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About This Issue
The technologies that enable us to make and consume motion media are becoming better, cheaper,
and more widely available—and with blistering speed. As a consequence, patterns of media produc-
tion and consumption are changing just as rapidly. The Internet continues to create new opportu-
nities to connect with audiences. Video games are becoming a platform for critique and education.
A new generation of media makers and viewers is emerging, which only increases the likelihood of
profound change. Images, ideas, news, and points of view are traveling along countless new routes
to an ever-growing number of places where they can be seen and absorbed. It is no understate-
ment to say that the way we make and experience motion media will be transformed as thorough-
ly in the next decade as the world of print was reshaped in the last.

Nowhere is this more deeply felt than in the field of independent media, which is already experi-
encing the rumblings of great change. The field is rapidly reorganizing, and the flow of resources
and attention is reorganizing with it. But what if the people and organizations that thrived in the
last era will not be the ones who thrive in the era just now emerging? How should media makers
respond to the changes they see all around them, changes that represent huge possibilities and
challenges for both independent and traditional media? Indeed, the reverberations will be felt
across every organization that uses media to communicate, connect, and create. 

What follows is our assessment of the coming opportunities and challenges, as we see them, for
the field of independent media, and, by extension, for any organization or individual that will be
affected by the new media landscape—which is to say, all of us. The future described in these
pages stems from what we at GBN learned during the research phase of a year-long project on the
future of independent media, a project that—with the support of the Rockefeller Foundation, the
MacArthur Foundation, the Tides Foundation, and the San Francisco Foundation—brought together
representatives from six leading independent media organization to take a deep look at their
shared future. We hope that it will spark conversation, even healthy debate, about paths toward
the next generation of independent media-making—a generation that faces great challenges, yet
holds such promise. 

About the Author
Andrew Blau is a practitioner at GBN and one of the leaders of its philanthropy and nonprofits
practice. Once an independent media maker himself, he has spent nearly 20 years analyzing media,
the Internet, telecommunications networks, and digital technologies. He is best known for his work
helping foundations and nonprofits develop strategies that recognize the trends and pressures of
the information age and their effects on public interest values. Previously, Andrew was program
director at the Markle Foundation and director of the Benton Foundation’s program in communica-
tions policy and practice. He is the president of the board of WITNESS, an international human
rights organization that helps activists around the world use video to fight for human rights.
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Establishing Shot

Human beings tell stories. It’s how we learn and how we teach, how
we preserve and transmit culture; it’s how we understand ourselves
and our connections to others. We use stories to organize our facts,
our lives, and our times. The way we have told stories has changed, 
of course, especially as various technologies have emerged to hold
them and convey them to others. But the instinct to tell stories and
seek them out remains an essential part of being human.

In the last hundred years, the drive to tell and hear stories has been 
channeled through various technologies and evolving
social forms that have created vast commercial
opportunities. Film and video emerged as powerful
tools capable of spreading tales farther and with
more immediacy than previous storytellers ever
could, and commercial enterprises used them to
great effect. But there were always some people
who used those same tools for different ends: not
just to entertain, but to observe, to make connec-
tions, or to make change. People who wanted to
explore how the medium could be used, how it
could preserve histories, create new understandings,
or challenge old assumptions. These people rarely
found a home in the giant studios that developed
the tools of twentieth century storytelling. They
were, at first, artists and inventors, and their suc-
cessors built a thriving “underground.” In the late
1960s, they came to be called what we know them
as today: independents.

Independents they may be, but that doesn’t mean
that they aren’t also deeply rooted in and shaped by
the environment all around them—the world they
are part of, reflect on, and want to speak to.
Societies in the midst of demographic shifts, economic reorganization,
political realignment, and accelerating technological revolution shape their
storytellers as much as those storytellers shape how the rest of us under-
stand the world and the changing context. And so as the world around
independent media changes, the world of independent media will change
too, just as it has for the last generation or more.

But how? Can independent media makers or the organizations that support
them see the outlines of the future before it is upon them? Can they plan
for it? What is the new ecology emerging for independent media likely to
be, and how can makers, funders, and other organizations in the field
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What is 
"independent media"? 

Quite simply, video and film conceived
and produced independent of the tra-
ditional corporate sponsors for media
and made for a wide range of purpos-
es beyond purely commercial consid-
erations. The work could be personal
essays, documentaries, media or video
art, feature-style narratives, or a com-
bination of these.

To avoid tying the subject too much to
the physical properties of film or video,
to acknowledge the new digital media
that will be neither film nor videotape,
and to distinguish the media we’re
referring to from media primarily com-
posed of still graphics, text, or audio,
we sometimes use the term "motion
media” as a substitute.



adapt to the opportunities as well as the challenges that are the distinctive
features of this new environment?

The answer seems to point in two directions at once. On the one hand, no
one could miss the enormous vitality that characterizes the field:

AAuuddiieenncceess,,  ddiissttrriibbuuttoorrss,,  aanndd  eexxhhiibbiittoorrss  aarree  eemmbbrraacciinngg  iinnddeeppeennddeenntt
ddooccuummeennttaarriieess;;  ttoottaall  bbooxx  ooffffiiccee  rreecceeiippttss  rroossee  ssiixx  aanndd--aa--hhaallff  ttiimmeess  iinn
tthhee  ffiivvee  yyeeaarrss  bbeeffoorree  MMiicchhaaeell  MMoooorree’’ss  FFaahhrreennhheeiitt  99//1111 bbeeccaammee  tthhee
ffiirrsstt  ffeeaattuurree--lleennggtthh  ddooccuummeennttaarryy  ttoo  eeaarrnn  mmoorree  tthhaann  $$110000  mmiilllliioonn  iinn
tthheeaatteerrss..

IInnddeeppeennddeenntt  ffeeaattuurreess  hhaavvee  aattttrraacctteedd  mmoonneeyy  aanndd  aatttteennttiioonn  ttoo  tthhee
ppooiinntt  tthhaatt  nnooww  aallll  tthhee  HHoollllyywwoooodd  ssttuuddiiooss  hhaavvee  ““iinnddeeppeennddeenntt””  ddiivvii--
ssiioonnss..

CCaabbllee  cchhaannnneellss  lliikkee  AArrttss  &&  EEnntteerrttaaiinnmmeenntt,,  LLiiffeettiimmee,,  SSuunnddaannccee,,  aanndd  tthhee
IInnddeeppeennddeenntt  FFiillmm  CChhaannnneell  aarree  jjooiinniinngg  HHBBOO  aass  hhiigghh--pprrooffiillee  pprreesseenntteerrss
ooff  iinnddeeppeennddeenntt  wwoorrkk..

VViiddeeoo  aarrtt  aanndd  iinnssttaallllaattiioonnss  aarree  eevveerryywwhheerree  iinn  tthhee  ccoonntteemmppoorraarryy  aarrttss
wwoorrlldd..

NNeeww  ffoorrmmss  ooff  iinntteerraaccttiivvee  eelleeccttrroonniicc  aarrtt  aarree  rraappiiddllyy  eemmeerrggiinngg,,  bbrriinnggiinngg
ttooggeetthheerr  aarrttiissttss,,  sscciieennttiissttss,,  aanndd  eennggiinneeeerrss  iinn  iinnnnoovvaattiivvee  ccrreeaattiivvee  ppaarrtt--
nneerrsshhiippss..

MMiiccrroo--cciinneemmaass  aarree  sspprriinnggiinngg  uupp  aanndd  ffiillmm  ffeessttiivvaallss  aarree  mmuullttiippllyyiinngg  iinn
ttoowwnnss  llaarrggee  aanndd  ssmmaallll  aallll  aaccrroossss  tthhee  ccoouunnttrryy..  

Would we have expected a decade ago that an artist best known for his
film and video, Matthew Barney, would not only get major museum shows
and mainstream press attention, but be named “the most important artist of
his generation” by the chief art critic of The New York Times? Would we
have believed even a year ago that an independent documentary would
move the Bush Administration to re-open an inquiry into the death of
Emmett Till more than 40 years after his death helped spark the civil rights
movement?

Independent media is thriving in the marketplace and in museums, on
screens large and small, telling important stories to growing audiences.
And as we will see, there is every reason to believe that we are only at the
beginning of a decade of surging growth for moving pictures of every kind.
Using the Internet as their working platform, media makers and distributors
will transform the world of motion media as thoroughly in the next decade
as the world of print has been reshaped in the last.

Yet in the same period, one of the nation’s most respected media arts cen-
ters, the Boston Film and Video Foundation, closes for lack of funding; the
Carnegie Museum of Art suddenly shutters its film and video program; and
public and philanthropic funds for media appear to be in steady decline.
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Michael Moore, the Oscar-winning director of the most successful docu-
mentary of recent times and so perhaps the best-known independent film-
maker in the country, finds that the Walt Disney Company won’t release his
most recent work, apparently for political and business reasons. For many
in the field, the opportunities to make and share serious, substantial work
seem as rare as ever, maybe rarer, and the economic basis for doing so
seems as far away as ever, maybe farther.

The fact that the field is going in both these directions at once suggests
this is a story of deep, epochal shifts, where evidence of growth and
decline, opportunity and threat, is not contradiction but different parts of
the same story. The field is reorganizing, and the flow of resources and
attention is reorganizing with it. Some may hope that through hard work
and focused strategy they can restore an earlier era’s patterns of support,
growth, infrastructure, and exhibition. That is more than unlikely; it is not
even possible. And yet there is great energy, enthusiasm, interest, and
opportunity, which suggests that while the last great era of independents
cannot be restored, the next great era for independents is unfolding.

This doesn’t mean that the people and organizations that thrived in the last
era will be the same ones that thrive again. The challenge will be to adapt
to the opportunities and demands that will define this new era. Those who
can will both discover and encourage what we believe could be a great
time for independent media makers and the themes and values that have
defined their work.

Based on our research and interviews, and on the scenario workshops we
led, we have developed our own observations about the environment for
independent media in the next decade. These observations may run counter
to some current assumptions; some suggest real disruptions to the world of
independent media today. We believe, though, that whatever discomfort
may come from considering them now will be minor compared to the dis-
comfort of trying to navigate them unprepared.

We are enter ing a per iod of  enormous opportunity  for
media makers  of  every  s tr ipe . It may not be an economic opportu-
nity immediately or directly, but an opportunity to make and move work in
unprecedented ways with unprecedented flexibility.

The media landscape wi l l  be reshaped by the bottom-up
energy of media created by amateurs and hobbyists as a matter of course.
The resulting output will overrun the institutions and strategies created to
organize and navigate an era of great scarcity of media equipment and
products. Images, ideas, news, and points of view will come from every-
where and travel along countless new routes to an ever-growing number of
places where it can be viewed. This bottom-up energy will generate enor-
mous creativity, but it will also tear apart some of the categories that
organize the lives and work of media makers.
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The Internet  i s  the next  important  p latform for  media of
a l l  k inds.  There is a transition well underway toward a new distribution
platform, which doesn’t happen very often. It will be home for the coming
generation of media makers and viewers. For them, the Internet is neither
new nor special, just the thing that connects most of their media choices.
The Internet needn’t be an exclusive commitment for today’s makers or
institutions, but it can’t be ignored by those looking for new opportunities
to connect with audiences.

Video on the Internet  today i s  where text  was  in  the ear ly
‘90s—about to experience a huge jump in terms of sophistication of use
and widespread accessibility, and as a catalyst for experimentation of all
kinds. Video is poised for an era of experimentation and opportunity,
where it will be made, shared, watched, and quoted in whole new ways.

But the economic prospects  for  any g iven media work are
more precar ious  even as  the market  expands.  The ability to cre-
ate media and the places to experience it are both growing, but production
is outpacing consumption and will continue to do so. Every individual
work will face far more competition from other work, undermining its eco-
nomic potential, and the sum total of all the work being created will over-
run the amount of time people spend with media. The resulting gap means
that even as there are more places to see media, there will be even more
work that goes unseen. This has serious strategy implications for individual
makers, intermediaries, and funders.

When work can be made cheaply,  cheap becomes the new
normal . In recent years, the range of costs associated with motion media
has widened to include higher highs and lower lows: The high-end, big-
money productions are more expensive (Lord of the Rings or Harry Potter
and the Goblet of Fire, for example), at the same time that there are more
low-end, even no money, productions reaching audience of hundreds of
thousands of people (“Bush in 30 Seconds,” for example). The same thing
happened when television entered American homes: The major film studios
spent more money on a few big films to better differentiate their produc-
tions from the lower-cost work that television was bringing to living rooms
for free. At the same time, the number of channels for distribution and
exhibition is clearly rising faster than the amount of money financing new
productions. Filling those channels means finding ways to make or acquire
media for less money (including licensing finished work, where the cost is
already sunk). The overall effect is that even with a market that includes
both higher highs and lower lows, the economic center of gravity has shift-
ed toward a cheaper baseline. So while there will continue to be independ-
ent works made for $500,000 or $1 million, the norm that sets expectations
for financing and production economics for work of all kinds, including
independent productions, will be driven down. 
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The trad it ional  re lat ionship between the noncommerc ia l  and
commerc ia l  media systems i s  changing . Both the commercial and
the noncommercial realms are growing in size and complexity. What is also
growing—and growing more complex—is the relationship between them.
Widely distributed production tools, easily manipulated images, and an end-
less maw for “news” or sensation that needs to be fed with eye-catching
images all mark a media culture where commercial channels operate symbi-
otically with a vast number of nonprofessional “content providers.” Yet, the
two systems have different standards of success, different dynamics, different
stars, and different social functions to some degree. One implication of this
is that the noncommercial system is not simply the underfunded version of
the commercial system, which it could better imitate if it had more resources.
Importantly, in the noncommercial system, the primary role of money is as
an input. In the commercial system, its primary role is as an output: It is
what the system aspires to make. As a consequence, one cannot use the non-
commercial system as a platform from which to compete with the commer-
cial system. One could, however, use the noncommercial system to launch
images and ideas into the commercial system, just as the commercial system
projects images and ideas into the noncommercial system. Once material
passes from one system to the other, however, it is transformed by its new
context.

