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ABSTRACT

Screen size changes the way the moving image affects viewers and specific
content is more likely to be influential if screened on the most appropriate media type.
The ever-increasing popularity of portable devices, like the iPhone, means that viewers
are watching more content on smaller screens than ever before. At the same time, movie
theatres and Imax screens are still as popular as ever and seeing something on the big
screen holds some kind of magic for the viewer. This fact has not been lost on
environmental filmmakers who are increasingly finding ways of using different sized
screens to promote their cause. Ultimately, the size of the screen not only determines
what viewers watch, and how they are affected by what they see, but can actually be the
deciding factor for whether they take action on an issue.
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INTRODUCTION

The enthusiastic reception of the video iPod, released by Apple in 2005, might
have signaled the end of large screen viewing as we know it, but the continued popularity
of movie going demonstrates that neither format out competes the other. Rather, different
types of content have leant themselves to consumption on different sized screens. Despite
film industry fears, one hundred million iPods sold have not closed down movie theaters
(Taub). More signs point toward the continued coexistence of portable screens alongside
immobile screens at the movies.

This multiplicity of simultaneous visual formats is well grounded in the history of
art. The first form of recognizable art, cave paintings (known by the best examples
throughout Europe as “the Magdalenian art system”) did not adhere to a certain size or
shape of presentation. The famous bulls of Lascaux, France, for example, stretch over 20
feet long, and in the Pyrenees there is a huge horse painted fourteen feet above floor level
(Wachtel 134). At the other end of the spectrum, the human figures in the cave of
Addaura in Palermo, Sicily, are only ten inches high (Janson 78). Though scholars
continue to disagree over the purpose of cave art, it is nonetheless clear that scale of
visual images has always been meaningful to the interpretation of an image, from the
humble postal stamp to the Sistine Chapel.

The present age of film and video is no different in this respect from the world of
art except for the rapid rate which new formats have become available. In just over one
hundred years of film, formats have simultaneously increased and decreased in size at a

dizzying pace. The current range of sizes available to producers and consumers of



2
moving images is perhaps exemplified by the difference between the Imax cinema and

the iPod. The director Ron Frike intended his lush, 70mm film Baraka for projection on a

five-story Imax screen, but approximately one hundred thousand people have chosen to

watch at least part of the film online at YouTube, a ten-centimeter screen. The vast

difference in size and resolution between the two formats means that thirty thousand
YouTube screens fit onto one Imax screen. In addition, the resolution of the screen would
need to be increased by 200 hundred times to be comparable

(http://en.wikipedia.org/wiki/YouTube). The disconnect between how Frike intended the

film to be shown and the way so many viewers have seen it, shows that consumers of an
image do not necessarily respect how images are meant to be viewed and begs the
question of what might be lost from one screen to the next.

This paper will explore the difference between viewing a film in a small format,
such as an iPod, or a large one, such as the Imax theater, and to what extent two people
who watch the same film in such different ways even have the same experience of the
content. Does it affect them in the same way? How does screen size change the very
nature of what viewers watch? Specifically, does content with a call to action, such as

environmental film, have more power when viewers see it in one format or another?
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A HISTORY OF SCREEN SIZE AND SHAPE

The invention of film came only after the railroad had paved the way by exposing
much of the world to “panoramic” vision (Schivelbusch 54). Before it was possible to sit
in a train and watch the landscape fly past at great speeds, paintings and photographs
were shaped as if looking through the window of a house in a “portrait” style. This style
consisted of a longer vertical axis, roughly twice the length of the horizontal axis. Once
the railroad provided a view of surrounding countryside, with the foreground details
blurred and clear views of distant mountains or valleys on the horizon, the panoramic
view of the world was born, and paintings and photographs that reflected this new shape
soon followed. Since the invention of the moving image, every common screen format
has reflected this trend, with a longer horizontal axis than vertical.

Forty years after the invention of film, television became widely available in
homes throughout America and with it, competition between the small and large screen
brought a multitude of screen shapes. For a period of time in the 1940s, film and
television screens had the same shape with a ratio of horizontal to vertical axis of 4:3.
The movie industry invented “widescreen” to differentiate itself from television in the
1950s due to fears the home television screen would reduce numbers of filmgoers if the
cinema experience was not unique. Widescreen offered a much larger ratio of horizontal
to vertical of 1.85:1 or 2.39:1. The change in cinema screen shape created problems for
television broadcasters, who now had to fit a widescreen image onto a 4:3 television set,
either by “letterboxing” edge-cropping, or using the much-maligned “pan-and-scan”

process (Campbell 43).
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Letterboxing an image maintains the full horizontal dimensions of the panoramic
film screen and preserves the original cinematic framing of a film, however, it also forces
a reversal of the hierarchy between television and film (Tashiro 14). The film image
becomes smaller than the television image and the grand nature of film is lost. Charles
Tashiro suggests that these black frame lines produced when “letterboxing” shatter the
classical diegesis of film, much like seeing film equipment in a shot. Frame lines are part
of the editing process and the creation of the film, Tashiro points out, so their presence on
a television screen is a constant reminder to viewers that they are watching a
construction. Once the classical diegesis is lost from a film, much of the original meaning
and story is also lost, because the viewer is less likely to suspend their disbelief and
become immersed in the film.

