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I"d like to take this opportunity to thank the
board, officers, members and guests of the
CCC for all your support and for making
this a stellar beginning to the ‘09/°10 series
of panels. On that note, let’s celebrate!
Please join us for the CCC Holiday party:

- CCC Holiday Party
(The party of the year - always sells out)

Café Cordiale

14015 Ventura Blvd

Sherman Oaks, CA 91423-3511
(818) 789-1985

Tuesday, December 8" at 6:30pm
I hope you enjoy tonight’s panel, and I look

forward to seeing everyone at the Holiday
party next month.
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An Entertainment Industry Organization

Broadcast Shows Reach Auds Online
Tweets and Web feeds keep TV fans engaged

By Eric Kohn

The major TV networks still rely on broadcast as their primary venue,
even as the Internet lures away a growing portion of the audience that
want social interaction, not just passive viewing.

Even the remaining viewers are likely to be multitasking on
the couch. Network data shows that more than half its
audience interacts with their computers while watching
television.

So instead of treating the Internet as the enemy, networks
have turned online content and social networking into an
important tool for keeping their audience engaged.

"Our viewers happen to be using all these different things in
tandem with the broadcast,” explains Bill Bradford, Fox's
senior vice president of content strategy. "We want to
harness that activity and turn our viewers into marketers."

For example, when Fox researchers noticed a high activity of
discussion about "Fringe" on Twitter while the show aired,
the network decided to involve the talent. In September, it
began airing "tweet-peat" episodes during the show (along
with airings of "Glee"), where cast and crew members of the
shows interacted with fans while the show aired.

Broadcasters also are offering online video feeds to be streamed with their telecasts. A live stream of behind-

the-scenes footage for the MTV Video Music Awards, for example, garnered more than 1.7 million unique
visitors. By putting that stream on the Web, MTV was able to get their show onto two screens in the living

room, not just one.

"Every network is looking for ways to reach their audience on the Web and monetize them," says Philip Nelson,
senior VP of strategic development for NewTek, which provides technology for live video content. "Fans want

to feel like they're in the inner circle."

Newtek's TriCaster live production system allows for a camera to be set up backstage or on the set of a program
and stream additional content to its website. The company did the MTV feed and supplied similar content for




VHI and NBC's Miss Universe pageant. It also worked with "The Hills" to provide live online content from the
show's producers that stream during its commercials.

"We're getting a lot of calls from celebrities (who) want to directly reach their fans, and from networks that
want to do third-screen content," Nelson says. "It's all across the board.”

Copyright 2009 Reed Business Information, a division of Reed Elsevier Inc."

From Monitor to Monetize: The Evolution of YouTube Content ID
Written by Liz Gannes

Two years ago, the launch of YouTube’s video fingerprinting scheme was viewed as an overdue attempt to
appease copyright holders like Viacom, which had sued the site for more than $1 billion earlier in 2007. Content
owners had to upload their entire libraries to YouTube, a company they weren’t sure if they trusted, in order to
police its pages for infringing videos. But today, YouTube’s Content 1D is a market standard, with every major
U.S. network broadcaster, movie studio, and record label using it, including Viacom. More than 1,000 content
owners have uploaded more than 1 million reference files to the system, and the majority of partners elect to
leave infringing content up and try to monetize it by linking to official content or overlaying it with ads.

YouTube today is announcing it has tied together Content ID with its analytics tool, YouTube Insight. Now,
content owners who choose to leave up YouTube user uploads of their content will be able to view stats about
each video’s demographics, referrals and engagement. They’ll also be able to view stats about all their videos,
official and unofficial, in one place. So for instance, Sony Music could see that the JK Wedding Entrance Dance
is its eighth most popular music video on YouTube. No word yet on whether viewers of unofficial videos are
demographically different than those who find the official ones — but perhaps the data will be instructive for
Sony and UMG’s YouTube-powered Vevo music video site, set to launch in December

How else has Content ID evolved in the last two years? We visited YouTube HQ in San Bruno, Calif. last week,
and spoke to Senior Product Manager David King to find out.

First of all, when the Content ID system launched, rights holders weren’t happy that it scanned videos shortly
after they were posted to YouTube, not before. The delay was built in to avoid slowing down the upload process
more than than necessary — users just want their videos to go live — and also, possibly, to protect YouTube
from claims that it pre-screened videos, which could potentially make it more liable if they contained
copyrighted content.

But content owners said they wanted all content fingerprinted before it ever got posted. “This was a religious
point for some studios,” said King. And so, about nine months after Content ID launched, the entire YouTube
infrastructure was migrated into the Google cloud “at great cost,” he said. Now, videos are checked for
copyrighted content before they go live.

However, over the last two years, Content ID has been naturally migrating from an anti-piracy tool to a
marketing and monetization tool. From the beginning, rights holders had the ability to leave unauthorized
uploads up and monetize them with ads. The majority of partners now do so, said King. Those who leave user
videos up have seen their overall views more than double.