The commerc ia l /noncommerc ia l  d i s t inct ion no longer  serves
the purpose i t  once might  have . In part, that’s because commercial
firms have been getting into areas once thought of as the preserve of non-
profit organizations and noncommercial media. It’s also in part because
social entrepreneurs like John Anner (founder of the Independent Press
Association) are coming up with ways to support independent media through
market mechanisms, not apart from them. For younger makers and younger
viewers, who often don’t find these categories useful or indicative of any-
thing, “noncommercial” will no longer feel like an important marker.

Independent media wi l l  inc lude games,  and games wi l l  shape
independent media . Almost no one in the independent media communi-
ty seems to see games as part of their future, much less as either an opportu-
nity or a threat. This is a mistake. Games are being embraced as a platform
for critique and education, especially by younger artists and creators. They
are drawing talent that used to go into media-making and drawing audi-
ences that used to spend time with more traditional media. (In 2003,
Americans spent more on video games than they did buying movie tickets.)
One sign of a growing commitment to “serious games” is the recent $8 mil-
lion donation to USC’s School of Cinema-Television to create a games-
focused master’s program that will emphasize storytelling and writing.
Underlying the donation is an interest in raising the level of intellectual
credibility and stature for game development to what now exists for film and
television (which themselves were long considered trivial entertainments by
artists and intellectuals in other domains). There are significant opportunities
for those who connect the energy and communities of one with the other.
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A soc ia l  renegot iat ion of  the profess ional  s tatus  of  the
media maker  i s  now underway.  Many media professionals are fac-
ing challenges similar to those of a host of other structurally displaced
workers, whose talents and forms of economic organization are weakened
by changes in technology and disruptions in the social and economic prac-
tices that had organized their livelihoods. This could hit independents espe-
cially hard because they were closer to the lower end of the economic lad-
der before the bottom-up pressure began to rise.

A new generat ion of  media makers  and v iewers  i s  emerging ,
which could lead to a  sea-change in  how media i s  made and
rece ived . People just entering their 20s are tech-savvy, swimming in con-
nectivity and mobility, blurring the boundaries between producing and
consuming media, gaming, and all the while multitasking. The generation
born between 1982 and 2000, the Millennials, is as big as the Baby Boom
generation, and could easily have as profound an impact on culture and
markets as Boomers had as they entered adulthood. But no one should
assume they will share their elders’ allegiances, ways of seeing the world,
or priorities. This is not to say they won’t care about what those who came
before them care about. It is to say they will express it and organize their
responses to it in ways that may be quite different from the ones that pre-
vious generations built institutions around.

The media universe  i s  no longer  s imply  d iv ided into smal l ,
medium,  and large .  It’s a market of many half-sizes, many of them
newly viable in a way they couldn’t have been a decade ago. These niches
can be found, organized, and served in ways that either weren’t economi-
cally viable or weren’t even possible before.

Attent ion to media products  of  every  k ind wi l l  be h ighly
concentrated ,  so  the growing capac i ty  to  make more work
won’t  draw more attent ion in  equal  measure . In fact, commer-
cial media providers don’t so much create this; they organize themselves to
exploit it, which includes trying to encourage it in their favor. But as blogs
have demonstrated, even in the absence of oligopoly and profit-driven con-
glomerates, people’s attention (and thus dollars) will be highly concentrat-
ed, for reasons that have to do with how social networks shape the prac-
tices of searching out, opting in, and further promoting work that circu-
lates in public. This isn’t just true online, although it’s very true there.

There i s  a  new poss ib i l i ty  to  reth ink subs idy  as  costs  sh i f t ,
audiences  f ragment ,  and d i s t r ibut ion opt ions  mult ip ly. What
is newly uncertain is the amount of attention required for any given work
to be economically viable. It certainly used to be—and still is in the world
of big budgets—that the threshold was quite high: Unless a work got a
great deal of attention, it would need subsidy. So the traditional way of
achieving sustainability was to figure out how to increase the number of
viewers until a work became successful. This is hard, it will get harder, and
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it’s a zero-sum game. The possibility is that for a variety of reasons, eco-
nomic sustainability could require far fewer viewers than ever before,
which will change how and where independent makers need subsidy. And
if the need for subsidy goes away at a much lower viewership level, then
the total number of viable works could grow, which would be good news
for makers and those hoping to promote a broad diversity of views. We see
elements of this in the music business already. The majors aren’t set up to
make money on artists selling small numbers of albums, but that’s not a
reflection of the commercial viability of the artist. It’s a reflection of the
economics of running a huge record company. Small independent labels
are breaking even and turning profits with sales figures that the majors
would take as losses and an excuse to dump the artist, and a small but
growing number of artists are taking advantage of the new economics to
put out their own records.

Media makers  and supporters  have a  new choice about what
i t  means to succeed .  It used to be that there was a close link between
economic success and cultural success. If a work was seen by enough peo-
ple to be culturally successful, it often meant that it would be economically
successful, too. Now, media can be ubiquitous and influential without
being economically successful, or it can be economically successful by effi-
ciently reaching small audiences. This raises a new choice: Would it be a
victory if independent work could be economically viable without being
culturally successful in the classic sense of finding wide audiences?
Conversely, would it be a victory if independent work could be culturally
successful without the makers being rewarded, or even recognized? Both
are possible, and each implies a distinct set of strategies and capacities for
independents to choose to develop.

The new ecology for  independent media wi l l  have more
opt ions  for  what  to fund and when to fund i t .  In other words,
the points of philanthropic support can both increase and become more
specific as costs shift around within the overall package of the finished
work. For example, if production or post-production costs fall, funders may
more easily support the creation of work. Other funders may choose to
allow shifting costs to enable them to focus on distributing or marketing
works that they can already see, just as many commercial firms try to
manage risk by getting involved in a project once they can see enough of
it to make what they consider to be a well-informed decision. This should
allow funders to manage their own risks better, which could have the
happy effect of lowering the threshold for new funders to experiment with
funding in this area.

In what follows, we review the major findings of our research that gave
rise to these observations, and offer recommendations about paths for
future exploration. 
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The New Ecology 

To make any major strategic move, independent media organizations
and media makers need to be able to see the broad landscape around
them—the context in which every choice and every action will play
out. That landscape will shift in significant ways in the decade ahead.

Some of the coming changes will be real upheavals, arriving like abrupt
tectonic shifts. Others may be more incremental, but over the course of
time, prove to have an equally profound impact. While the specifics will
vary, the combination of forces already in play guarantees that a “new
ecology” for independent media is already emerging. This new ecology will
be the backdrop for every work, every organization in the field today, and
every funder or supporter of independent media.

The outlines of this new ecology emerged out of our research into the
forces and factors that will shape the creation and consumption of visual
media over the next 10 years. We began by looking at seven broad areas:
the media business; markets and audiences; demographics; trends in arts
and cultural policy; political culture; the economics of production and dis-
tribution; and the technologies of production, distribution, and consump-
tion.

Based on our preliminary scan, we realized that we could organize our
investigation around two major questions about the world 10 years from
now:

WWhhoo  wwiillll  mmaakkee  wwhhaatt,,  aanndd  wwhhyy??

WWhhoo  wwiillll  wwaattcchh  wwhhaatt,,  aanndd  wwhhyy??  

To develop some sense of the first, we sought out trends in funding (public,
private, and commercial); in the technologies of production; in the broader
media industries of which independent media is a part and against which it
often reacts; and in the social, cultural, or attitudinal changes that shape
the subjects of the work and the intentions of the makers. To develop a
sense of the second, we went looking for trends in viewer expectations, in
cultural attitudes about how people use media, and in the technologies of
delivery and reception.

We conducted our research along many paths: recent articles or news
reports; books about various elements of the media business and the inde-
pendent movement; academic and general interest essays (both recent and
historic); and research reports that touch on either the environment for
commercial media or factors affecting independent media. 

Perhaps even more importantly, we interviewed an array of people in a
wide variety of fields who could give special insight into what may happen
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in the landscape surrounding independent media in the next 10 years. The
interviews were largely open-ended and built off each participant’s expert-
ise, though we kept asking them to draw out the potential impact on what
we called “motion media,” today’s video and film, which might take new
forms over the decade. We also set out to tap a range of voices beyond
those normally heard at the conferences where independent media is dis-
cussed, in the publications of independent media makers, or on the boards
of independent media organizations. As a result, we didn’t set out to inter-
view today’s independent media makers or representatives of the communi-
ties normally associated with independent media. We set out in very much
the opposite direction: to make sure we heard from people who could tell
stories that are different from the ones normally heard in this field.
Throughout this section, we have set off in boxes brief quotes from the
interviews to highlight key points. (A list of the interviewees, along with
brief bios, appears in the Appendix; the full summaries of these interviews
are available online at www.gbn.com/independentmedia.)

As a result of this research, we see the outlines of a new ecology for all
media, including independent work. It is an ecology in which media will be
pervasive, noisy, inverted in its essential dynamics, fragmented in myriad
overlapping ways, and financially reorganized. Each element of this new
ecology is in turn fed by trends and developments that are significant in
themselves, but that need to be seen together in order to appreciate the
depth and breadth of change now underway. Below we describe each of
these elements more fully.

1. Pervasive

Motion media wi l l  be part  of  every  k ind of  media

A strong case can be made that if the 1990s were about migrating text and
photos to the Internet, then the 2000s are about migrating audio and video
media to the Internet. As one of
our interviewees, Brewster Kahle,
director of the Internet Archive,
pointed out, the parallel between
the two decades is quite striking—
even down to the analogies
between individual years, say 2003
and 1993.

In 1993, most Americans had
never heard of the Internet, let
alone experienced email. Yet inno-
vators and early adopters were
starting to experiment with putting
text media and some photos
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online. Many of these efforts were noncommercial. The big text media
incumbents, like major newspapers and magazines, seriously resisted mov-
ing into this new medium because they thought they had much to lose.
Meanwhile, upstart new companies were forming and just starting to get
positioned for what might prove to be a big new market. People were just
beginning to talk about the vague outlines of what might be possible.

By the middle of the decade, the number of people using what by then was
called the World Wide Web (text and photos on the Internet) had dramati-
cally ramped up, and the migration of text and photos was burgeoning.
Upstart companies like Yahoo! and Amazon were booming, and incumbent
print players were rapidly putting their material online. New ideas about
how to use text and photos on the Web were popping up all over, creating
new experiments that were collectively referred to as “new media.” 

By the end of the decade, the frenzy of activity leveled off, partly because
of the dotcom bust, but more fundamentally because virtually every publi-
cation that dealt with print and photos had some presence on the Web: all
newspapers, all magazines, all businesses, almost all organizations. The text
and photo Web had become a seamless part of the lives of most educated
people in the country. It had become the norm.

That decade-long process is what is just starting to
happen in the field of motion media, as television,
video, and film start their migration to the new dis-
tribution platform of the Internet. Driving this trend
is the fact that the tools to make the digital transi-
tion are getting cheap enough and good enough for
it to become a mass phenomenon. Also, the Internet
infrastructure is getting built out with enough high
bandwidth connections that the market for such
media is starting to hit critical mass. 

In 2003, we started seeing the audio/visual version
of the migration process play out. Innovators and
early adopters are pushing motion media into new
forms. We’re seeing new kinds of film shorts and
video blogs and bottom-up efforts for the creation
of digital video content. And while the incumbent
players in the television and movie industry are
fiercely resisting the migration, some upstart new
companies and organizations are catching the wave
as it gathers force. 

In the mid-‘00s, there could well be an explosion of opportunity as new
and old players try to define the new forms and the shape of the emerging
market. It’s hard to predict exactly what will happen, but we expect there
will be a free-for-all scramble reminiscent of the mid-1990s.
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Anytime there is a new media and new
channels, it’s a time of opportunity.
We’re going to have a race in this area
on the Net. There is a really great
opportunity in the early stages of a
market, the first three or four years,
when it’s still a phenomenon. You
don’t think the first full-length docu-
mentary available for free on the Net
for downloading is not going to get
some attention? There’s going to be a
lot of opportunity for visibility just
because you are first in the new 
medium.

Tim O’Reilly, 
founder and CEO, 

O’Reilly Media



By the end of this decade, give or take a few years, with pervasive if not
ubiquitous broadband in the United States, the dust will settle and motion
media will be seen as an integral part of the online experience. It will be
part of the landscape that everyone will take for granted, a given that all
media organizations will have to deal with every day.

OOvveerr  tthhee  nneexxtt  1100  yyeeaarrss,,  bbrrooaaddbbaanndd  IInntteerrnneett  aacccceessss  wwiillll  bbee  wwiiddeellyy  aavvaaiill--
aabbllee,,  bbeeccoommiinngg  aa  ssttaannddaarrdd  wwaayy  ttoo  ddeelliivveerr  aallll  kkiinnddss  ooff  ddiiggiittaall  mmeeddiiaa..