Both cutting off the right and left ends of a frame (edge-cropping) and the process
of pan-and-scan preserve the vertical information of a movie, and fill the entire television
screen, thus avoiding the reversal of hierarchy between television and film, but both
processes come with problems of their own. Most obviously, as much as 43 percent of
the film frame is lost to the viewer altogether. Drew Campbell describes pan-and-scan as
“one of the film industries greatest indignities” because it can change the entire feeling
and story of a film (45). The Graduate is often sighted as one of the best examples of a
film that has suffered much from pan-and-scan. In the final scene of the movie, Dustin
Hoffman and Katherine Ross sit on the back seat of a bus with a large gap between them.
On a movie screen, the two sit in the same frame, and the gap between them highlights

their doubt and discomfort. In the “pan-and-scanned” version, the camera seems to move



from one face to the other, rendering the gap between them meaningless. Thus, at the
most important part of the film, the story is not conveyed (Campbell 46).

None of these solutions have successfully brought a true cinematic experience
into the home, a fact evident to television manufacturers. The latest movement in TV
design is toward bigger screens with a shape closer to widescreen (Clapperton 2). The
resolution of the home TV is also approaching that of the cinema, as high definition
becomes widespread. These changes reflect the true differences that have always existed
between the home television and the movie theatre, as manufacturers are trying to make
the television a more engaging medium by replicating film. Broadcasters have caught on
to these changes also, and in February 2009 will no longer broadcast an analog, terrestrial
signal and will change to a higher resolution, high definition signal with more content
shown as “widescreen” (http://www.dtv.gov). This change brings the competition
between film and television full circle, as the cinema was changed to widescreen to
differentiate it from television in the 1950’s and now, 50 years later, television is
changing to become more like film.

The cinema has conditioned viewers to see 16:9 as a narrative-rich form since this
is the predominant content screened in the film environment, while 4:3 televisions, which
show a multitude of content types, represent the more adaptable screen. The difference is
exemplified in the way game consoles like the X-box and Play Station alternate between
the two formats. Interactive games employ 16:9 cinematix to explain the game and tell

characters’ stories, then switch to a 4:3 mode once the game play is underway. The story
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of the game is the narrative structure of the game, similar to a fiction film and the game
play fits more into the adaptable nature of the 4:3 screen.

While film and television are beginning to converge in both shape and size, the
newest development in watching the moving image, Apple’s iPhone, is completely
different from both as it is smaller, portable and offers a new and unique viewing
experience. The iPhone is just one of a huge number of portable devices on which
viewers can watch films, television, music clips and news media. These devices fit in a
pocket and do not necessarily adhere to either 4:3 or widescreen shape. Unlike the
cinema or television, viewers can watch this screen in any environment and the content

choices are almost limitless in scope.
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HOW DO PRESENT DAY MEDIA WORK AS ENVIRONMENTS?
All Media work us over completely. They are so pervasive in their personal,
political, economic, aesthetic, psychological, moral, ethical, and social
consequences that they leave no part of us un-touched, unaffected, unaltered. The
medium is the message. Any understanding of social and cultural change is

impossible without knowledge of the way media work as environments.

Marshall McLuhan, 1967

Adapting McLuhan’s themes of “hot” and “cool” media environments to an
analysis of screen size, reveals vital patterns of difference between the large and small
formats. As screen size increases, becoming “hotter,” the environment becomes more
controlled, more social, the image is higher quality and there is less content selection. On
the other end of the spectrum, with “cooler” media, screen size decreases, the
environment is less controlled, antisocial, the image is lower quality and there is limitless
selection. Thus, different sized screens affect viewers in dramatically different ways.

