film Indiana Jones and
the Dial of Destiny was reported at a loss of over
$143 million.

In 2019, Disney also acquired the distribution
rights (outside of Australia, NZ and China)
for Bluey (2018), considered one of Australia’s
greatest cultural exports. The show is accessible
via the Disney+ service and has the Disney+
logo when viewed through this service. Disney
has not yet been able to buy the commercial/
merchandising rights. Confused and frustrated
parents on social media want to know why
there are no Bluey themed rides or toys for
sale at Disneyland theme parks. According to
the Australian Financial Review (AFR), when
Ludo tendered the commercial rights for Bluey
in 2017, the ABC didn’t have the ‘firepower’
to be competitive in the negotiations, with the
commercial rights secured by BBC Studios (the
commercial arm of Britain’s public broadcaster).
The ABC has since had to defend itself for
missing out on this valuable deal, with managing
director, David Anderson, saying ‘who knew Bluey
was going to be a unicorn?’

Multiple distribution options

The options for media distribution and reception
have increased with the development of new media
platforms and technologies, alongside traditional
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distribution modes such as radio, television and

cinema. This creates enabling features for:

*  Small institutions and individuals. With
YouTube and other social media and streaming
platforms, small companies and individuals can
create media and make it accessible to a wide
audience. In the video game space, small indie
companies and individual game developers can
distribute their games through websites such as
Steam. This means that they don’t have to rely
on their game getting picked up by one of the
big companies.

* Large media institutions. Traditional
distribution modes such as broadcast television
and cinematic releases have long been dominated
by large media companies. Now these companies
can further extend their audience reach by
distributing media and engaging with audiences
through new media platforms. With institutions
distributing productions through free or paid
video-on-demand streaming services, for
example, audiences are no longer locked into a
TV or cinema schedule. Audiences have more
freedom to watch what they want, when they
want and where they want.

Accessible production technologies

Increased access to media production technologies
and online resources to learn techniques has allowed
individuals and smaller companies to create high
quality productions, even with small budgets. For
example, the special effects in the award-winning
film Everything Everywhere All at Once (2022,
MA15+) were created by a small team of self-
taught visual effects artists using programs they
were familiar with, such as Adobe After Effects.
According to producer Adam Gee, filmmakers don’t
need substantial distribution deals or expensive
filmmaking equipment to make amazing films. As
the video recording quality of mobile phones has
improved, there has also been a rise in smartphone
specific film festivals to acknowledge these
productions, as well as designated categories in
existing film competitions.

Collaboration across distances

Creative teams are no longer restricted to being
in the same city or even the same country. The
variety of online video meeting options and ability
to share large files digitally means that people can

Figure 5.1 Students on their phones are a common
sight around Australia at the start of a school day.
The way individuals view and use media has changed
drastically in the first quarter of the 21st century,
particularly with the availability of internet access
through devices such as smartphones. It's now
possible to watch a TV show on your phone when
using public transport, for example, something that
wasn't possible 10 years ago.

work together on media projects, even if they are
not in the same physical space. For example, during
COVID restrictions, productions such as Bluey
(2018) were developed while animators worked
from home.

Funding availability

Other options available to help fund projects include:

* Government funding. Government institutions
such as Screen Australia and Screen
Queensland provide funding grants for both
emerging and established creatives across a range
of media types, from more traditional feature
films to social media content and gaming,.

+ Taxincentives. Media companies with a studio
based in Australia, or who undertake certain
parts of the production here, may be eligible for
tax offset/rebate incentives from the state and
federal governments.

+ Streaming services funding. At the end of
2023, Netflix reported that it had spent over
$1 billion supporting the creation of Australian
productions over the past four years. Companies
with streaming services represent a new
funding opportunity for Australian filmmakers
and game developers, as companies extend
their media offerings. Additional revenue
can be made when these companies license
existing Australian productions to add to their
content libraries.
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*  Crowdfunding. Online websites such
as Kickstarter.com give productions the
opportunity to seek funding from the general
public by sharing their project ideas and
asking the ‘crowd’ to contribute financially.
'The Academy Award-winning animated
short film Hair Love (2019) was crowdfunded
by individuals, and also received a funding
contribution through this avenue from the hair
product company Dove.

* Audience-owned companies. While still in
its infancy, company Legion M is currently
marketing itself as the first ‘fan-owned’ media
company. According to Legion M’s website, ‘an
entertainment company owned by fans is more
than just a fun idea — it’s the foundation of a
business model with the potential to change
Hollywood forever.’

Institution and audience communication

The participatory nature of contemporary media
means that there can be responsive two-way
communication between audiences and the
institutions who create and/or distribute media.
On the video game website Steam, for example,
players can add reviews and comments about
their experiences. Game developers can respond
to comments and consider the feedback when
developing updates and patches.

Social media promotion

Institutions can use social media platforms for the
purposes of marketing and audience engagement.
Writer/director Mark Murphy believes these
platforms are ‘indispensable tools in the arsenal of
film promotion’ as they can share different types of
content from movie trailers and behind the scenes
footage, to engaging with audiences through ‘live’
streamed events. People can comment on and share
posts, helping to further promote media products
and generate ‘buzz.