According to the Pew Internet & American Life
Project, as of March 1, 2004, broadband is in 39
percent of American homes that have Internet
access, a jump of 60 percent in one year; 52 percent
of college-educated people under 35 opt for it, and
50 percent of households with income over $75,000
have it, too. If current rates of adoption continue,
high-speed access will be widely available and used

in far less than 10 years, even if it is not universally
available for some time. Its wide use—especially among economically
attractive groups such as people with high household incomes or young,
well-educated people—will in turn foster business choices that will further
shape this market around the assumption of widespread access to high-
speed connections for digital media.

Online distribution is growing even with current bandwidth constraints,
and with increased bandwidth to the home it could gain on other delivery
systems. According to Wired magazine, “More viewers now see shorts
online at the Sundance Online Film Fest, or SOFF, than at the festival in
Park City. More than 600,000 unique visitors came to the SOFF site in
2003, each watching, on average, four films.” Shane Kuhn of Slamdance
argues in the same article that once adequate bandwidth is more widely
available, “the established online festivals will become key outlets for alter-
native cinema.” Currently, independent work is distributed by OneWorldTV,
Underground Films, Atom Films, IndieFilmSpot, and
others.

But the old model of film festivals may not be the
only way that people seek out independent work.
Videoblogs—blogs built around links to video, such
as Vidblogs.com—are proliferating even at current
levels of broadband access. These experiments could
be the leading edge of Net-based webs that broker
attention to media of different types and from dif-
ferent sources, all outside today’s better-known
aggregators, channels, or festivals. (They could even
become a means for decentralizing production as
people use blogs to trade snippets of video or piece
fragments together from various sources.)
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Blogging is really key, because of what
blogging does. It’s kind of a grassroots
aggregate power to make things visi-
ble. No one blog is going to make that
much of a difference. It’s the accumu-
lated mass of blogs that can move
traffic in decisive ways. So tap the
blogging communities. Understanding
how to use blogging to publicize your
work is key at the present time.

Henry Jenkins,
director of MIT’s comparative

media studies program

Whatever else happens, there is no
doubt that broadband will be ubiqui-
tous.

Howard Rheingold,
author of Smart Mobs



And before videoblogs are even commonplace, we
are already seeing the first “moblogs”—blogs where
people post and link to video clips specifically taken
with their cellphones. The work is technically crude
and may seem pointless, but it is also an unmistak-
able pointer to the coming nexus of cheap cameras
and cheap decentralized distribution.

VViiddeeoo  wwiillll  bbeeccoommee  aa  ffuullllyy  iinntteeggrraatteedd  ppaarrtt  ooff  ootthheerr
ttyyppeess  ooff  mmeeddiiaa  oonnlliinnee  tthhaatt  aarree  nnoott  ccuurrrreennttllyy  vviiddeeoo--
bbaasseedd,,  ccrreeaattiinngg  nneeww  ddeemmaanndd  aanndd  uusseess  ffoorr  vviiddeeoo
pprroodduuccttiioonn..

Traditionally, motion media has been a separate
part of the broader media environment. As the tools
for making media become increasingly common-
place and more and more of the communications infrastructure becomes
capable of carrying rich media formats, motion media will become a fea-

ture of other media rather than solely a media for-
mat of its own. Publications or media experiences
that we currently experience as text and graphics
will increasingly include video as a normal part of
their repertoire of storytelling and advertising tools.

As video becomes part of all kinds of media rather
than a separate category, the demand for people
who can skillfully create video materials will rise.
At the same time, however, it will become a com-
monplace craft so that whatever premium was once
commanded by those who could use these tools well
will be driven down, just as the skilled labor once
associated with running linotype machines has been
replaced by the much more widespread (although by
no means universal) skill of using desktop publish-
ing software and other computer publishing tools.

2. Noisy

More of  everyth ing ,  everywhere ,  a l l  the t ime means more
compet i t ion for  everyone ,  everywhere ,  a l l  the t ime

Even in the lull since the air went out of the tech bubble in 2000, digital
technologies have continued to spread, growing in power and falling in
cost and affecting every part of the media process where technology is a
factor. As a result, digital tools for production and post-production have
remade the economics of media-making and put sophisticated media tools
in a growing number of hands. Digital technology will continue to push
technical costs down and capabilities up, factors that will spread media-
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People are beginning to believe that a
video Internet is possible. I think we
are waiting for companies in the video
arena to break out and create a com-
pelling business case for this. We
already know there is a lot of video out
there. It’s only a matter of time until
someone comes along and takes
advantage of this.

Sandeep Casi, 
researcher at FXPAL, 

the technology research center
for Fuji Xerox

All this stuff that we have been talking
about forever about video over the
Internet, it was all kind of hand wav-
ing—"this is possible because the tech-
nology will make it possible." But it's
now actually happening. This stuff can
be done now, not only because the
technology makes it possible, but
because the markets are moving there.
The most important piece of the equa-
tion is the ad buyers, and the ad buy-
ers are starting to wake up to it.

John Battelle
cofounder of Wired magazine
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making equipment to more people and devices. As a result, there will be
more ways to make media, more places to present media, more kinds of
media, and more competition for any specific piece of media. Industry
responses will be to both consolidate and diversify.

According to the European research firm Digital Thinking Network, the
economic “half-life” of movies—defined as the amount of time before their
economic potential decays—has shrunk steadily in just the last five years.
The standard sequence of release windows in theaters, pay-TV, and
DVD/video have all gotten shorter, as works get very little time to develop
in the marketplace before getting pushed to the next distribution platform.
More work is coursing through the system, but it is appearing and disap-
pearing faster, replaced by the next wave coming behind it.

A related phenomenon has affected the market for independent work. In
Peter Biskind’s recent book, Down and Dirty Pictures, filmmaker John
Sayles explained, “As the last 10 years have progressed, many, many, many
more independent features are being made, and so a much higher percent-
age of them never get a theatrical release.” The clear implication is that the
ability and the capacity to create more work, while certainly valuable from
the perspective of promoting more points of view and encouraging more
voices, also leaves more work unreleased or otherwise undistributed, at
least in the traditional ways.

In fact, current trends in our ability to create and share media are opening
two important gaps. A simple representation might look like this:

The first gap is opening because both the amount of media and the places
to present media are growing, but one is growing faster than the other.
That means that there will be more media produced than can ever be seen.
This is the distribution gap, and it weakens the economic potential of any
individual work. The second gap, between the number of places to experi-
ence media and the amount of media any individual can experience, is
widening even faster. Even young people who can multitask in ways that
make older heads spin will not be able to keep up with the growing



amount of media available on the growing number of surfaces, devices,
and screens of all kinds. This is the attention gap, and it weakens the cul-
tural potential—as well as the economic potential—of any individual work.
Any work created, distributed, or sponsored in the future will be released
into these two growing gaps.

TThhee  ccoossttss  ffoorr  aallll  tthhee  tteecchhnnoollooggyy  aassssoocciiaatteedd  wwiitthh  mmeeddiiaa  pprroodduuccttiioonn,,
ddiissttrriibbuuttiioonn,,  aanndd  pprreesseennttaattiioonn  wwiillll  ccoonnttiinnuuee  ttoo  ffaallll  wwhheenn  ccaappaabbiilliittyy  iiss
hheelldd  ccoonnssttaanntt..

As media tools become digital tools, they will benefit from the rising power
and falling costs of other digital technologies. Moore’s Law, which
describes the steady and predictable rise in computing power at the heart
of digital technologies, will continue to drive technology costs steadily
downward for at least the next 10 years. This is not to say that the aggre-
gate costs won’t rise or that all costs will fall, only that the costs associated
with any given level of technology will decrease.

Costs are falling in obvious places—cameras, editing
gear, and special effects—as well as less obvious
places. For example, the cost of digital storage is
falling between 40 and 50 percent a year. In 1993,
a terabyte (a thousand gigabytes, enough to store
about 80 hours of DV video) of magnetic disk stor-
age cost more than $1 million; by the middle of the
next decade, it is expected to cost just a few dollars.

Ever cheaper and more efficient digital storage will
change the distribution possibilities for independent
work. For example, Emerging Pictures is using
advances in digital storage and digital projection to
create its own network of “digital theaters” in which
to present first-run independent/international films,
documentaries, and international film festival pre-
sentations. They recently put 10 films from the Full
Frame Documentary Film Festival, the nation’s
largest festival devoted to documentaries, on a sin-
gle hard drive and sent them to theaters in five
cities, allowing audiences around the country to
view festival films while the festival was taking
place. Digital replication costs almost nothing compared with striking a
35mm print, and the company founders, as well as the theater owners they
work with, hope that very low replication and marketing costs will make a
much wider array of independent films economically viable. Citing similar
factors, the UK Film Council announced it will equip about 150 cinemas
across the UK with digital projection equipment in an effort to increase
“the breadth and range of films available to UK audiences.” Theaters that
get the UK Film Council equipment will be required to use it to show inde-
pendently produced or “non-blockbuster” work. 
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The Internet opens massively different
distribution channels. More and more,
the possibility for independent media
to release their material in more intel-
ligent ways is phenomenal. The
entrenched commercial guys are grap-
pling with the problems of free con-
tent, etc. They have everything to lose
from innovative distribution models.
On the other side of this, the inde-
pendent guys have everything to gain
from innovative distribution models.
The smartest thing they can do is
experiment, because they have differ-
ent content and they can crack this
puzzle. The big guys are not going to
risk this. 

Daniel Erasmus, 
cofounder and director, Digital

Thinking Network



But falling costs have their most direct and dramatic impact in how they
change how much work will be created.

TThhee  aammoouunntt  ooff  vviissuuaall  mmeeddiiaa  bbeeiinngg  ccrreeaatteedd  bbyy  pprrooffeessssiioonnaallss,,  ccoommmmiitttteedd
hhoobbbbyyiissttss,,  aanndd  aammaatteeuurrss  iiss  ssooaarriinngg  aanndd  wwiillll  ccoonnttiinnuuee  ttoo  ggrrooww  ffoorr  tthhee
ffoorreesseeeeaabbllee  ffuuttuurree..  

The combination of increasingly inexpensive and
widely available tools for making, manipulating,
moving, and storing media along with the wide-
spread diffusion of basic skills with media-making
technology in a media- and technology-saturated
society is creating a growing capacity to make and
circulate media in the industrialized world, and per-
haps even more broadly. This is not to say that
there will be more great works of art or conscience,
just that there will be more visual media made for
more purposes by more people. And that will affect
the environment for every other media work by

making the total environment more crowded.

With simple video tools being added to cellphones, computers, and PDAs,
the ability to create, edit, and begin circulating work has a threshold so
low as to have been unimaginable 10 years ago. For example, the first
music video shot entirely on a cellphone was posted online in March 2004.
Not only was it shot on a Nokia 3650, it was edited on an Apple
PowerBook running Final Cut Pro and the music was recorded with Apple’s
GarageBand software. So is one cellphone and one laptop computer the
emerging threshold for basic video production? Not necessarily, since it
could get even simpler: Nokia announced a cellphone with a 1 megapixel
camera that comes bundled with Nokia’s own Movie Director software,
which allows users to edit what they shoot, as well as add music and text.
It also comes with Lifeblog, Nokia’s software for creating a weblog on the
owner’s cellphone and PC made up of any material—audio, video, text mes-
sages, or photos—that the cellphone can create or receive.

Today in Japan, one can no longer buy a cellphone without a camera in
it—they are all bundled that way due in part to the falling costs—so people
will increasingly have the capacity to generate simple media even if they
don’t seek it out. The same will soon be true in many other markets as
well. Not everyone will choose to make media, of course, and we can’t
know how many will produce media that they care to circulate beyond
friends or family. But we are entering a world in which many people will
find themselves with cameras and simple editing tools whether they want
them or not. And young people will come of age in an environment in
which many—even most—of them have digital video cameras of some kind
and access to distribution networks at any time.
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Next-generation new media is going
to phones. And MPEG-4 makes this
easy. It's not like you have to invent a
new compression format. It's already
there and it runs on these small
devices.

Sandeep Casi,
FXPAL



TThhee  rraannggee  ooff  ppllaacceess  aanndd  ddeevviicceess  wwhheerree  ppeeooppllee  wwiillll  rreecceeiivvee  mmoottiioonn
mmeeddiiaa  iiss  ggrroowwiinngg  aanndd  wwiillll  ccoonnttiinnuuee  ttoo  ggrrooww,,  eessppeecciiaallllyy  aatt  hhoommee  oorr
tthhrroouugghh  mmoobbiillee  ddeevviicceess  ddeessiiggnneedd  ffoorr  ppeerrssoonnaall  uussee..

Motion media is coming to mobile phones, PDAs, elevators, the back seats
of taxi cabs, passenger cars, retail displays, billboards, and ever more sites
on the World Wide Web. People will be exposed to it in many public
places, and they will be able to view work in places of their own choosing,
on screens of their choosing, and at times of their choosing. The same
falling costs for display devices, chips, storage media, and transmission
media mean that the capacity to display media will become part of many
other devices and surfaces.

The range of new devices, surfaces, and places for video will create new
demand for media that can fill those devices, and give rise to any number
of new business opportunities. One simple example: With DVD players in a
growing number of computers, many airports now have shops that will
rent a DVD to a traveler for the flight she is about to board and allow her
to return it at the airport in the destination city. A portable device and a
cheap and portable storage medium (the DVD) create a whole new set of
places where people will get media they choose.