Screen size cannot be considered in a vacuum, because it is not merely a viewing
device but also acts as its own environment. Marshall McLuhan is famous for coining the
term “The Medium is the Message,” by which he meant the way viewers experience
content is more important than the content itself (45). Though more than 40 years old,
McLuhan’s observations are still relevant today, providing a framework to analyze
effects of media on viewers. Following from his main theme, McLuhan suggests,
“Different media invite different degrees of participation on the part of the person who
chooses to consume a medium” (49). According to McLuhan there are “hot” and “cool”
media, which differ in how intensely they occupy a viewer’s senses and how much effort

they demand to interpret meaning. McLuhan used comics and movies as two examples of



cold and hot media respectively (among many others). Comics, which McLuhan refers to
as a “cool” or “low definition” medium, need attention and active participation to derive
meaning . Cool media, furthermore, do not control the environment where the viewer
engages with them. Hot media, such as movies on the other hand, are in the controlled
environment of the cinema, and require less active participation by the viewer, but
demand total concentration.

McLuhan wrote about many of his ideas in the 1960s and lived until 1980, but his
paradigm remains helpful to an examination of contemporary media. Imax theaters
currently occupy the McLuhan defined “hottest” spot for visual media in the world today.
The Imax theater presents an environment where inactive senses like temperature, smell
and comfort are regulated and where active senses are stimulated to the full extent
enveloping viewers with massive, high definition images and 5.1 surround sound.
YouTube represents a modern day “cool” or “low definition” medium. Now the most
popular website in history, YouTube is closely related to McLuhan’s “low definition”
comic books requiring attention and active participation on the part of the viewer. None
of the external stimulus experienced while watching YouTube is controlled and as with
comic books, the environment where a viewer can watch YouTube are almost limitless.
In a sense, YouTube viewers also move from page to page to get to the next viewing
experience.

McLuhan’s theory of “hot” and “cool” media suggests viewers receive different
experiences from different media, even when watching the same content. Producers of

media are not happy about this trend. The director David Lynch, for example says in an
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interview posted on YouTube that “it’s such a sadness that you think you’ve seen a film
!79

on your fucking telephone. Get Real

(http://www.youtube.com/watch?v=wKilroiCvZ0). Lynch sculpts his feature films for

the big screen using cinematic techniques, his comment on YouTube reflects a common
problem filmmakers have with consumers watching films on such a small screen, in an
uncontrolled environment, because they were not created to be viewed in this way. The
“hot” medium of cinema provides an environment in which the viewer is not distracted
from the screen and has little else to concentrate on. When a viewer watches a film on an
iPod or iPhone, he or she sees a lower definition image, and because of the portability of
the screen, is in an uncontrolled environment. The screen size controls the viewer’s
environment, which in turn, influences how he or she views the content.

Large screens cultivate an environment with a social dimension lacking in small
screen environments. Moviegoers meet friends at the cinema to watch a film and discuss
it when it is finished. Most cinemas seat over one hundred patrons, all viewing the same
film at the same time. Conversely, iPhones and iPods are almost exclusively personal.
Viewers watch iPhones alone, with headphones, which excludes even the people sitting
right next to them. The environment of small screens is in fact antisocial, because even if
an iPhone owner wanted to share their content, no more than one person at a time can see
it.

Another important difference between cinema and the iPod is that while the
cinema can only provide a narrow selection of films at any one time, an iPod user can

select from an almost limitless body of content. Cinemas show the latest release films, for
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a short period of time, so viewer selection is restricted. With a much larger range of
channel selections, television made selection options wider, but until the invention of
time shifting devices like “TiVo,” channels still locked viewers into certain schedules
that they could watch certain content. Time shifting started with VCRs that had the
functionality of recording a television program for a later viewing
(http://www.museum.tv/archives/etv/T/htmlT/timeshifting/timeshifting.htm). While such
systems have evolved since the VCR, the principle remains the same. The iPod takes time
shifting one step further than television by not having any scheduling at all. The content
options are not dependent on viewing times as content can be downloaded and viewed
any time. iPod/iPhone users need only wait until the download is available from host
websites. Moreover, the content options are many times greater than film or television
and are potentially limitless in scope.

The iPod provides the widest choice of content to viewers of any media, because
it combines everything that television and film offers with new media sources, designed
specifically for the small screen, many of which are free. The first “video podcast,”
produced specifically for small screen viewing, became available in 2003 and since then,
an uncountable number of web series, vidcasts and pods have been made available on

almost any topic from cars, to comedy, to science to sports and can be found on a myriad

of websites (http://www.washingtonpost.com/wp-srv/mmedia/podcastfront.htm). The
Apple application—iTunes—alone carries over one hundred thousand podcasts

(www.apple.com/itunes/podcasts). This huge body of content is constantly growing and

allows iPod users unrestricted access to choose viewing material at any time.
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EXPOSITORY CONTENT VERSUS SCOPAPHILIC IMAGERY

A 2004 study into the effects of screen size on viewers by Nokon Heo and Sundar
Shyam showed seventy-five participants three types of content on either a small,
television screen (32 inches) or a large, wall mounted screen (150 inches) and monitored
their physical responses through their heart rate and skin conductance and non-physical
responses through a questionnaire. The participants viewed news, advertising and
entertainment to gauge the difference between media types on differing sized screens and
were questioned about the type of content they found most engaging and exciting. The
results of the experiment showed that viewers were more excited and engaged while
watching fast-paced entertainment and advertising on the large screen and more engaged
to news than entertainment or advertising when watching them on the small screen (Heo
and Shyam 7). Participants also had better recall of what they had seen when watching
the large screen.