Constraining features
of media institutions

British media tycoon Lord Thomson is reported to
have said that owning a television station is a licence
to print money. For economic and other reasons, the
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media institutions are close to the centres of power
in society. They are closer to the ‘big end of town’
than they are to their audiences.

Media organisations tend to have common
characteristics because they all operate in the same
business environment.

Profit takers

Most media organisations are private businesses.
They are corporations with shareholders, and
their prime concern is to make a profit for those
shareholders. Today, production costs of many
blockbuster films are over US$200 million. For
example, Black Panther (2018) cost more than
US$200 million and within a few months had
returned more than $1 billion. Although returns
are not guaranteed, they can be spectacular when
they happen. Box office revenue and DVD sales for
Avatar (2009) was more than US$3 billion.

Supporting the powerful

The owners of media organisations can strongly
influence those organisations. There are many
examples of news editors being forced to resign
because they did not support the owner’s political
viewpoint. A survey of journalists showed that more
than 70 per cent believed owners used the media to
push their own political views.

The owners of big businesses are members of the
world’s ruling class. While this ruling class makes
up approximately 1 per cent of the population, they
control nearly two-thirds of all global wealth created
since 2020, according to an Oxfam International
report in 2023. They also emit as much carbon as
two-thirds of the planet’s poorest, says the same
report. As members of that group, big media owners
tend to represent reality from the viewpoint of
‘the bosses’.

However, the perspective of owners works in
a complex relationship with the audience. Media
organisations cannot afford to alienate most of their
audience. When owner of the Washington Post,
Amazon’s Jeff Bezos, allowed his editorial team to
break with tradition and make no recommendations
for President in the 2024 US elections, 10 per cent
of the audience immediately cancelled their
subscriptions in protest.

To make profits, organisations sometimes
tolerate material that does not directly support the
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The Bezos Empire

Health

Amazon Pharmacy: prescriptions

One Medical: Telehealth, appointments
Altos Labs: Age-reversing research
Body Labs: 3D Body modelling

Space, Energy, Environment
Blue Origin: Space launch technology
General Fusion: Nuclear fusion research
Harvest.ai: Crop growth, yield prediction
NotCo: Al technology food producer

Moving image content Partpic: Visual parts recognition
Amazon Studios: Streaming TV production = Slate Auto: Electric vehicle production
A Metro-Goldwyn-Mayer: Film production
Educatlon IMDb: Film, TV, celebrity database
EverFi: K-12 course and performapce Box Office Mojo: Film revenue tracking Gaming
Teachstreet: Student match to online teachers Twitch: Video streaming and esports
< IGDB: Gaming and streaming database
. | Curse: Gaming chat, esports
Legacy media o o Lcherach

The Washington Post: Print and online newspaper
Business insider: News and finance online journal
Avalon books: Genre novel publisher

Digital Distribution
Amazon Prime Video: Streaming film, TV, sports
Amazon Music: Streaming songs
Amazon Books: Online & physical books
Kindle: e-book reader
Audible: Audio books
Wondery: Podcast studio
ComiXology: Digital comics, graphic novels
Sizmek Ad Server: Ad authoring and server

Spirit Al: Digital character generator
GameSparks: Development platform
Umbra 3D: scanning and game graphics
GoodGame: Talent agency, esport events
Double Helix Games: Game developer

Information Technology

Alexa: Virtual assistant

Amazon Web Services Cloud computing and storage
Tenstorrent: Al computer chip maker

Leep Technology: Data mining software

Perplexity: Generative Al & research tools

Toloka: Al data solutions

Al Robotics Stack overflow: Q&A website for programmers
Eero: Wi-Fi router Amazon Robotics: Automated warehousing Annapurna Labs: Microelectronics chip designer
Physical Intelligence: Robotic Al Convergence Corporation: Al, e-commerce
. e Cloostermans: Mechatronic/robotic stacking AppThwack: Mobile software testin
LDgIStICS Strio Al: Agricultural automation g

Veeqo: Shipping order software RIVR: Last mile (customer doorstep) robots

INLT: Customs broker and supply chain
Beacon: Supply chain visibility i
Ring: Video doorbell and social network Shopping

NICE: Supercomputer visualisation
Orbeus: Al image analysis

Sqrrl: Cyber security

IVONA Software: Voice recognition
UpNext: 3D mapping

Amazon.com: Shopping and 3rd party items

Amazon Fresh: Online and phy:

sical grocery stores

General consumer Whole Foods: Supermarket franchise Workplace & business
. ) Zappos: Retail clothing . .
A'rbnb'.Short.S.tay house rental The Book Depository: Physical book orders Workday: Worker, student productivity
Uber: Ride hailing app AbeBooks: Rare and used books Biba Systems: Business conferencing
Safaba: Automated language translation 2lemetry: Internet of things, facial recognition g100: Senior executive peer network
TextPayMe: SMS payment provider Snap Tell: Visual recognition shopping Basecamp: Project management
Zoox: Autonomous ride developer S llos @l diee- i ) Domo: Real time data visualisation
Gravity Payments: Credit card processing ) a q .
Woot: Computer hardware retailer JumpStory: Business image brand',ng
Digital storage MindCorps Incorp: Online auction shopping Wall Street Pepe: Crypto meme coin