These devices will also create material for one another. In April 2004, for
example, a group of Japanese companies announced that it had developed
a device that allows people to record up to two hours of video from televi-
sion programming and play it back on their cellphones. 

More media created by more people and devices and displayed on more
surfaces and in more settings will of course mean many more ways to
speak through media and many more places to put that speech. Yet it can’t
help but also mean more competition.

CCoommppeettiittiioonn  ffoorr  aauuddiieennccee  aatttteennttiioonn  wwiillll  ffuurrtthheerr  iinntteennssiiffyy  bbeeccaauussee  ooff
tthhee  ggrroowwiinngg  aabbuunnddaannccee  ooff  mmeeddiiaa  pprroodduuccttss..

As Walter Parkes of DreamWorks SKG explains, “There are a million other
movies and not just network television but cable and video games all vying
for the attention of the consumer. And there are more movies. On virtually
on any given weekend, there are from two to seven releases that you are
competing against. You have to pump much more money into the market-
ing of your movies just to be heard above the noise.”

As Parkes and others have noted, the competition is not just among like
media experiences. The competition is also among the increasing number
of ways that people can choose to have media experiences. The computer is
already competing with the television for our time and attention. But the
more surprising challenge will come from the expanded array of options
for communicating the range of serious ideas and cultural expression tradi-
tionally associated with independent media.
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CCoommppuutteerr  aanndd  vviiddeeoo  ggaammiinngg  wwiillll  ggrrooww  mmoorree  ppooppuu--
llaarr  aass  aa  ppllaattffoorrmm  ffoorr  ppoolliittiiccaall,,  ssoocciiaall,,  aanndd  aarrttiissttiicc
eexxpprreessssiioonn..  

Games are becoming a ubiquitous part of the media
landscape and the media experience of Americans.
Half of all Americans regularly play them, and a
nationwide survey found that 100 percent of current
college students have played them. The average age
of video game players has risen to 29 years old, and
over 40 percent of gamers are women. Americans
now spend more time on games than they do on
DVDs or videotape rentals, according to the market
research firm Veronis Suhler Stevenson. In 2003,
Americans spent $10 billion on video games and
consoles—half a billion dollars more than they spent
going to movies. As journalist Jonathan Dee
observed, “To anyone who came of age after, say,
the introduction of the first Sony PlayStation in
1995, video gaming is every bit as central to the
pop-entertainment universe as movies or music,
while to anyone older than that, it seems like one of
those strange customs indigenous to the country of the young.”

Not only are they now a common part of the media
landscape generally, they are growing as a platform
for more than just entertainment, drawing audiences
and creative talent that might have gone into more
traditional forms of independent media. MIT’s Henry
Jenkins observes that among media responses to the
war in Iraq, for example, “People are using game
engines, which are cheap, and using them to play
out different political points of view. They’re taking
an interface from games and applying a political
commentary to it. It has a wicked sense of humor, a
real irreverent style. What you see now is blogging
and gaming as the dominant ways of commenting
on the war.” Author and cultural observer Deborah
Solomon argues that video game-based art is a
trend of growing importance among younger,
media-saturated artists: “In much the same way that
Warhol swiped imagery from cartoons and adver-
tisements, many young artists today see video
games as the definitive pop experience, a form to
cannibalize and critique.” While these forms have

yet to dent the sales of the most popular games, websites devoted to more
serious or politically oriented games have emerged, such as
newsgaming.com, Water Cooler Games, and the Serious Games Initiative. 
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In the whole independent media con-
text, you have to look at games
because games have one of the most
fertile producer/consumer ecologies of
any media. When a game comes out,
there's not just the game but an edit-
ing tool that allows people to create
new scenarios, new maps. You can
modify the game itself and overhaul
the entire game. And really hip prod-
ucts have been made because people
have modified the engine. This is done
by fans, who may be in teams distrib-
uted across different countries. The
game companies don't view this as a
threat.

J.C. Herz,
author, Joystick Nation

We’ve got a generation coming of age
for whom games are a more important
medium than film or television. ...
Right now our perception of games is
fairly narrow. We think of games as
lightweight entertainment, as fun, as
escapism. But games as a medium can
do much more than that. There is
nothing intrinsic to the medium that
prevents it from asking hard questions,
presenting this with an aesthetically
different look and feel. The challenge is
to develop an independent games
structure. ... The pieces are starting to
fall into place. This is a medium that
very much is where future generations
of media artists will communicate
ideas. 

Henry Jenkins,
MIT media studies 



CCoonnssoolliiddaattiioonn  aammoonngg  mmeeddiiaa  ccoommppaanniieess  tthhrroouugghh  mmeerrggeerrss  aanndd  aaccqquuiissii--
ttiioonnss  wwiillll  ccoonnttiinnuuee..

The corporate response to this noisiness is perfectly predictable. Despite the
concerns of many citizens, advertisers, and some in Congress, media con-
solidation is likely to continue. Consolidation is a basic and unsurprising
corporate response to the competition for attention as well as the economic
characteristics of information-based products and networked services. This
is not to say it is a good thing, just that it is the response one would
expect from companies in this business, and both Democratic and
Republican administrations have largely allowed it or even encouraged it.
There will be political struggles about the rules under which consolidation
will be allowed to proceed, and there is no doubt they will affect the rate
and degree of consolidation we will see, especially among the very largest
companies. But the trend among companies will be toward consolidation,
in no small part because it will be the key response among large well-
funded players to the ongoing creation of new media outlets, channels, and
products.

As veteran journalist Jim Fallows observes, “Media consolidation has been
going on for 25 years, and the differential change during Bush’s time is
modest in that regard. The shift to a pure market model for the media start-
ed back in the Nixon era and it has been an incremental rather than dra-
matic change under Bush. … I view this as an irreversible and long-term
process.” But the audience experience is more complex: As Clay Shirky,
who studies interactive media, points out, there are still more choices, more
outlets, and more information of countless types in the media system of
today compared to 25 years ago. Everyone we talked to observed that those
with views outside the commercial mainstream have more options to reach
audiences today, not fewer.

The challenge for any individual media maker or pro-
grammer is not the consolidation per se; it is the
fact that there is both wild diversification at the
program level and significant consolidation at the
corporate level. It is the combination of the two
that most seriously undermines the bargaining
power of the independent maker or programmer
trying to get public attention or channel space. At
least according to all the old rules of how media
and audiences find each other.
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You can't fool me. I lived through the
'70s. There was no Spanish language
television whatsoever. There was no
Vietnamese language television what-
soever. There's been no contraction.
The consolidation that's going on is a
desperate attempt to shore up compe-
tition from novel abundance, princi-
pally from cable and the Internet. …
When you look at media as a whole,
it's a freak-out.

Clay Shirky,
professor, NYU's interactive

telecommunications graduate 
program



3. Inverted

From broadcast  to  broadcatch

The traditional models of how to connect people with media productions
are based on two characteristics of the old ecology for media that are no
longer the givens they once were. The first is that making media was tradi-
tionally quite expensive, and so required a large number of viewers to
make it worthwhile for its backers. (This is true whether the backer is com-
mercial or noncommercial, although how much of a priority this is or the
way it is measured will vary significantly.) The second is that there were a
small number of distribution channels for bringing work to audiences, so
the operators of those channels cast work as broadly as possible and com-
peted to draw attention to what they were distributing or presenting. (This
is the dynamic of what we know as “broadcasting,” of course, but it has
also been true of all other forms of mass media.)

But in the new ecology, this traditional dynamic—some powerful central
force casting work to audiences—will be inverted. The new dynamic will
put individuals in the much more active role of selecting from an ever-
growing number of streams of material. Channels or brands will be useful,
perhaps even essential guides, but more than ever people will be the
“broadcatchers”—creating their own programming lineup from many possi-
ble sources.

BBrrooaaddbbaanndd  aanndd  cchheeaapp  ddiiggiittaall  ssttoorraaggee  wwiillll  cchhaannggee  hhooww  aanndd  wwhheerree  ppeeoo--
ppllee  ccoonnssuummee  mmeeddiiaa..  

The potential for high-speed, on-demand access and
ever-cheaper digital storage allows for new levels of
flexibility in when, where, and how people consume
media. At the same time, the ability for individuals
to create software-defined “virtual” channels of pro-
grams geared toward their tastes but culled from
many sources, or to share their stored media on
peer-to-peer systems, will fundamentally change the
relationships between people and the media they
use, not to mention the organizations that bring it
to them.

According to a 2002 study about the media industry
by PriceWaterhouseCoopers, “by 2006, adoption of
key delivery technologies, including broadband, dig-
ital television, personal video recorders (PVRs), and

recordable and rewritable compact discs (CD-R/RWs), will attain levels nec-
essary to significantly alter existing business models.” (PVRs are the
devices, like TiVo, that connect a large hard drive—i.e., cheap digital stor-
age—to a broadcast or cable stream and allow subscribers to record the
programs they want based on various criteria. The next generation of these
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TiVo does change everything. … Your
TiVo is out there looking for any mid-
dle-of-the-night spectrum that the
Asian virtual channel bought to air
something. And so you wake up in the
morning and you have that program
on your hard drive and you can watch
it at your leisure. I think for diaspora
communities, this development is
huge.

Brad deGraf,
founder of the Media Venture

Collective 



devices will allow users to download video streams from the Internet, too.
TiVo, the early leader in this technology, had 1.6 million subscribers in
mid-2004.)

These are business models for commercial media, of
course, but the conditions they describe will shape
the context and expectations of a large number of
Americans as media users. At the very least, the
fast-growing adoption of broadband will affect the
way in which the Internet becomes a mainstream
platform for distributing full motion video, includ-
ing independent work. Fast connections that allow
users to find and stream (or download) video or
share it on a peer-to-peer basis will accelerate the
many emerging ways in which media of all kinds
circulates among people whose own roles in the
ecology will multiply: They may act as viewers but
also as redistributors or peer-to-peer promoters of
the work, or even as remixers, modifying work that
is easy for them to find, store, edit, and send.

Bandwidth and storage can also substitute for each
other in innovative ways. Netflix uses the Internet
as a consumer interface; DVDs as a cheap, light-
weight, and portable digital storage medium; and

the postal service as an inexpensive if slow distribution network for many
types of film and video, including a growing amount of independent work.
It also uses software that allows users to get suggestions for new work
based on their viewing preferences and ratings,
thereby potentially allowing filmmakers and viewers
to get beyond traditional marketing filters. The
important point is that Netflix is as much a product
of the changes digital technologies make possible as
the more overtly futuristic demonstrations of instant
downloads of full-length movies over super-fast
connections.

Another company, Film Movement, is using a simi-
lar model (DVDs and the mail) expressly to distrib-
ute independent work. Film Movement is a curated
subscription service that offers independent films,
foreign films, and shorts, chosen from leading film
festivals, on a “book-of-the-month” model. The
company selects one film a month to send to sub-
scribers, who then own the DVD. Here again,
advances in technology that have little to do with
the Internet are expanding the opportunities for
independent work to connect with interested audi-
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If you look at people with TiVo devices,
something like 70 percent of the tele-
vision they watch is time-shifted. It's a
massive change in viewing habits.
What is primetime? That has signifi-
cant implications for independent
media. For a long time they have
argued that what they produce is
primetime content. But because of the
powerful interests in the distribution
chain, they end up in less than exciting
positions in the scheduling, therefore
nobody watches them. What this
offers them is the possibility of a
primetime audience based upon the
quality of what they create and the
compellingness of that.

Daniel Erasmus,
Digital Thinking Network

I was at IBM Research about a year
ago and these guys made the point
that within about five years, storage
would be cheap enough and small
enough that you could record in video
every minute of your life and carry it
around with you in your pocket. A
device the size of a iPod could store
continuous video of your life. So start
imagining that world. Maybe band-
width isn't the service. Maybe you stick
your iPod device into a socket in a
store and they fill it up with 1,000
videos, which you'll pay for when you
use them. Then all that needs to be
transmitted over the wires is which
one you're watching. 

Tim O'Reilly,
O’Reilly and Associates



ences in ways that would have been much harder and more expensive a
decade ago.

Cheap storage creates new opportunities like this, but it also threatens
potentially severe disruptions. The economic basis for broadcasting (and to
a lesser extent, cable) may become unstable if PVRs take off in the way
that some people expect. Because PVRs allow people to create their own
“primetime,” they undermine the basic rule of thumb for how to price
advertising time. While it’s not hard to imagine how advertisers could
accommodate that, what is harder to imagine is whether the current market
for television advertising would survive if large numbers of viewers could
be shown to be skipping ads, which services like TiVo make possible.
Forrester Research forecasts that when 30 million homes in the U.S. have
PVRs, 76 percent of advertisers will cut their TV ad spending, a quarter of
them by more than 40 percent. Whether that fundamentally undermines
the economics of broadcasting, or whether it frees up billions of dollars for
other forms of media support, is unknown. But many observers worry that
the current system, and the assumptions based on it, may not survive
another decade.

GGlloobbaallllyy  iinntteerrccoonnnneecctteedd  nneettwwoorrkkss  wwiillll  aaffffeecctt  tthhee
mmaarrkkeett  ffoorr  mmeeddiiaa  ttaalleenntt,,  mmeeddiiaa  pprroodduuccttiioonnss,,  aanndd
tthhee  ssccaallee  aanndd  ssccooppee  ooff  aauuddiieenncceess..  