On the flip side, Content ID is now being used to control videos on a more granular level. Content is
increasingly geoblocked, said King, so for instance, something that was uploaded in France could potentially be



unavailable there because of local rights issues, but viewable in the rest of world. Gets a little awkward when
you were just hoping to show a video to your pals!

The other big infrastructure change YouTube has made is a fast-track reference system. As YouTube has
grown, King’s team has actually decreased the amount of time it takes creates to create a match between
uploaded content and a reference file. The site also has to constantly do legacy scans of its entire library as it
intakes new reference files from rights holders. Where the underlying database used to be rebuilt three times a
day, now it’s a RAM-based system instead of hard-disk based, and can be rebuilt entirely in under 30 minutes.
That upgrade was done in advance of last year’s Beijing Olympics, when NBC took a particular interest in
taking down content that had just aired live so it could drive the U.S. audience to its own site. “We’re
continuing to focus on closing that live gap, and we will continue to have more announcements [about it],” said
King.

So now that YouTube has put all this work into Content ID, would it want to license it out to other sites? “We’d
be interested in opening it up to other people,” said King, but he didn’t have anything to announce yet.

hitp://newteevee.com/2009/09/28/from-monitor-to-monetize-the-evolution-of-youtube-content-id/
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Panelist Information:

Kevin Arnold
CEQO and Founder of IODA

IODA CEO Kevin Arnold founded IODA in 2003 on the belief that emerging digital technologies could level the
playing field for independent rightsholders. By combining unique technologies with music business expertise, [ODA
is now the leading digital distributor for the global independent content community. IODA operates in every major
music market around the world, distributing a roster of nearly two million tracks to over 400 digital storefronts
worldwide. Kevin is also the creator of Noise Pop, the internationally renowned music festival.

Matt Burrows,
Senior Counsel, YouTube

Matt Fitz-Henry
Director, New Media
Walt Disney Records

Zahavah Levine
Chief Counsel, YouTube
Associate General Counsel, Google

Zahavah Levine is Chief Counsel for YouTube and Associate General Counsel for Google. She oversees
copyright and licensing policies for YouTube, including for its industry-leading Content Identification System.
She oversees partnership agreements with record labels, music publishers, movie studios, and other
organizations interested in forging content relationships with the largest video entertainment service on the
Internet. Zahavah also played a hand in Google’s recently announced music search feature.




Prior to YouTube, Zahavah was Associate General Counsel & Director of Music Licensing for RealNetworks,
Inc., responsible for music licensing for Rhapsody and Real’s other online services. Zahavah received her JD
from Boalt Hall School of Law at U.C. Berkeley and her BA in History from Brown University.

Eric Polin
Senior Vice President of Music Publishing
Universal Pictures

Eric Polin oversees the administration of Universal Pictures film and TV music catalog dating back to 1928.
Previously, he was a partner at Wixen Music Publishing where he oversaw the publishing administration of
some of the top songwriter/artists in the industry. Mr. Polin has been quoted in The New York Times, and his
opinions have been published by Billboard magazine, The Hollywood Reporter, and the U.S. Copyright Office.,
He has worked in many areas of the entertainment industry, including motion pictures, television, home video,
and music. Mr. Polin is currently serving his second term on the California Copyright Conference board of
directors. He holds an MBA from the University of Southern California and a BA in Economics from UCLA.

Diane Snyder-Ramirez
Vice President Royalty Accounting & Administration
Royalty Review Council

Diane Snyder-Ramirez has over 14 years of experience with copyright administration and royalties. She is
currently Vice President, Royalty Accounting and Administration for Royalty Review Council, an independent
music royalty administration organization. Diane is responsible for managing a number of record label and
music publishing royalty accounts. Prior to her current position, Diane was a music consultant as well as an
advocate for digital music rights issues. She was a key team member in the development of a rights
administration and royalty system for one of the largest online US music service providers. Additionally, Diane
worked closely with her clientele to prepare for the Senate Judiciary Committee Hearings on digital

rights presenting extensive research and documentation. Previously, Diane was Director of Member Relations
for ASCAP (NY), and played a role in furthering several of the department’s outreach programs, increased
membership and handling high-profile clientele. She began her music career at CMJ and was responsible for the
launch of CMJ Canada, the first weekly college radio trade publication in the Canadian market. A graduate of
California State University, Long Beach, Diane holds a BA in radio, television and film. She is currently the
Assistant Secretary & board member of the California Copyright Conference and speaks at industry events and
universities.

Michael Wokosin
Vice President of Digital Marketing
Universal Studios Home Entertainment

Mike's experience spans two decades of working with brands such as Nestle, Warner Bros, ABC, Disney, Fox,
Nautilus, The Buckle and Shimano among others. Client side initiatives have included brand strategy, new
product development and trade marketing as well as global interactive media, marketing and ecommerce.
Consulting and agency work runs the gamut of strategic interactive roadmaps and edge 2.0 work for media
brands to portal and ecommerce implementations that enabled brands to increase revenues 10 fold in less than a
year. Most recently, he has helped publishers maximize their online content and partnerships through an
extensive interactive revenue optimization exercise.