Amazon RDS (Aurora): Cloud storage
CloudEndure: Disaster recovery data
Cluster K: Cloud storage price finder

E8 Storage: High speed cloud storage

Remitly Global: Online money transfer

Figure 5.2 This is a non-exhaustive list of organisations in which Jeff Bezos has significant investment or has direct/
indirect ownership in 2025. The diverse company mix is underpinned by digital technologies, including media, with
potential for integrated relationships. After his space flight in 2021, Bezos acknowledged the role of Amazon profits in

developing his rocket system.

interests of the owners of big business. Occasionally,
for example, through television programs such

as The Simpsons, a less elitist view of the world

can be presented. However, analysis of news
programs has shown much clearer support for

the big business establishment than appears in
entertainment programs.

Tending towards monopoly

The media industry is a competitive jungle where
larger businesses gobble up smaller ones until only
one (a monopoly) or, more commonly, a few (an
oligopoly) are left. In either case, the result is an
unhealthy concentration of ownership.
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*  Monopoly. In a media monopoly, a single
firm dominates the market or even operates
as the sole provider. Large western media
markets have not yet reached the stage
of monopoly.

* Oligopoly. In an oligopoly, four or five firms
operate like card sharps in a poker game. Each
player knows what the others are up to but
does not have perfect knowledge. Others are
excluded from the game. In Europe, the UK,
Australia and the US, the major media markets
seem to have settled down to four big players
per market. Some of these, such as Rupert
Murdoch, are household names in a number
of countries.

Diversification

Diversification is a process of enlarging a
company by taking over or merging with other
companies. For example, the NBC network in the
US is owned by General Electric, which makes
conventional and nuclear weapons on a defence
contract. In Australia, private equity investors in
media companies have extensive other investments
as well as their media interests. Diversification
increases profits and long-term security. If revenue
is down in one part of the company, other parts can
support it.

Sideways expansion is called horizontal
integration. The entertainment media already sell
their products in the leisure industry. For example,
to horizontally integrate, a movie company
may spread its activities into virtual reality
technology or holiday resorts. It is still within the
leisure industry, but has spread to other, parallel
activities. For example, Sony Entertainment
produces films, television programs and digital
games, spreading horizontally across the
entertainment platforms.

Expansion up or down is called vertical
integration. It is made possible because the
production process is divided into stages. For
instance, a newspaper begins as a tree, and then
goes through multiple stages of production and
distribution as a newspaper until it finally ends
up as stuffing for a padded post bag. In one
example of vertical integration, the Japanese
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Figure 5.3 Most James Bond spy film villains are
drawn from cold war threats of world domination. The
1997 Tomorrow Never Dies plot featured a world-
dominating media mogul, manipulating public opinion
and politics. Elliot Carver's legacy media empire from
1997 was strikingly similar to Rupert Murdoch's global
News Corp power, which he built from one newspaper,
purchased in Adelaide.

television manufacturer Sony purchased the US
movie company Columbia in the early 1990s. Sony
now controls the production and distribution of
some of Hollywood’s most famous movies and
television programs. Sony also makes televisions
and video cameras. In this way, it controls media
production from top to bottom. In Australia,
Rupert Murdoch controls 70 per cent of the
nation’s newspapers and owns all sources of
mainstream newsprint.

When media companies buy shares in
companies making other products, there is an
increased danger of a conflict of interest. For
example, a newspaper company is unlikely to
run a story on problems with airline safety if the
company also owns the airline.

Selling audiences as products

Media products are not sold direct to their
consumers. Instead, the consumers are sold to other
producers. For example, television advertisers buy
the audience for a prime-time television program for
30 seconds so they can show their advertisement.
The cost of each 30-second timeslot depends on the
show’s ratings.
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Rokas Tenys/Alamy Stock Photo

Figure 5.4 The HBO series Succession (2018-23)
focuses on a family-owned global media empire
pursuing a monopoly control. The inheritance of the
empire on the death of the patriarch predicted the
real-life sibling rivalry for the Murdoch dynasty. The
owners of News Corp and Fox News are the most
powerful media family in history.

The media factories

According to a study of news-gathering
procedures, almost 95 per cent of television news
stories appeared because they happened at the
right time (11.00 a.m. to 5.00 p.m.) or because
the media crew was close enough and there was
a camera to record the event. What makes news
has as much to do with institutional convenience
as newsworthiness. The industrial processes of
media organisations are major determinants of
the texts.

Division of labour into roles

Henry Ford used assembly-line techniques to build
cars. By the time the last Ford Model T was made
in 1926, Ford had made half of all cars sold in

the US. Much capitalist production continues to
follow Ford’s mass-production techniques. Each
worker performs a single task repetitively on a
production line. Labour, including labour in media

organisations, is divided into component stages.
For example:

* Media producers have specialised roles.
Examples of these roles are journalist, subeditor
and editor. A consequence of this multiple
authorship is that media texts often follow
standard routines.

*  Media texts are produced in teams. No
individual is solely responsible for the meanings
communicated in a text. The values of the text
are therefore more likely to be those values
acceptable to the institution as a whole.