As the Internet increasingly becomes a global plat-
form for the distribution of audio-visual media, it
not only creates a widely available mechanism for
distributing work at relative-
ly low cost, but also opens
the possibility for a more
truly global bazaar for inde-
pendent media of all kinds,
from all places. That means
that the market (in the
broadest sense) for talent,

productions, and audiences can both grow and frag-
ment: Media makers can find opportunities in more
places, more work can be shared or selected, more
media can be sought out by interested viewers, and
more potential viewers can be attracted to individ-
ual works.

That can mean greater rewards for makers and
institutions that can position themselves in this
global arena and make sense of it, as well as greater
competition for works and for attention for every-
one who wants to get seen or heard. That is, it
won’t be just today’s makers who can use this new
platform to increase their own reach. Everyone will
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What the world really needs is truly,
truly global media, where people don’t
have American flag lapel pins on. It’s
an abomination for CNN and Fox to
say they are global news outlets. They
are trapped in these gravitational field
of national states. So I think that the
outsourcing of news—one could only
welcome it. I think the independent
media people really ought to go total-
ly global and cut loose from the
American umbilical cord. And I think
they would be much better received if
they do that. This is a whole area of
invention that has not been addressed
yet. No one has set up a media outlet
that has no country.

Orville Schell, 
dean of the Graduate School of

Journalism, U.C. Berkeley

The big point is that this talent is glob-
al. What made Silicon Valley the center
of innovation wasn't Americans: it was
foreign people who came to Silicon
Valley to work. Same thing with
Hollywood and LA. This competition is
for talent, for people. We assume the
United States has an unvarnished
advantage, but in fact it doesn't.

Richard Florida,
author of The Rise of

the Creative Class



be using it to try to increase their reach, which means that everyone will
find the media bazaar more crowded than ever before.

TTrruusstteedd  gguuiiddeess  ttoo  tthhee  oovveerrwwhheellmmiinngg  nnuummbbeerr  ooff  mmeeddiiaa  cchhooiicceess——ffrroomm
rreeccooggnniizzeedd  eexxppeerrtt  iinntteerrpprreetteerrss  ttoo  wwoorrdd--ooff--mmoouutthh  rreeccoommmmeennddaattiioonnss——
wwiillll  bbeeccoommee  mmoorree  iimmppoorrttaanntt  ffoorr  iinnddiivviidduuaallss  mmaakkiinngg  cchhooiicceess,,  yyeett  tthhee
nnuummbbeerr  aanndd  ttyyppee  ooff  ppoossssiibbllee  gguuiiddeess  wwiillll  aallssoo  mmuullttiippllyy  ssiiggnniiffiiccaannttllyy..

Motion media can’t be easily “scanned” or “tried on” beforehand to find
out whether it’s a good choice, so if the consumer or viewer is to take a
more active role in shaping her own media environment, trusted guides
will be more crucial than ever. Those guides can be the established ones, of
course—newspaper and magazine critics, film festival juries, regional or
national awards, not to mention word of mouth from someone whose opin-
ion you trust. But upstarts can easily come in as well, from online databas-
es like Internet Movie Database, to collaborative filtering like Amazon’s
“customers who bought this DVD also bought…” feature, to blogs written
by aspiring taste-makers, to individuals like Kevin Kelly, a well-respected
author on topics far from film, who created his “truefilms” website to cata-
logue and recommend works that he and a friend of his like. So guides are
important and will be even more so, and there will be many more to
choose from than ever before.

4. Fragmented

Audiences  are  fragment ing and organiz ing in  new conf igu-
rat ions

Perhaps there were, once upon a time, homogeneous mass audiences who
widely shared a small number of media experiences that fostered and
reflected their sense of belonging to a single whole. Whether or not it was
true, the new ecology is different in almost every way. When it comes to
audiences, big is getting smaller, small is getting better, and the whole
notion of “we” is shifting shape.

OOnnllyy  aa  ffeeww  sshhoowwss,,  pprroojjeeccttss,,  oorr  pprroodduuccttss  wwiillll  aattttrraacctt  bbiigg  oorr  mmaassss  aauuddii--
eenncceess..  

Audiences have always tended to form around a small proportion of all
releases. This is true of commercial works in theaters and commercial tele-
vision audiences, and it is equally true of independent media. Consider the
statistics cited earlier about the recent growth of the market for documen-
taries and the number of documentaries with multimillion-dollar grosses.
While good news for the field as a whole, it is worth noting that a very
small number of works benefited from it. If we start from the report that
the domestic box office revenues for documentaries in 2003 was $49.2 mil-
lion and that Bowling for Columbine grossed a little over $20 million, then
it is possible that it accounts for a significant fraction of that total. (The
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film was released in 2002 but won the Oscar in 2003, and it is hard to tally
how much of its gross is part of the 2003 total for all documentaries.) 

It’s also worth noting that among the most successful films, Bowling for
Columbine earned almost twice as much as Winged Migration, which
earned almost twice as much as Spellbound, which earned about twice as
much as Capturing the Friedmans. This is a tail that drops off very fast: If
the pattern holds, and patterns like it are often observed in these kinds of
rankings, the tenth most popular film on that list would have grossed
about $45,000, and only five films would have grossed over $1 million.
Growing the pool and so increasing the competition will intensify this
effect and leave an even longer tail of underappreciated works, rather than
cause attention to be distributed more evenly. Moreover, it is likely to
mean, as we are already seeing, that while only a few works will attract
large audiences in the conventional sense, what counts as a “big” audience
will also get smaller. 

MMeeddiiaa  wwiitthh  aa  ssttrroonngg,,  wweellll--ddeeffiinneedd  ppoolliittiiccaall  ppooiinntt  ooff  vviieeww  wwiillll  iinnccrreeaass--
iinnggllyy  aattttrraacctt  ssuuppppoorrttiivvee  aauuddiieenncceess..  

Before the summer of 2004, the most commercially successful feature-
length documentary of recent years was Bowling for Columbine, a film
with a strong political point of view that grossed $40 million in theaters
worldwide, earned over $100 million in DVD sales, won the Oscar for best
documentary, and helped keep Michael Moore’s books, Stupid White Men
and Dude, Where’s My Country, on the bestseller lists.

Then Fahrenheit 9/11 earned more in its opening
weekend than Bowling for Columbine did in its
entire domestic run ($21.9 million versus $21.6 mil-
lion). Fahrenheit 9/11 was the top-grossing film
that weekend, attracting more viewers than any
other feature in theaters. Five weeks later, it crossed
the $100 million mark and was still among the top
10 films at the box office.

Michael Moore may be an anomaly, but the evi-
dence is all around that media with strong social or
political points of view will attract loyal audiences. Much of the New York
Times bestseller lists for nonfiction books have been strongly partisan titles
from both the left and the right for the last year or more, and the strong
political view associated with Fox News helped send it to the top of the
cable news ratings. Commercial distributors and theater owners are already
acting on this. In the summer of 2004, a growing number of sharp-edged
political or social works hit movie houses: Super Size Me and Fahrenheit
9/11, of course, as well as The Corporation, The Yes Men, and The Control
Room. Outfoxed, originally released on DVD, became one of the top-selling
DVDs on Amazon, and then jumped from DVD distribution to theatrical
release in a number of cities.
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One thing we've found that is very
new is the tremendous polarization of
audiences. The era of mass media is
really over.

Celinda Lake,
president/CEO of public opinion

firm Lake, Snell, Perry, and
Associates



The tradition of journalistic “balance,” which developed in part so that
media organizations could serve mass audiences of people with diverse
tastes and opinions over wide areas, could easily be replaced by more
openly partisan media outlets with clearly distinguished positions, matched
to specific audiences and interests. Journalist Jim Fallows suggests how
two trends, each already well-established, could combine to make this hap-
pen. First, news and information are now primarily market-driven, rather
than oriented around a public interest notion of citizenship. Second,
American society is becoming more stratified and polarized in terms of
income, education, and politics. Given these two trends, Fallows concludes,
the commercial media “is going to be more openly and honestly partisan,”
creating new opportunities for commercial distribution of work with strong
social, political, or cultural points of view. That, in part, will mean a grow-
ing audience for media that is sophisticated and critical, presenting chal-
lenging themes and pushing formal boundaries. Even if that doesn’t happen
everywhere or for all media outlets, it is already the case that strong parti-
san points of view are finding supportive audiences.

TThhee  nneexxtt  ggeenneerraattiioonn  ooff  pprroodduucceerrss  aanndd  ccoonnssuummeerrss  wwiillll  hhaavvee  ddiiffffeerreenntt
aattttiittuuddeess,,  ttaasstteess,,  aanndd  aassssuummppttiioonnss  tthhaann  tthhee  oonneess  tthhaatt  pprreevvaaiill  aammoonngg
BBoooommeerrss  aanndd  GGeenn--XX’’eerrss  ttooddaayy..

Many people we interviewed urged us not to assume
that the next generation of media makers and view-
ers would organize their social and political alle-
giances, much less their media habits, the way their
elders have. Some of the younger people we inter-
viewed in particular felt strongly that people in
their teens and 20s use media differently (much
more multitasking while using media) and have far
weaker allegiances to categories like
commercial/noncommercial or independent/ main-
stream.

Demographer William Strauss, who has studied gen-
erational cohorts going back over the last century,
argues that people he calls the Millennial genera-
tion—those born since 1982 and so coming of age in
the first years of the new millennium—are unlikely

to emphasize the same social and political priorities as Boomers (who drove
the rethinking of gender in our society) or Generation X-ers (who put race
and ethnicity at the top of their agenda). According to Strauss, Millennials’
social concerns will be less about gender, race, or ethnic identity, and more
focused on economic inequality. Navigating cultural differences and
increasing cross-cultural understanding will still be important, but the
Millennials may not organize themselves around the categories or identities
that shaped late twentieth-century politics and institutions. 

Millennials are also “more culturally conservative than people think.”
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We expect that these Millennial kids
will make their mark in institution-
building and in some civic rebirth,
using technology. There will be some
problems that middle-age people
today think you could never fix and
the Millennials will find a way to fix
them. But they will do it in ways that
are not necessarily going to promote
the agendas of Boomers.

William Strauss,
coauthor of Millennials Rising:

The Next Great Generation



According to Strauss, “What we see coming among
Millennials is a combination of cultural conser-
vatism and confidence in institutional reconstruc-
tion that you might, in today’s parlance, call more
liberal. … If I were to say what the heart of the gen-
eration’s gathering political point of view is, it
reminds me of the conservative Democrats of 30
years ago.”

One way those new tastes and assumptions will
likely play out is in the rhetorics or styles that speak
to them. Many observers already see a new style
emerging among many of the more popular recent
independent works, which combine pop sensibilities
or attitudes with strong points of view and tech-
niques borrowed from popular fictional genres.
Henry Jenkins of MIT, who has been studying this,
observes “a much more playful space and more
hybrid space opening up now than in traditional

alternative media. … What we’re seeing more are artists that engage with
pop culture, the fun part of culture, even for political ends.” Tom Bernard
of Sony Pictures Classics similarly summed up the new documentary style
as “populist,” noting that the documentaries gaining wider audience atten-
tion don’t follow an earlier generation’s “strict documentary authority.” Or,
as Henry Jenkins concludes, “The line between Michael Moore and JackAss
is a thin line. The line between trying to gross someone out in a shopping
mall and confronting Charlton Heston in his house is thinner than we
think.”

5. Financially reorganized

How independent work i s  funded and who funds  i t  wi l l
change

The support system for noncommercial independent work is changing and
will continue to change in ways that may make independent media makers
wonder whether they are playing a game of “chutes and ladders”—a new
terrain of sudden falls as well as new chances to move up and get ahead. 

Federal and state money for the media arts has shrunk, and the proportion
of arts grants that go to media work has also fallen in recent years. The
growing pressure on foundations to demonstrate impact may create a new
hurdle to funding important but hard-to-measure media projects. As one
foundation supporter of the arts recently said about arts funding in gener-
al, “The traditional combination of government, foundation, and corporate
funding is pretty much shot. … The only area with some potential for
growth right now is wealthy individuals, and they are all feeling besieged.”
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Someone who is a technologically
savvy media person, either a filmmak-
er, or a musician, or an animator, circa
2004, I think more of them view them-
selves as people who just make stuff.
And if that goes up on a website, great.
If it ends up as part of an animation
festival, great. If MTV is interested,
that's also fine. I think there is less of a
hard and fast boundary between com-
mercial and noncommercial, or inde-
pendent and mainstream. And I think
technology is partially responsible for
that and part is a generational zeit-
geist.

J.C. Herz,
Joystick Nation



Over the last generation, government funding for the arts shifted from the
federal to the state and local levels, which, the RAND Corporation reports,
has produced “a corresponding shift from general support for artists and
arts organizations to a greater focus on how financial support for the arts
can promote instrumental social and economic benefits.”

Long-term deficits are expected in the federal budget, and many state
budgets are being cut as well. According to the Center on Budget and
Policy Priorities, 30 states are projecting budget deficits for 2005, with a
total shortfall of about $40 billion. (The two states with perhaps the
strongest media arts constituencies, California and New York, are the two
with the biggest deficits.) Against that background, state arts councils have
been cut repeatedly in recent years—another 39 percent in 2004—and
reports suggest that state budget problems are likely to continue in coming
years, making a revival of state funding for the arts in general or the
media arts in particular a challenge. It’s possible that public funding for
media work may be more likely to flow through “public diplomacy” budg-
ets than traditional arts or humanities programs, but this channel is less
likely to support truly independent or artistic work, almost by definition,
since it is being supported specifically to promote government aims.

When Grantmakers in the Arts (GIA) analyzed grant
dollars for arts and culture, it reported that founda-
tion giving to media and communications fell as a
proportion of all arts funding, from 10 percent to 8
percent between 2000 and 2001 (the most recent
period GIA has analyzed). GIA data suggest that
foundations awarded about $158 million to media
and communications programs in 2001, down from
$180 million the previous year. Using different data
and methodologies, the MediaWorks Initiative con-
cluded that foundations and private donors give
about $4 billion to media and communications
broadly defined, with most funding going to pro-
ducing content. Alternative and independent media
projects are not “major beneficiaries” of this giving,
however.

Meanwhile, many foundations are seeking new means of demonstrating
impact, effectiveness, and accountability. The context for supporting inde-
pendent media may change as a result, further solidifying the sense in the
field that many foundation funders tend to only fund work that is associat-
ed with campaigns or that directly supports other program priorities at the
foundation. Challenging work that is unlikely to find significant audiences,
or non-narrative or experimental work, would seem less likely to find
foundation support in this environment.
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The structure where you got funding
and then you produced something-
there will still be some of that, but it
will be replaced by things that get pro-
duced and get discovered from the
bottom up in the same way that some-
body could start a new blog or website
and have it be discovered. That will be
particularly true in the frothy early
stages of the digital video revolution.

Tim O'Reilly,
O’Reilly and Associates



Other sources of support for media may emerge from grassroots movements
and the Internet, however. MoveOn demonstrated that $1.3 million can be
raised in less than 48 hours from small donations to support political
media. More recently, the Media Venture Collective was created as a means
to pool small donations to fund “public benefit media enterprises.”

But it may well be that the new ecology generates
very different funding structures from the ones that
emerged in the last generation. As media scholar
Ravi Sundaram notes, the new technologies have
reduced the dependence of many local media mak-
ers on traditional sources of money. There are of
course still problems of distribution and getting the
work seen, but one can get a project off the ground
for far less. That means that the traditional model of
shopping a proposal around before starting a proj-
ect—a practice already in decline for practical rea-
sons—could be turned on its head. The money comes

after, perhaps especially to help the maker with what has become harder
than ever: creating or organizing audiences for the work.
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Particularly in a country like India,
technology becoming cheaper means
dependence on the big studios and the
big funders is gone. People produce
their own film now.

Ravi Sundaram,
media scholar, Center

for the Study of Developing
Societies



Taking Action 

These “givens” of the new ecology will be true in any story about
independent media over the next 10 years, and they suggest a range
of new possibilities that will affect every actor in the media environ-
ment. Indeed, it’s not hard to imagine ways in which elements of this
new ecology could generate surprising futures that would reward dif-
ferent skills and practices than the ones most often found among
independent media makers and organizations today. For example: 

What i f  the way independent work reaches  i t s  audience
changes  profoundly?  As Daniel Erasmus, a strategy consultant, points
out, independents have everything to gain from innovative distribution
models, while the entrenched commercial players are wary of experiment-
ing because they feel as if they have everything to lose. How might it
work? Author Howard Rheingold envisions a combination of collaborative
filtering and peer-to-peer digital distribution, which in combination with
ever-better and more widely available production and post-production
tools would be far better for independent makers than the current system.
Walter Parkes’s experience at DreamWorks, where he heads up film produc-
tion, underscores for him that “nothing takes the place of word of mouth,
of someone you know who says ‘I saw this movie and it was fantastic’”—
especially now, when much of the audience is deluged with media choices
and believes that messages from the studios themselves are “such a com-
plete hustle.” Both Parkes and demographer William Strauss point to
mobile phones, digital technologies, instant messaging, simple text messag-
ing, and other tools now in wide use among young people as the mecha-
nisms by which word of mouth can more quickly and powerfully than ever
create potentially significant audiences for work.

What i f  the next  major  p latform for  v ideo i s  the very  smal l
screen? Technology researcher Sandeep Casi argues that “the next gener-
ation of new media is going to phones.” He points out that the software—
MPEG-4—makes this easy, but the hardware is not in place yet. A totally
different media experience? Absolutely. Combine it with the new means to
share work described above, though, and whole new possibilities emerge
for work that would surely have new forms and could create new ways to
organize, entertain, and inform large numbers of users outside of today’s
distribution channels. 

What i f  independent media f inds  i t s  most  devoted and
fastest  growing audiences  outs ide the United States?  Two
other factors that are creating new possibilities for American independents
came up repeatedly throughout our interviews. One is the growing use and
capacity of the global Internet. The other is that for the foreseeable future,
the U.S. will be the global hegemon, which means that people around the
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world will be interested in ideas and perspectives on the American experi-
ence. Internet strategist Daniel Erasmus sees “enormous opportunity on a
global scale for offering different thinking about American ideals” than
what comes through the commercial system today.

What i f  independent media i s  no longer  l inked to nonprof i t
inst i tut ions  and noncommerc ia l  markets? A few of our intervie-
wees speculated about whether the noncommercial/commercial divide
should remain part of the organizing framework of independent media over
the next decade. We heard this even from less commercially oriented people
and those who work with nonprofits. As head of Pacific News Service and
founder of New California Media, Sandy Close has worked with nationally
recognized nonprofits and little-known ethnic media groups for many years.
Reflecting on her work, she says, “The nonprofit sphere did a great job…but
maybe it’s time for something else. I sense a much more pragmatic, entre-
preneurial sphere.” According to Close, “Ethnic media are the public voice of
the raw grassroots. They are market-driven because they have to survive out
of small-business advertising, classifieds, subscriptions, and all the rest of it.
But think about how embedded they are in the audience they reach.” Could
a thriving, sustainable independent media emerge entirely outside the sys-
tems of nonprofits, foundations, and government arts agencies?

Could you make strategy against these “what ifs”? Not really, because what
may not be obvious at first glance is that each of them could take shape in
very different ways and thus have different strategic implications depending
on the broader context in which they appear. The new ecology is the essen-
tial background against which many possible futures could come to pass,
but it will not determine their shape.

What will determine what happens against that background is how key
uncertainties—the crucial questions that can’t be answered ahead of time—
resolve themselves over the same period. Just as the research and interviews
pointed us toward elements of the new ecology for independent media, they
also uncovered a range of important uncertainties about the environment
for independent work that could be very important to understanding the
future of the field and the players in it. For example:

WWiillll  tthhee  ssoocciiaall  aanndd  ppoolliittiiccaall  ccuullttuurree  iinn  tthhee  UU..SS..  tteenndd  ttoo  bbee  mmoorree  ssuupp--
ppoorrttiivvee  ooff  iinnddeeppeennddeenntt  wwoorrkk  aanndd  tthheemmeess  oorr  lleessss  ssuuppppoorrttiivvee??

WWiillll  tthhee  uussee  ooff  mmeeddiiaa  bbyy  ppeeooppllee  bboorrnn  ssiinnccee  11998800  bbee  ssiimmiillaarr  ttoo  wwhhaatt  wwee
sseeee  nnooww  oorr  vveerryy  ddiiffffeerreenntt  ffrroomm  ttooddaayy’’ss  hhaabbiittss??

WWiillll  tthhee  ddoommiinnaanntt  aaggggrreeggaattoorrss  tthhaatt  ppaacckkaaggee  aanndd  pprreesseenntt  iinnddeeppeennddeenntt
mmeeddiiaa  bbee  ttrraaddiittiioonnaall  ((tthhee  oonneess  wwee  kknnooww  nnooww))  oorr  nnoonnttrraaddiittiioonnaall??

WWiillll  tthhee  pprriimmaarryy  ssuuppppoorrtt  ffoorr  iinnddeeppeennddeenntt  wwoorrkk  bbee  ssuubbssiiddyy  oorr  ssaalleess??

IIss  tthhee  ttrraannssiittiioonn  ttoo  aa  ffuullllyy  bbrrooaaddbbaanndd  wwoorrlldd  ssllooww  ttoo  hhaappppeenn  oorr  ffaasstt  ttoo
hhaappppeenn??



If there were a way to predict the future—to know what the future of inde-
pendent media would be like—then making recommendations and acting on
them would be easy. Unfortunately, there is no way to know what the
future will bring. But the outlines of the new ecology do create new clarity
about directions to investigate or steps that one could start taking now to
prepare for a range of possible futures.

We have a handful of suggestions about what individuals and organiza-
tions committed to independent media can do to prepare themselves for the
most likely futures that seem to be on the horizon. The recommendations
are an invitation and a challenge: an invitation to take steps now to pre-
pare for what may lie ahead, and a challenge to shake off the comfortable
habits and long-held preferences that may be what have attracted many
people to this field.

The next great age of independent media seems likely to reward people and
organizations with the skills and appetite to do at least four new and inter-
related things: 

DDeevveelloopp  aa  ggrreeaatteerr  ffaacciilliittyy  wwiitthh  mmaarrkkeett--bbaasseedd  ttrraannssaaccttiioonnss,,  wwhheerree  ppeeoo--
ppllee  wwhhoo  vvaalluuee  iinnddeeppeennddeenntt  wwoorrkk  ccaann  ssuuppppoorrtt  iitt  ddiirreeccttllyy  aass  eeiitthheerr
ssppoonnssoorrss  oorr  ccoonnssuummeerrss

RReetthhiinnkk  hhooww  ccoommmmuunniittyy  ccaann  bbee  bbuuiilltt  aarroouunndd  mmeeddiiaa  eexxppeerriieenncceess

RReeddeeffiinnee  ssuucccceessss  ssuucchh  tthhaatt  tthhiiss  nneeww  eennvviirroonnmmeenntt  ooff  mmaannyy  hhaallff--ssiizzeess
aanndd  ssppeecciiaall  nniicchheess  ssuuppppoorrttss  mmaannyy  ooppppoorrttuunniittiieess  ttoo  bbee  ssuucccceessssffuull
rraatthheerr  tthhaann  mmaannyy  nneeww  wwaayyss  ttoo  ffaallll  sshhoorrtt  ooff  oouuttddaatteedd  eexxppeeccttaattiioonnss  

TTaakkee  aaddvvaannttaaggee  ooff  tthhee  nneeww  eeccoonnoommiiccss  ooff  mmaakkiinngg  aanndd  sshhaarriinngg  tthhiiss
wwoorrkk  ttoo  rreeoorrggaanniizzee  hhooww  iinnddeeppeennddeenntt  mmeeddiiaa  iiss  ffuunnddeedd,,  wwiitthh  aann  eeyyee  ttoo
hheellppiinngg  ffuunnddeerrss  bbeetttteerr  mmaannaaggee  tthheeiirr  rriisskkss  aanndd  ttoo  ccrreeaattiinngg  ooppeenniinnggss  ffoorr
nneeww  ffuunnddeerrss  ttoo  eexxppeerriimmeenntt  wwiitthh  ffuunnddiinngg  mmeeddiiaa  wwoorrkk

Many of the people we interviewed also had suggestions about experiments
to try or directions to develop. There ideas are included here as a set of
things to consider and test against the scenarios you might develop for
yourself. Which of them would work in which futures? What are the
assumptions built into each about how the future will turn out, and which
ones could be an excellent strategy in some futures but not in all?
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Recommendation 1: 
Wade into the market

The media arts and independent media have a complex relationship to the
commercial market. They are often conceptualized as the alternative to a
commercial media that serves the public interest ever more poorly, so practi-
tioners in these fields tend to see the commercial market as that which they
are working against or correcting for. But as the traditional public and phil-
anthropic resources dedicated to media decline, and as new technologies
allow for new ways to develop direct transactions with interested viewers,
there remains the possibility that one can engage the commercial system
without assuming the values of large commercial entertainment firms. To do
that, though, may require slipping the leash of the sector’s history and tradi-
tional assumptions.

Independent media as it comes down to us today emerged in the 1960s out
of strands of philanthropic decisions, public policy and funding, technologi-
cal developments, and social interest in media. As media historian Jon Burris
notes, the media arts are importantly different from other arts in that there
was no commercial market that public and philanthropic money was comple-
menting or expanding. And the RAND Corporation study of the media arts
noted that media artists were especially unlikely to cross from noncommer-
cial to commercial work and were particularly critical of colleagues who did
so, compared to artists in other disciplines. That, too, has a long history: In
1968, Jonas Mekas, a leading independent filmmaker in the 1960s and
founder of the Anthology Film Archives, reflected an essential part of the
early spirit among independents when, in describing the relationship of his
generation of independent makers to Hollywood and commercial film distrib-
utors, he observed, “The things that we considered outdated, even harmful,
we left to their own inevitable and solitary death by not cooperating with
them, by keeping ourselves out.” 

When Peter Biskind writes (in Down and Dirty Pictures) of the “granola
Sundance”—Sundance before the 1990s—this is what he is referring to: an
independent movement that wanted to be seen but was profoundly ambiva-
lent about, even opposed to, the commercial market, and supported by cul-
tural subsidies that didn’t bear any necessary or direct relationship to audi-
ence interest.

In this era of superabundance of media and limited public or philanthropic
resources for it, the approaches of the passing era need to be rethought in
light of the realities of the coming time. As the economics of video making
and distribution become more like the economics of magazines, for example,
looking at how independent print media has navigated its own changing
marketplace can be very useful.