Constraining effects of
media institutions

Media markets are heavily influenced by the
commercial media. Even government broadcasters
operate in an environment dominated by their often
better-resourced competitors.

Sameness and repetition

Audiences are never guaranteed, no matter

how much money is invested. Audiences can

be uncooperative and fickle. This makes media
programming a risky business — it becomes
difficult to gauge what will work. Once a
successful product has been discovered, the
formula is copied over and over again as every
other producer tries to cash in. Because of a desire
to guarantee profits in fickle markets, media
products can all seem the same.

Neglect of smaller and poorer audiences

The profit motive of the media works consistently
to exclude audiences lacking economic power or
resources. Unless the media organisation can sell
the audience to advertisers, there will be no attempt
to cater for that audience. The size of the ignored
audience can be in the millions.
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5.1 ACTIVITIES

1 Research any media takeovers that have happened in the past five years. Explain the details of which
organisation made the takeover. Provide information about each media institution and about the takeover
offer. Analyse any effects on the market after the takeover and identify any changes to media products as

aresult.

2 Investigate one of the media industries (such as the film industry). Explain the range of production
agencies (for example, studio or independent), and the stages of production (such as scripting, shooting
and editing). Evaluate the impact of the practices of the industry, making judgements about the effect on

the shape of the final product.

3 Identify the principal owners (or owner) of one of the media institutions. Prepare a personal profile of
each owner. Research estimates of the percentage of market share each has accumulated. Research
details of other investments each has acquired. Analyse the findings of your research, providing
information about the impact of the owner/institution. Evaluate the significance of concentration of
ownership in the media, drawing conclusions about the impact on society overall.

BARRIERS TO PARTICIPATION

While digital media have lowered many of the
barriers to media access and participation, they

have also opened up new barriers. The information
society has created new forms of inequality that exist
alongside the long-standing forms. There are big
gaps between participation levels of different groups.

Importance of media literacy

The new globally networked society requires
people to have certain skills and access to
technology. One of the most important skills is
media literacy.

Media literacy is usually thought to have two parts:
(1) the ability to be able to ‘read’ media by interpreting
its meanings and making informed judgements; and
(2) the ability to be able to ‘write’ media by becoming
producers and participants in the media.

A lack of media literacy represents a barrier to
participation. It can affect millions of people in
wealthy western countries and in less-developed
countries around the world. According to Henry
Jenkins, if someone can just consume media but not
produce it, they cannot really be regarded as being
media literate. They are reduced to being spectators
who are locked out of the empowering potential of
contemporary media.

Types of barriers to participation

As well as being an issue of media literacy, barriers
to participation include socioeconomic, age and
identity group inequalities. They also include power
inequalities between individuals and big business.

Socioeconomic, age and identity group barriers

People who function well in the world of digital

media tend to enjoy advantages in a range of

other areas. These include advantages in the
labour market, income earnings potential and
better access to a whole range of other services.

Certain other groups experience barriers in each

of these areas:

* Socioeconomic barriers. The term
‘socioeconomic’ refers to the combination of
social factors, such as education and cultural
groupings, together with economic factors,
such as income and wealth. Socioeconomic
disadvantage is closely connected to digital
disadvantage and a lack of participation in the
potential of new media. This reduced online
connection leads to a range of other barriers.
For example, employment status and income are
connected to the intensity of computer usage.
Social networks are also affected.

‘In a hunting culture, kids played with bows and arrows. In an information society,

they play with information.’

Henry Jenkins, Provost Professor of Communication, Journalism and Cinematic Arts,
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University of Southern California.
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Age. There is considerable variation in the
media and digital literacy skills of people of
different generations. Generally, it is assumed
that younger people have better media literacy
skills. However, this is not always the case.
Despite the media image of teenagers as being
glued to their smartphones, there are wide
variations in the media participation skills of
young people.

Gender. While the gap in participation according
to gender was once quite large, contemporary
research is showing that it has narrowed
considerably in western countries. However,
there are still differences in the types of digital
engagement. Females are still underrepresented
in the IT production and design areas. Some
women still tend to underestimate their skills as
well, and this may form a barrier to participation.
These differences are larger in countries with
larger gender inequalities.

Cultural groups. Multicultural societies are
made up of different cultural and social groups
that often have different socioeconomic positions
in society. Media participation rates are often
quite different between cultural groups. For
example, ethnic minority groups in the US have
lower internet access rates. Yet studies show

that American Latinos and African-Americans
participate more in content creation than other
groups of Americans.

Disability. Media participation for those with
disabilities is a case of exclusion and possibility.
At times, the hardware and software are not
designed with disabled people in mind. Assistive
technology can help disabled people. However,
this is often an add-on and sometimes it is
clumsy. Disabled people argue that the hardware
and programs should take them into account
from the beginning. People with disabilities tend
to lag behind those without disabilities in their
use of computers and the internet. According to a
2021 Australian study, 35 per cent of people were
high users of digital media, whereas for people
with a disability it was only 24 per cent.

Regions and countries. Intense use of technology
is associated with highly productive regions

and cities, such as Silicon Valley in the US.

In Australia, capital cities tend to have more
intense use of technology and involvement in
communications participation than regional
areas. Geographic location can still be a barrier

to participation, despite the internet helping to
break down those same barriers of geography.
Some analysts speak of a worldwide digital
communication divide between wealthy and
poor countries. Many of the wealthy countries
are in Europe, North Asia and North America.
Many of the poorer countries are in the southern
hemisphere. Analysts speak of a ‘North—South
digital divide’.

Institutional and technological barriers

Some barriers to media participation are not related

to media companies and specific technologies. Media

companies can restrict participation to provide a

benefit for themselves. This benefit could be greater
profits or to enhance their ownership of certain media
products. Technologies themselves can be a barrier to

participation in the ways they are designed:

Big data barriers. Cross-platform content and
the rise of the user as a participant in media has
allowed for data to be collected about users, their
tastes and habits. This data is owned by media
companies. While the benefits of this data flows
to media companies, very little of it is available
to users. Users are prevented from greater
participation because much of the information is
privately owned.

Fragmented content. Media companies often
own multiple platforms of delivery. This allows
them to generate huge audiences and therefore
huge profits. However, this can often be a
barrier to users. Content can be fragmented and
difficult to track down. For example, if you want
to watch a television program and also see what
people are saying about it on Reddit, you have

to access Reddit separately. You may need to be
on two separate device screens. Often there are
cumbersome registration and log-in procedures.
Navigating across platforms is not as easy as
turning a dial.

Proprietary platforms. Platforms themselves
provide barriers because they are their own
complete systems. These platforms do not have
provision for communication with other platforms.
For example, Facebook users cannot connect
directly to X users. All information and activity are
embedded in the privately owned platform, with
difficult cross-communication. Platform owners
can capture audiences and retain them within their
own platform. However, it does not benefit users
from seamless movement between platforms.
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5.2 ACTIVITIES

1 Surveyyour class to see how many members are media literate. Ask them if they can both ‘read' and
‘write’ moving-image media - that is, can they interpret the media they see, and can they produce media
themselves? Analyse the results of the survey to express the final responses as percentages of class
members who are media literate and who are not. Explain possible reasons why some people have

become media producers, and others have not.

2 Consider how the economic, age and identity group barriers to media participation might be

overcome.

Explain some of the measures that individuals, communities or governments could take. Provide
additionalinformation about the details of what steps could be taken and give examples of how they might

work.

3 Selectamoving-image media product that has a multi-platform component and provides
opportunities for audience participation. Create a graphic organiser that shows the multi-platform
components, and also shows links to the various platforms that are used to provide audience
participation (such as Facebook). Evaluate the overall ease of operation for audiences, and draw
conclusions about the significance of institutional or technological disincentives or barriers to

participation.

CITIZEN JOURNALISM

Today, the first person on the scene of a dramatic
newsworthy event is probably an ordinary citizen
with a smartphone. These people are often
‘accidental journalists’.

Average users can play an active role by using
new media technologies to collect, report, analyse
and distribute news and information.

Social networking sites such as X, Facebook
and Reddit allow the footage of news events to be
uploaded and shared by ordinary citizens.

Citizen journalism is the participation of
ordinary citizens in the process of reporting news.
The term encompasses a range of individual and
social involvement in media creation, reporting
and filtering. Content via citizen journalism
can appear in established news sites or in
independent blogs and citizen news sites. It has the
following features:

+  Userreporters. Typical users or amateur
reporters report directly on the news or analyse
its content and meaning. They do this through
blogs and video blogs, user-generated news
sites or submitting their content to mainstream
news organisations.

* Mobile technology. The convergence of mobile
technologies and cameras means an average
citizen carrying a smartphone is now more likely
to be first on the scene of a news story than a
professional crew. Often, the user is involved in
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the event. Even when not directly reporting the
news, amateurs are able to submit footage for use
in news reporting.

*  Social filtering. This filtering of news allows
users to highlight a news story they consider
important and upload the story (or a link to the
story) to social network news sites. Others can
vote for or against display of the story.

Influence of citizen journalism

There are several types of citizen journalism, and
it has been developing in new directions since its

beginnings in the early 2000s.

Examples of citizen journalism
Photos and videos of the 2004 Indian Ocean

tsunami, the 2005 London bombings and Hurricane
Katrina in New Orleans have demonstrated the
influence ordinary people can have on news
reporting, especially now many of us carry a camera
wherever we go. These events marked a change

in the way media content is gathered and viewed.
Because of its ‘on the spot’ quality, citizen journalism
can often be more immediate, passionate and
illuminating than professional reporting.

The first amateur footage with a sensational
media impact was Dallas resident Abraham
Zapruder’s 8-mm film record of President Kennedy’s
assassination in a 1963 motorcade through the city.
The significance of this footage proved that anyone
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‘Journalists once had the exclusive province of taking people to places they'd never
been. But now a mother in Baghdad with a videophone can let you see a roadside
bombing, orapatroninanightclub canshowyouaracistrantbyafamous comedian.
These blogs and videos bring events to the rest of us in ways that are often more
immediateandauthenticthantraditionalmedia. Thesenewtechniques, Ibelieve, will
only enhance what we do as journalists and challenge us to do it in even more

innovative ways.’

could capture history. Today, such a public event
would be recorded by hundreds or even thousands
of spectators with cameras, all connected to the
internet. Mainstream news coverage would have to
compete with the mass of user-captured material.