A company like Big Top Newsstand Services has pioneered ways to enter the
commercial market on behalf of independent media without being consumed
by commercial market values. Big Top distributes 70 independent maga-



zines—including Mother Jones, The American Prospect, Sojourners, Color
Lines, Tin House, and Razorcake—and provides them with marketing,
billing, and collection services. Big Top is owned by the nonprofit
Independent Press Association, carries independent magazines exclusively,
and has a mission to increase diversity on the newsstand. It pursues that
mission by using commercial distribution strategies and negotiating with
major newsstands to bring commercial attention and viability to independ-
ent magazines and the voices and visions behind them. The organization
also helps the magazines affiliated with it learn how to better present
themselves to their desired audiences.

One of the interesting cleavages in independent media is that the independ-
ent print media has always been primarily commercial, even if it lost
money, while the alternative electronic media has tended (at least since the
late ‘30s) to be primarily noncommercial. These strategies, then, may be an
easier reach for print media, which has little of the ambivalent legacy of
electronic media in this regard. But it is a model worth exploring, especial-
ly as the economic and audience patterns in independent electronic media
begin to look more and more like their counterparts in the print world.

Another strategy worth looking at is the developing symbiosis between
health food stores and a select set of magazines devoted to health, spiritu-
ality, politics, design, and other topics. While some themes are more clearly
connected to what brings people to a health food store (health, wellness,
food), others are further afield. Magazines such as Utne Reader, Tricycle (a
nonprofit quarterly created “to spread the dharma”), Bark (a lifestyle maga-
zine for dog owners), and AdBusters have no intrinsic connection to what
people are doing at Whole Foods, for example, but the insight is that peo-
ple who are in that store share many characteristics with people who are
interested in the subjects of those magazines. Health food retailer Wild Oats
regularly stocks 250 titles on its magazine racks, and 25 to 40 percent of
the newsstand sales of specialty magazines such as Shambhala Sun or
Animal Wellness come through health food stores.

To do this for independent media would require something that no one
seems to have right now: an accurate picture of who the audience is or who
might likely be interested in independent work. This is distinct from who the
makers hope to reach or who they think the work speaks to or for, but
would be rooted in an empirical analysis of the current audience (or audi-
ences) for independent work. Based on that data, some market segmentation
could be developed that would allow the independent media community to
accurately identify the characteristics of those most likely to be interested in
independent work of various types: the things they do, support, subscribe
to; the places they go; they things they value; the organizations they trust;
their education, income, location, and age; the considerations, perceptions,
or prejudices that keep them from choosing to watch independent work that
they might like. With increasingly accurate portraits of potential viewers,
much better guesses could be made about where they might be found.
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Using the health food store example, one could imagine an experiment
where a modest selection of independent movies on DVD could be placed
on racks near the checkout of a chain like Whole Foods or Wild Oats, if
one believed that the people who shopped there were likely to be interested
in independent films. Given that people tend to buy DVDs rather than rent
them, and that DVD packages are small and not terribly expensive to make
or display, it’s not hard to imagine trying to position various titles as
something like an impulse buy to go along with food, health, and simple
home products.

Health food stores are just one example, but there are other venues that
might also be potential partners for independent media distributors. The
clothing retailer Putumayo, for example, developed Putumayo World Music,
which sells CDs of upbeat international music through a growing network
of nontraditional retail channels. Putumayo World Music (now owned sep-
arately from the clothing company) sells hundreds of thousands of CDs
each year through a network of book, gift, clothing, and coffee retailers, as
well as record stores. Putumayo World Music is now entering the DVD
market, hoping to sell two to four releases a year through the channels it
has developed. On a related note, Starbucks has become a retail channel for
music as well, creating compilations, branding musical selections, and sell-
ing musical experiences as an accessory to coffee at Starbucks and through
its affiliated chain, Hear Music. 

The point isn’t to recommend specifically that independent work will find
its audience at coffee shops or health food stores rather than more tradi-
tional outlets where people go to look for media. Rather, the point is that
people have been experimenting with different methods and channels of
connecting non-mainstream work with people who might be interested in it
but are not finding it (or even aware of it) through traditional channels;
that there are a diversifying array of means to enter into direct, transac-
tional relationships with current and potential audiences and allow people
to support independent work directly that are not tied to Hollywood bench-
marks or basic cable economics; and that there is not enough data to know
who the real market for these works is or could be and what channels
could be found or created to reach that market.

Being willing to enter the market also means recognizing that the costs of
production and distribution are changing in complex ways, but certainly in
some ways that break open the traditional constraints that kept non-main-
stream fare in the margins. Economic sustainability is not necessarily about
creating markets large enough to support media work in the old style—it
will increasingly be built around balancing the costs of production with the
size of the audience willing to support the ideas or experiences conveyed in
the work. Unless we believe that there really is no one interested in
exchanging money for the experience or ideas in the work, the chance to
enter the world of more direct transactions that support independents
should be good news for both makers and audiences. This does not imply
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that no subsidy will be needed or offered, but the subsidy will be a comple-
ment to the more direct exchange with people who value the work, not the
replacement for it.

Recommendation 2: 
Rethink the communal experience around media

One traditional component of independent media (or all motion media for
that matter) is the communal experience of watching it. As Andrew Taylor
has compellingly argued, what traditional exhibitors of cultural work are
really selling is not the content per se: It is the experience of the content in
a specific setting, including the sense of who else is there. Classic activist
documentaries like The Hour of the Furnaces had title cards between sec-
tions that instructed the audience to turn off the projector and discuss the
issues raised before moving on. P.O.V., one of the most distinctive and suc-
cessful presenters of independent work on public broadcasting, developed
P.O.V. Interactive and Talking Back, two ways to encourage this sense of
connection among viewers by allowing them to create conversations with
one another and with P.O.V., even though they watched at home.

But one of the long-term and apparently irreversible trends, in terms of
both time and money, is toward the concentration of cultural consumption
in the home and/or on personal devices controlled by the user. This has
been going on for well over 20 years in every realm of the arts where it is
possible. In the future, both economic and cultural success are likely to be
substantially built around finding ways to get into the home or onto
mobile personal devices. That said, there are communal experiences that
can be developed for the benefit of independent work. They just happen to
lie on either side of the act of experiencing the work, which is where the
focus of marketing traditionally has been.

The opportunities for developing strong constituencies will be less about
the experience itself and more about the period before the experience and
after it: the word of mouth that generates interest and creates demand; the
discussion forums that allow for dialogue not just with the filmmaker but
laterally among members of the audience; perhaps even the ecology
already visible in video games where the game makers encourage the users
to add on to or comment on the game, thereby extending its reach and
increasing the broader sense of imaginative engagement with the work
(even if traditional authorial control is loosened).

Michael Moore and MoveOn are pioneers in this area, and social network
websites could be brought into the mix, too. Moore and his distributors
began mobilizing audiences before Fahrenheit 9/11 was released in part
through MoveOn. MoveOn members organized 4,600 “house parties” host-
ing 55,000 people to encourage people to see the movie and then to organ-
ize voter registration drives around it. Clearly, Fahrenheit 9/11 has some
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unique advantages in terms of free publicity, but the underlying idea is
worth considering for other independent works. 

How could independent media makers and organizations tap existing
online communities or create them to promote their work more effectively
than they do now, in essence inviting the community or network to
become a friendly filter for independent work?

Recommendation 3: 
Redefine success

As noted above, the traditional economics of mass media required any
given work to reach a large number of people before it could be considered
successful, either commercially or (to a lesser extent) culturally. The new
economics of niche media—the falling costs for basic production and distri-
bution capacities and the ability to exploit online communities to develop
awareness of and interest in work—mean that much more work could be
economically sustainable (in terms of covering its costs). Whether or not
these new possibilities will even partially replace or complement the pri-
mary economic incentive created by information-based goods or services—
creating as large an audience as possible—depends in part on the extent to
which those committed to independent media as makers and funders can
redefine what it means to be successful.

The new environment will present independents and those that support
them with a conundrum, because the traditional link between cultural suc-
cess and commercial success has been broken. In the current environment
and even more so in the future, work could be culturally successful—that is,
it could gain widespread public attention, shape debate, even affect the
course of current events—without being commercially successful. This is
likely to be particularly true of those independent or unaffiliated media
makers who develop the talent of creating fragments of media that can be
circulated widely on the Internet and then picked up and amplified by the
mainstream commercial media. (This may describe a new class of inde-
pendent media maker or artist—those who rip and mix media from current
events, repost it, and allow it to circulate freely without compensation or
even attribution in many cases, and who, as a result, are able to recast
debates or reframe conventional wisdom.)

Similarly, in the emerging environment, one could develop or aggregate
niche audiences over wide areas that would cover the costs and return a
profit to the makers or funders of independent work without the work itself
ever becoming widely known. Growing numbers of niche audiences are
generating surprising amounts of money for offbeat productions being sold
directly over the Internet to interested consumers.

Thus the traditional link that has connected cultural influence, economic
success, and aggregate audience size has been broken in ways that raise



new questions for makers and funders: Would it be a victory if independent
work could be economically viable without being culturally successful in
the classic sense of finding wide audiences? If we accept that this work is a
niche taste and always will be, and that it could be sustained at that niche
level, who would be satisfied? Conversely, for makers especially, if some
agree to work in new ways that exploit that mass media’s hunger for novel
images and thereby have a real public impact without getting compensated
or perhaps even recognized, would that be success?

There is, of course, no right answer, but it is a question that makers, sup-
port organizations, and funders will need to consider, if only to know what
will count as success to them. Perhaps even more strategically, funders and
makers should be actively engaging one another about how to redefine
“success” so that they can support one another’s goals more effectively.
Most funders probably already know that there are many more ways to
reach key audiences than a spot on PBS or cable, but that may still be in
the background as the “gold standard” for success in the work they fund,
especially when reviewing their grants with their own boards. Can new
measures of success be created that will allow makers to be acknowledged
as succeeding when they are not visible in any of the mainstream channels
or reaching mass audiences?

At the same time, can makers break the grip of the old definitions of suc-
cess in their own work?

Recommendation 4: 
Reorganize funding streams

The explosion of media products and the growing number of media venues
and channels mean that the prospects for economic or cultural success of
any single work are more tenuous than ever. There is simply more supply
than ever before and more competing channels in every sense, so that there
is more horizontal competition for every work (that is, work that is at
about the same level of quality but has a different style or appeals to dif-
ferent tastes) and more vertical competition (work that is at appreciably
different levels of quality) at the same time.

As a result, those who fund individual works will find that more than ever
they have no way to manage the risks associated with sponsoring creative
goods. In particular, the funder of a single work is at a disadvantage com-
pared to funders who can spread their support across a number of works.
In the commercial context, the goal of a “portfolio” approach is for one
success to cover the costs of the ones that don’t succeed. In the noncom-
mercial context, the goal may be to avoid focusing too much attention on
any single effort when every single work is facing so much more competi-
tion. Some may suggest that this situation calls for massing investments to
allow at least a few highly supported works to cut through the clutter.
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While tempting, this is also how funders (commercial as well as noncom-
mercial) get committed to “10-ton turkeys”—projects that fail despite the
extraordinary amount of money that has been put into them. Instead of
overcommitting to a small number of works, especially at the beginning 
of the production process when the work itself is far off, it may be a better
risk management strategy to find ways to mimic the strategies that have
evolved in commercial settings to address exactly this uncertainty, includ-
ing segmenting the creative process into its component parts—development,
pre-production, production, post-production, distribution, etc.—for funding
purposes or creating portfolios of related works where the portfolio’s suc-
cess is more important than any individual work in it.

One aspect of the funding environment that should be cultivated is the
explosion of donor-advised funds, giving circles, and other sources of non-
commercial support outside of traditional foundations. Given the constraints
we expect to see on foundations and public funding agencies for the fore-
seeable futures, and the ways in which many funders are under increasing
pressure to demonstrate their “effectiveness” in ways that could diminish
their appetite for funding individual media works, it may make more sense
to find methods of cultivating newer, younger funders not working through
foundations. There have been a handful of such attempts, including efforts
such as the “Investing in Media that Matters” efforts at Sundance. But the
preponderance of attention is still going to the relatively small number of
traditional funders of media, when there is a larger, as yet undeveloped
audience of potential funders with fewer constraints who themselves may
be more interested in media per se than foundation boards and more willing
to support “risky” ventures. (One highly visible example: eBay cofounder
and new billionaire philanthropist Jeff Skoll recently launched Participant
Productions to develop “socially relevant, commercially viable feature
films” with budgets of between $5 million and $40 million.) The difficulty
of reaching into this community cannot be underestimated, but it would be
a mistake to focus attention exclusively on funders who have supported
independent media to this point.

Especially as the initial production and post-production costs fall for many
types of work, there may be possibilities to allow funders to sponsor work
in ways that they can manage more actively. For example, in commercial
contexts, the options contract, committing production funding, and the dis-
tribution deal are three ways to segment the overall risks associated with
sponsoring creative projects. There are analogues to this already in the non-
commercial sphere, but the new economics associated with production and
distribution could allow funders to segment their own funding more active-
ly. That would allow some funders to see finished (or nearly finished) works
before committing to them, while others could focus on development.

One possible side effect is that when funders can manage their own risks
better by creating portfolios to invest in, they may be able to initiate more
projects if they care to. But just as commercial studios end up shelvingsome



projects, noncommercial funders seeking specific kinds of outcomes may
need to be willing to do the same. This is not a great world for individual
media makers seeking to earn a living solely as noncommercial creators—
the amount of work out there and the amount of noise in traditional chan-
nels will likely only push down on the economic prospects of most makers.
On the other hand, as noted above, makers may have more to gain by
breaking out of the current system rather than seeking to perfect it.