Contemporary examples of citizen journalism
include citizen coverage of events in the Russian
invasion of Ukraine and the experience of the
citizens of Gaza. T'm not just covering the news, I'm
living it’, says Plestia Alaqad, former Instagrammer
turned citizen journalist in Gaza.

Many news organisations already invite their
audience to contribute eyewitness reports and
imagery, but media outlets continue to wrestle with
issues of quality control, hoaxes and manipulated
imagery. Financial compensation for content owners
is another difficult issue, as media organisations seek
to avoid fuelling a ‘feeding frenzy’ of uncontrolled

and intrusive amateur news collection.

Alexander Chadwick/AAP Images

Figure 5.5 An image taken on a mobile phone

by Alexander Chadwick as he escaped from an
underground tunnel at Kings Cross Station after the
2005 London bombings. The following day, this photo
was used on the front page of The New York Times.
News organisations could not gain access to the
underground railway. The only footage came

from those who had the foresight to film on

their smartphones.

Richard Stengel, managing editor of Time magazine

Hyper-local journalism

Many local newspapers have disappeared as the
newspaper industry struggles to be profitable.
Citizen journalism can act to fill in the gaps.
Ordinary citizens can investigate local issues and act
as watchdogs on the activities of local government
or businesses.

Crowd-sourced journalism

Some news organisations invite people to participate
in journalism by submitting knowledge, sharing
opinions and sending in photos they have taken.
For example, The Guardian newspaper invited
‘the crowd’ to examine hundreds of thousands of
documents about an expense scandal involving
British politicians in 2009. In the US, the general
public was used for information-gathering during
Hurricane Irene in 2011. Often, journalists
organise and verify the information before
publication. However, sometimes the volume

of information is too great and publication

happens regardless.

Blogs

Increasingly, bloggers are using video for political
and social activism. Events such as the wars in
Iraq and Syria allow those caught in the conflict

to give voice to their own opinions and experience.
As consumers of this content, we see a firsthand
view of the conflict and have access to uncensored
reporting and imagery. Locals may also have access
to dangerous environments that western journalists
are unable or unwilling to enter.

Issues in citizen journalism

Most criticisms of citizen journalism relate to three
main areas of weakness: objectivity, quality and the
effect on traditional journalism.
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Hannah Ferguson

Figure 5.6 Podcaster and influencer Hannah Ferguson
reaches nearly three million Australians every

month and her Instagram following is over 290 000.
She interviews politicians and even attended the
presentation of the federal budget in Canberra. Her
independent news commentary means that sheisa
contemporary kind of citizen journalist as well as an
influencer.

Objectivity

Balanced reporting or impartiality (not taking
sides) is an important principle in traditional
journalism. It is included in the journalist’s codes
of ethics in most western democracies. This kind
of ‘objectivity’ aims to limit the journalist to
report only the facts — without emotion or political
views interfering.

Objectivity was seen as a way of gaining the trust
of the audience. The more a news outlet was trusted,
the larger the audience became, and therefore
advertisers could be charge more.

Journalistic objectivity is a set of practices that are
taught within the profession and during university
training. These include interviewing a range of
people, the presentation of opposing points of view,
supporting evidence or verification, and careful
structuring of the news story. Citizen journalists are
not obliged to follow any of these procedures. Some
of the appeal of citizen journalism is the expression
of emotion and of strong points of view.

Quality of the journalism

Mainstream journalists are concerned about
quality control, bias and accuracy. They claim
the assumption that everyone can be a journalist
devalues the skill and experience of professional
journalists and editors. Journalist James Farmer
asks, ‘When was the last time you encountered
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a “citizen doctor”, valued a report by a “citizen
researcher” or was in a plane flown by a “citizen
pilot”” While there are exceptions, the quality
of citizen journalism to date is questionable.
Nonetheless, citizen-contributed content that can
be used, analysed and recompiled by professional
journalists and editors represents the power of
citizen journalism.

Some critics are worried about the ease with
which manipulated images can be distributed through
citizen media channels. Journalists are bound by
professional ethics, while average users may not fully
understand the consequences of their actions.

On the other hand, Yahoo and Reuters identified
that there is already a lot of quality amateur
journalism being created by their users. To create a
more efficient process for soliciting and publishing
user-contributed content, Yahoo and Reuters
pioneered the organised user contribution of news
footage through their You Witness program.

The effect on traditional journalism

Many traditional news organisations have been
somewhat encouraging of citizen journalists. News
organisations have considered citizen journalism
content as convenient source material for stories.
However, the content has often been criticised

as being untrustworthy, unethical, too emotional
or subjective.

Traditional news sources are also forcing
journalists to produce content faster and with fewer
resources. Mainstream journalists have to write, film
and edit their own stories. This is partly in response
to competition from other sources of news, such as
citizen journalists.

Citizen journalism and misinformation

While citizen journalism has transformed the
media landscape, it can also lead to the spread of
misinformation and disinformation (see Nelson
Film, Television (& New Media QCE Units 1 &' 2,
Chapter 8 and Units 3 & 4, Chapter 6, page 82).
This can happen in the following ways:

1 Deliberate spreading of misinformation
2 Amplification of conspiracy theories
3 Manipulation of footage

Social media users find it harder to understand
information in terms of credibility. What was once
easily dismissed as a fringe conspiracy can now take
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on forms that mirror legitimate journalistic practices,
increasing the consumption of fringe conspiracy as
mainstream fact.

The viral nature of social media content on
platforms presents a significant challenge to control
of misinformation culture. It threatens to accelerate
alternative narratives, sometimes allowing them

5.3 ACTIVITIES

to reach audiences much larger than traditional
media outlets.

Echo chambers and filter bubbles can
be sustained in these new forms of reporting.
These digital spaces can replicate and reinforce
misinformation ecosystems that resist external fact-
checking or contradictory information.

1 Create atimeline of the period since the year 2000 to the present, recording events where citizen
journalism played a key role in providing the imagery or the information. Analyse the timeline you've
created and comment on any trends. Examine the following areas of investigation in your analysis:

e proportion of citizen journalism that is image-based versus information-based

e role that luck plays in citizen journalism

e trendincreasesin citizen journalism over time, or at certain times, such as during crises.

2 Selectanews story into which citizen journalism has had significant input. Respond to the areas of

investigation in the following table.

DESCRIBE ANALYSE

EVALUATE

Create a timeline of the period
since the year 2000 to the
present.

journalism.

Analyse the impact of the citizen
journalism component by breaking
down the story into its constituent parts,
determining the percentage of citizen

Evaluate the status of the citizen
journalism components, making
judgements about the ways in
which the inclusion of citizen
journalism adds to or detracts
from the credibility of the news
story.

Stimulus: Bluey, season 2, episode 13 '‘Dad Baby'.

SPACED PRACTICE

Contextual information: Bluey is an animated production based in Queensland and originally commissioned
by the ABC. In 2019, Disney purchased the TV and streaming rights. Season 2, episode 13 ‘Dad Baby' cannot
be viewed on Disney+, as the entire episode was banned. The episode deals with a comical imitation of
Bluey's younger sister's birth. Disney never gave an official reason for dropping the episode.

Question (Key concept - Institutions): Analyse the practices of the Disney global media institution that
enable and/or constrain access to the '‘Dad Baby' episode of Bluey. Consider social, political or economic
factors and the context of marketing and distribution strategies. Evaluate the institutional participation and
consumption of culturally diverse audience groups and implications of media convergence. Justify your

response with examples from the episode.
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Ex-news editor, Eric Beecher, says that media mogul
owners have made profit with little regard for the
truth. In his book, 7he Men Who Killed the News,
Beecher argues a small number of individuals wield
enormous wealth and influence and have eroded
trust in media organisations.

Beecher says that the media hold a special
place within democracy, yet they operate with a
very low level of regulation. Powerful newspaper
owners of old have been replaced by Big Tech bosses
whose integrated empires now cover news, social
media, purchasing and recreational platforms for
digital delivery.

Big Tech
‘Big Tech’ refers to the group of multinational
technology companies who dominate the sector.
According to the World Economic Forum, the
power consumption of the information technology
industry is estimated to be 20 per cent of all
electricity produced in 2025. Processing and storage
can be outsourced to the ‘cloud’ instead of on the
device itself. The cloud is a network of energy-
consuming industrial data centres that store, process
and back-up replicated information across the globe.
Data from individuals, which is centralised and
distributed, provides a raw material which can be
mined for information and profit. Large data sets on
groups are also exactly what is needed to train Al
models across multiple industries. Al and quantum
computing require a lot of power and Microsoft has
signed an agreement that could lead to the reopening
of a nuclear power plant near New York in the US. One
of the units at the Three Mile Island plant is infamous
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for the worst US nuclear accident. It closed in 1979
after a partial meltdown of a reactor core. Though
nuclear power is a relatively expensive and high-risk
electricity source, Big Tech is looking to secure its own
power if supply cannot keep up with growth. Google’s
parent company has also signed deals to buy power for
Al building more nuclear plants up to 2035. In their
Al insights article of 2024, the multinational investor
business, Goldman Sachs Research, reports that an
average question in Chat GP'T' consumed about 10
times the electricity of a Google search.

Big data

The exponential curve of worldwide communication,
digital economies and stored information is growing
steeper. This constant flow of digital communication
is known as the datasphere.

There are five ‘V’ factors that many Big Tech
organisations use to determine what is meant by big
data. They are:

1 Volume. The amount of data is large. Storage
requirements are beyond normal domestic
resources and are expanding over time.

2 Variety. Many diverse sources are contributing
data. Physical locations, search terms, followers,
purchases, networks of friends and genre of
content contribute to a big data set.

3 Velocity. Information flow does not stop to be
analysed. As the data is never complete, real-time
processes try to ‘understand’ online users.

4 Veracity. The information may not be true.

Users may deliberately mislead the information

gatherers, or simply borrow a device from a

friend. Data sets are assumed to have a certain

amount of ‘noise’ that pollutes trustworthiness.