Parting Shot 
As noted in the introduction to this report, there are no promises here, only
possibilities. We believe there are steps that people in the independent
media field can start taking now to prepare for the future, whatever sur-
prises it has in store. Looking at the future doesn’t allow us to dictate a
single path, though. If anything, it reminds us how dangerous forecasting a
single future can be. What an extended, well-researched look ahead should
do, and what we hope we have done here, is create a new confidence—and
a new urgency—to guide a set of experiments that everyone can learn from.

Because even if the old world of independent media is becoming unsus-
tainable, the new world and its ways are not yet invented. They will be
created through countless experiments among those who are seeking a bet-
ter way to achieve their timeless goals. The result, we hope, is that the
incredible opportunity of this coming era is harnessed to the flow of ideas
and views that enables a society to know itself, to see itself, to rule itself,
and to renew itself as the society it aspires to be. 
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Sources & Notes

Establ i sh ing Shot

There are many good histories of the development of film and video as
commercial industries, and many histories of the artists, inventors, and ide-
alists who created underground film, alternative media, and independent
media. One very useful starting point is Gerald Mast’s A Short History of
the Movies (Longman, 2002), now in its eighth edition. The online archive
maintained by video artists Steina and Woody Vasulka, which includes
more than 27,000 pages of documents, is an excellent source of material
about the emergence of the video arts and media arts in the 1960s. The
archive can be found at http://vasulka.org/search/search.php. See
http://vasulka.org/Kitchen/K_Essays.html, for example, especially Marita
Sturken’s “Private Money and Personal Influence: Howard Klein and the
Rockefeller Foundation’s Funding of the Media Arts” (originally in
Afterimage, volume 14, number 6, January 1987). Jon Burris’s essay, “The
Power of the Purse: Public Funding and the Aesthetics of Video” is long
out of print but worth tracking down. (It appeared in a collection entitled
“At Arm’s Length: (Taking a Good Hard Look) At Artists’ Video,” edited by
Barbara Osborn and published by the New York State Council on the Arts
in 1990.) It is an excellent overview of the peculiar conditions in the cul-
ture, in public funding, in technology, and at a handful of key foundations
that encouraged the independent media arts to emerge in the late 1960s.

Besides the interviews we did for this project, many articles document 
the enormous vitality in the field today. For example: “Nonfiction Films
Turn a Corner: ‘Fahrenheit’ Shows Approval of Audiences and of
Distributors,” by Sharon Waxman, in The New York Times, July 5, 
2004, page E1; “Made for TV, but Shown First in a Theater,” by Anne
Thompson, in The New York Times, May 10, 2004, page C7; “Back to
Reality,” by Blake Morrison, in The Guardian, March 5, 2004, available
online at http://film.guardian.co.uk/print/0,3858,4872436-3181,00.html;
“Movie Stars, Swimming Pools, and ... Cinematheques; The Alternative
Cinema Boom in L.A.,” by Steven Rosen for IndieWire, December 16, 
2003, available online at http://www.indiewire.com/onthescene/
onthescene_031216laac.html; “Documentary Films Show Surprising
Drawing Power in 2003,” by Michael Booth, in The Denver Post, October
16, 2003, page F1; and “The Exhibition Revolution: Coming Soon to 
a Microcinema Near You,” by Joel S. Bachar and Taso Lagos, in
MovieMaker Magazine, Winter 2001, Issue 41, available online at
http://www.moviemaker.com/issues/41/microcinema.html.

Michael Kimmelman hailed Matthew Barney in a profile called “The
Importance of Matthew Barney,” in The New York Times Magazine, on
October 10, 1999. The story of how two documentary films motivated the
Bush Administration to reopen the investigation into the death of Emmett
Till was told in many newspaper stories, including “U.S. Reopens ‘55
Murder Case, Flashpoint of Civil Rights Era,” by Eric Lichtblau and Andrew
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Jacobs, in The New York Times, May 11, 2004, page A1, and “Directors
Elated by Plan to Revisit 1955 Murder,” by Felicia R. Lee, in The New York
Times, May 12, 2004, page B4.

The story of BFVF’s closing was covered in “Citing Fiscal Pinch, BFVF to
Dissolve,” by Loren King, in The Boston Globe, February 11, 2004, page D2.
The Carnegie Museum of Art’s decision was reported in “In Cutback,
Carnegie Drops Film, Video Unit,” by Patricia Lowry, in The Pittsburgh
Post-Gazette, January 8, 2003, available online at http://www.post-
gazette.com/ae/20030108carnegie1.asp. Disney’s refusal to distribute
Fahrenheit 9/11 was widely covered, including in “Disney Is Blocking
Distribution of Film That Criticizes Bush,” by Jim Rutenberg, in The New
York Times, May 5, 2004, page A1. More generally, the chronic difficulties
facing independent media makers and media artists in recent years was
thoroughly documented in a report that Don Adams and Arlene Goldbard
prepared for the Rockefeller Foundation in 1997, “Film/Video/Multimedia
Fellowships Evaluation.”

For more on the donation to USC to create a games-focused master’s pro-
gram, see “USC Gets a Boost; Electronic Arts Donates $8 Million to the
School of Cinema-Television to Develop a Pipeline of ‘Next-Generation’
Talent in Video Game Design,” by Martha Groves, in The Los Angeles
Times, March 22, 2004, page B3.

An extreme example of how falling costs could change how and where
independent filmmakers need subsidy is Tarnation, a film created for
$218.32, mostly for videotapes, which The Guardian called “the surprise
hit” of the Cannes Film Festival. See http://www.guardian.co.uk/
uk_news/story/0,3604,1219070,00.html.

The New Ecology

The Pew data about broadband adoption can be found online at
http://www.pewinternet.org/pdfs/PIP_Broadband04.DataMemo.pdf. The
Wired article about online film festivals is “Online Festivals Nurture Film,”
by Jason Silverman, January 15, 2004, available online at
http://www.wired.com/news/digiwood/0,1412,61921,00.html. 

For examples of moblogs, see http://www.textamerica.com.

The conversation with John Sayles appears in Down and Dirty Pictures:
Miramax, Sundance, and the Rise of Independent Film, by Peter Biskind
(New York: Simon and Schuster), 2004, page 474. The book also includes a
number of relevent observations by other leading figures on the more com-
mercial side of independent film today, such as directors Ethan Coen and
Kevin Smith and actor Ethan Hawke, on pages 470-479.

For more on Emerging Pictures, see “Have Hard Drive, Will Travel,” by
Sharon Waxman, in The New York Times, April 1, 2004, page E5, and at
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http://www.emergingpictures.com. Information on the UK Film Council’s
“Digital Screen Network” program is at http://www.ukfilmcouncil.org.uk.

The first music video shot entirely on a cellphone can be viewed online at
http://ghettron.textamerica.com/?r=455355. The next, completed a few days
later, can be found online at http://xfya.textamerica.com/?r=
480272. 

Information about Nokia’s Lifeblog can be found online at
http://www.nokia.com/lifeblog. The BBC posted a story about Lifeblog
called “Log Your Life Via Your Phone,” by Mark Ward, on March 10, 2004.
The story can be found at http://news.bbc.co.uk/1/hi/technology/
3497596.stm. 

Information about the device that allows people to record video from tele-
vision for playback on their cellphones can be found online at
http://www.dottocomu.com/b/archives/002559.html.

Jonathan Dee’s observation about the cultural place of video games
appears in his story, “End Game: Quest for Global Domination” in The New
York Times Magazine, December 21, 2003. Deborah Solomon’s essay
appeared as “The Year in Ideas: Video Game Art” in The New York Times
Magazine, December 14, 2003. Newsgaming.com can be found online at
http://www.newsgaming.com, Water Cooler Games at http://ww.watercool-
ergames.com, and the Serious Games Initiative at http://www.serious-
games.org. Velvet-Strike, the famed anti-war “mod” to the game Counter-
Strike, can be found at http://www.opensorcery.net/
velvet-strike. 

The PriceWaterhouseCoopers study is its Global Entertainment and Media
Outlook: 2002-2006. The executive summary is available online at
http://www.pwcglobal.com/e&m/outlook/Outlook2002_ExecSummary_
Final.pdf.

Netflix offers a growing library of independent work. In 2004, P.O.V., PBS’s
showcase for independent, nonfiction films, struck a deal to distribute
P.O.V. programs one day after they air through Netflix. See
http://www.pbs.org/pov/utils/pressroom/2004/ Netflix/pressrelease.doc.

Kevin Kelly’s annotated guide to what he calls “true films” is at
http://www.truefilms.com.

Clay Shirky has written a fascinating essay, “Power Laws, Weblogs, and
Inequality,” about how audience attention becomes highly concentrated 
in the absence of media monopolies. He shows how this comes about
through diversity of program options and freedom of choice among view-
ers. The essay is available online at http://www.shirky.com/writings/pwer-
law_weblog.html. Andrew Taylor, whose “Artful Manager” blog on
ArtsJournal (http://www.artsjournal.com) is a superb source of thoughtful
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commentary on the issues facing leaders of arts institutions, commented on
Shirky’s essay, noting how the dynamics it describes complicate common
notions of whether a work is “independent.” Read his comments at
http://www.artsjournal.com/artfulmanager/83294.php.

Michael Moore discussed the success of Bowling for Columbine and the
growing interest in political documentary just before Fahrenheit 9/11 was
released in an article on indieWIRE: “Michael Moore on Fame, Non-Fiction
Films, and ‘Fahrenheit 9/11,’” by Eugene Hernandez, posted June 24, 2004,
available online at http://www.indiewire.com/people/people_040624moore.
html.

Tom Bernard’s quote comes from Anne Thompson’s New York Times arti-
cle, “Made for TV, but Shown First in a Theater,” cited above.

The foundation supporter of the arts is Robert Marx, vice president of the
Fan Fox & Leslie R. Samuels Foundation, quoted in “Soft Financing Causes
Arts Groups to Make Hard Choices,” by Stephanie Strom, in The New York
Times, June 19, 2004. The article also looks at the limited prospects for
state arts funding in the future.

The RAND report—an invaluable report and essential guide to the media
arts today—is From Celluloid to Cyberspace: The Media Arts and the
Changing Arts World, by Kevin McCarthy and Elizabeth Ondaatje (Santa
Monica: RAND Corporation, 2002). The quote appears on page 17.

Taking Act ion

From Celluloid to Cyberspace notes several “historical features” of the
media arts, including “the clear and often critical distinction media artists
drew between the type and artistic quality of the work produced in the
independent and commercial sectors,” and the fact that “media artists,
unlike their performing and literary counterparts, were unlikely to cross
between sectors and were highly critical of those who did.”

To better understand the range of financial transactions associated with the
arts, including the media arts, see Creative Industries: Contracts between Art
and Commerce, by Richard E. Caves (Cambridge: Harvard University Press,
2000). The book is an extremely helpful guide to the distinctive economic
properties that surround the creation, distribution, and exhibition of the arts
today, and helps explain the kinds of institutions (for-profit and nonprofit)
and contracts that have emerged to support and promote artistic works.

Robert McChesney provides an eye-opening account of how unions,
churches, and other noncommercial entities were effectively pushed out of
mainstream broadcasting in favor of commercial firms in the 1930s. Robert
McChesney, Telecommunications, Mass Media, and Democracy: The Battle
for Control of U.S. Broadcasting, 1928-1935 (New York: Oxford University
Press, 1993).
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Knowing where to find likely audiences and how to reach them is the basis
of the recent success of “Mormon Cinema”—films made by and for mem-
bers of the Church of Latter Day Saints, a traditionally marginalized group
as creators, subjects, or audiences. Filmmakers and distributors depend in
part on the ability to locate Mormon households, identify areas of geo-
graphic concentration (Utah, of course, but also Atlanta, Dallas, Phoenix,
and Las Vegas, for example), book theatrical releases in the targeted areas
only, and support the release through related media, including the Internet.

Andrew Taylor’s essay is “Pandora’s Bottle: Cultural Content in a Digital
World,” in The Arts in a New Millennium: Research and the Arts Sector
(Westport, Conn.: Praeger Publishers, 2003), edited by Valerie B Morris and
David B. Pankratz. 

Other Resources

The New New Media: A Virtua l  Learn ing
Journey

This virtual Learning Journey, created by Peter
Leyden, GBN’s Knowledge Developer, offers a 
“clickable” tour of emergent online media tools and
trends. The journey takes you to dozens of websites,
explaining both the innovations they represent and
the implications of those innovations for the future
of online media. The journey is available online at
www.gbn.com/independentmedia.

Looming Shifts  in  the Landscape:
Interv iew Summaries

This document contains excerpts from more than a
dozen interviews conducted during our research into
the future of independent media. In it, interviewees
share highly provocative ideas and insights about
what independent media and media technology
might look like in 10 years. The full interview 
summaries are available online at 
www.gbn.com/independentmedia. 
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About Global Business Network

Based in the San Francisco Bay Area, Global Business Network was founded in 1987 as
a unique learning community based on ruthless curiosity, collaboration, and powerful
new tools for thinking about and shaping the future. GBN's network spans the globe,
blending strategic thinkers from leading companies in established and emerging indus-
tries; visionaries from the sciences, arts, business, and academia; and a community of
practice engaged in innovating and transferring tools for scenario thinking and strate-
gic action through consulting engagements and training seminars. For over 17 years
GBN has convened this network, both electronically and in-person, to explore emerg-
ing issues and ideas and their implications for business and society.