5 Value. The worth of knowledge to a particular
group for a particular purpose may not be fixed
in time. A retail entity can judge the value of
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Global Datasphere by Region
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Figure 6.1 World data growth trend is an exponential curve. Experts estimate
in 2025 that data will be ~175 million, million gigabytes (zettabytes).
Accelerating data volumes from the ‘Rest of the World" are gradually being
shadowed by growth in China, Europe, Middle East and Asia.

big data collection if it leads to more sales or
profits, but the future value of that data may not
be known until the next generation of products
becomes available. The potential future value of
data for governments and corporations is a strong
incentive to retain information.

Big data organisations
Globally, in the mid-2020s, the five most valuable

companies (worth billions each) trade in big data.
Cooperating companies, or cartels, have been
regarded suspiciously when they dominated industry
sectors such as ‘big oil’. Even the term ‘big business’
carries negative connotations of prioritising profits
over consumers and smaller businesses.
Some big data organisations directly interact with
audiences through their ownership of platforms.
As an economist, Professor Paul Seabright says
that platforms harvest some form of payment for
facilitating relationships, regardless of whether they
are primarily social or economic ones. According to
Professor Seabright, one way of defining a platform
is to test if it can be thought of as facilitating
relationships that would not otherwise exist.

Surveillance capitalism

Filmmaker and sculptor, Richard Serra, made an
important statement about broadcast television in
1973. In his collaboration video art piece, Television
Delivers Pegple, Serra asserts to the audience, the
viewer is not the customer: “You are the product’, a

widely accepted condition for ‘free’ digital resources
in the 21st century. Media creates content that is
often the byproduct of the main industry: selling
access to the audience.

Surveillance capital goes beyond the media
experience and into other spheres of activity
in the real world. Rapidly expanding real-time
measurement of audience behaviour is gaining
importance for surveillance capitalism. Data

businesses think of consumer devices as the ‘end
point’; everything from phones to smart fridges
connected through The Internet of Things (IoT).

Hugo Kurk/Alamy Siock Photo

9

Figure 6.2 The Microsoft facility in the Netherlands is
surrounded by giant air conditioners to cool the online
servers. The surveillance capital business models
create a huge storage and computing demand. They rely
on extensive, often fragile connectivity infrastructure
to collect and process real time behaviour, delivering it
back to industrial scale machines.
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The trend in data businesses is to move the
consumer information ‘from the edge to the core’
(e.g. to shift the end-point device information to the
cloud servers). Despite devices having more onboard
storage than ever, 2019 was the crossover point:
more information around the world was stored in
online servers than on local devices.

The extraction imperative

Professor Emerita at the Harvard Business School,
Shoshana Zuboff says that surveillance capital is on
a mission to keep expanding data resources. This
is to extract patterns that predict human behaviour
and modify it through practices known as nudging,
herding and tuning.
Zuboff coined the term informating to describe
the conversion of the real world into a digital
form that is visible to information organisations.
Her three laws are:
1 Everything that can be automated will
be automated.
2 Everything that can be informated will
be informated.
3 Every digital application that can be used
for surveillance and control will be used for
surveillance and control, irrespective of its
originating intention.

Default saving online through design affordances
of device settings increases the extraction
opportunities. Lower energy, and often more secure,
personal storage offline, is made less convenient
than giving up data.

The shadow text

Professor Zuboff identifies a digital public text and a
shadow text. The shadow text is the opaque, hidden
product generated by the public text. Activity online
leaves a digital footprint that the user has little
control over, even after deleting. Searches, emails,
payments, phone calls and texts generate an automatic
metadata trail as a consequence of those interactions.

Asymmetry of power

The annexing of shadow text as the property of
surveillance capital creates an imbalance of power.
The information is about us, but it is not for our
interrogation or correction, let alone control. The
hidden nature of the information means we don’t
know what it is, how others will interpret it or what
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it will be used for. For Zuboft, personal information
sovereignty is about who knows and who decides.

Generating data

Experts say that in 2018, on average, a person had
around 700 digital interactions per day. The IoT
and real-time information put 2025 estimates

at 5000 data points per day, per person. Consumer
advocate Choice found that seven out of 10 surveyed
car brands in Australia were tracking drivers and
potentially selling data to third parties. Modern

cars have been called smartphones on wheels,
making them spontaneous generators of invasive
moving image media. They are data collectors on
human behaviour and media consumption within the
car’s connected infotainment ecosystem.

Engagement strategy

Social media platforms aim to engage and sustain
audience participation. Heightened engagement
happens when users are extremely positive or extremely
negative about what they see. Items that anger an
individual are often shared with others who feel the
same, increasing engagement with the platform.
Applications have the ability to monitor scrolling
within each page and create pop-up offers if the
cursor moves towards exiting the page. Cookies
on the user’s device can report back about digital
activity across the whole internet. News feeds are
shaped by preferences across the web, and if new
material causes ‘engagement’ to drop, machine
learning is used to alter the content delivery.

Figure 6.3 Integrated cameras and microphones
in vehicles raise privacy concerns for drivers,
passengers and people near parked cars. Location
and driving behaviour, as well as voice recognition
data, can be collected. Tesla workers reported
sharing videos from the cars’ automati<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>