Heo and Shyam concluded from their research, that because of the fast pace,
quick cutting production techniques of entertainment and advertising, it was more
desirable to see on a big screen . At the same time, the familiarity of watching news at
home on the television, meant content of that nature was preferred on the small screen.
The pacing and production of news content is completely different to that of
entertainment and advertising with less cutting, more repetition of images and the
presence of talking heads, and thus was not enjoyed as much when compared with the

fast paced content on the big screen, but was seen as more interesting than entertainment
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and advertising on the small screen. This research shows that certain types of content are
preferred on certain sized screens.

It follows that the importance of screen size is in part, tied to the relationship
between the word and the image in the particular content-type. Rarely is the image
(moving or still) in news more important than the story. News video production is cheap,
rough and quick. Viewers are more interested in the stories news sources provide, not the
quality of the pictures supporting them. The image is there to give news consumers a
visual signifier of the story. It does not matter how the news is viewed, as long as it is
delivered fast. The advent of moving images accompanying news stories has not departed
far from traditional news delivery sources like radio and paper. There is no question that
written news, in the form of newspapers or magazines, provide a different experience of
the news than television. However, both forms convey the story and whether the image
associated with the text is moving, in the form of video, or still, in the form of a photo, it
has the same effect by providing a visual cue to keep in mind while listening to, or
reading the story (Chaffee and Frank 48). Watching the news on an iPhone or iPod makes
sense, because the viewer can get it fast, watch it anywhere and not be concerned that the
picture is small and of low quality. In this way, the portable viewing device is similar to
the newspaper much like YouTube is similar to comics. Reading a newspaper and seeing
an accompanying black-and-white image still leads to understanding or meaning of a
story in a similar way to watching the story on a television or iPhone.

The relationship between the word and image in feature films is completely

different from that of news content on television, because the image is vitally important
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to the story and at least as important as the text. Reading the novel Gone With The Wind

and watching the feature film version of it, is a completely different experience. The
image dominates the story of the film and is precisely manipulated by feature filmmakers
to create meaning. Silent films from the first days of cinema in the early 1900s exemplify
this point as their stories had to be told with images only (Eyman 16). Feature films do
not create the kind of viewer urgency to get information fast like the news, because it
does not matter whether viewers see a film the first night it comes out, or a month later
on the last night it is available on the big screen. It is more important to experience the
film in its most scopophilic setting rather than to see it when it first comes out.

While news is just one of many types of content shown on television, it is
important to note that all television content is similar in that it adheres to a formula.
Regardless of whether it is soap operas, reality TV, comedy or education, television is
episodic and short format. Unlike film, television is segmented and based around
commercials, so much of the content is repeated with summaries, recaps and overviews
all made to fit into a specific segments of time, in between commercial breaks.

As home televisions start to get bigger with higher definition, widescreen images
and television content adapts accordingly, becoming more film-like, the void left by the
small, 4:3 TV screen is being filled by this new iPhone/iPod technology. Television
broadcasters no longer need to manipulate a film image through “pan-and-scan” or
“letterboxing” because television screens are becoming comparable to the cinema screen.
Nor do viewers need to worry about not getting the same sound or “big screen” feel from

a film, because modern television screens are larger and have accompanying sound
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systems to simulate the cinema form. Content development for television is paralleling
these technological changes. The show Lost, for example, uses Hollywood actors and
crew, is shot on 35mm film and is the most expensive television program ever made.
David Lynch and filmmakers like him, need not worry about the iPhone taking over the
feature film, because all evidence suggests this technology is replacing television, in
effect providing a smaller, “cooler” form of TV which in turn, is contributing to the

technological push of home television towards the cinematic film screen.
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HOW DOES SCREEN SIZE AFFECT THE POWER OF FILM MESSAGES?

How could changing the size of the screen viewers watch content on, really
change anything about how a message is interpreted? Heo and Shyam’s experimental
results show that most people enjoy watching entertainment rather than news on large
screens and watching news and current affairs rather than entertainment on smaller
screens. But what does that mean when examining how an audience responds to a film

with a call to action? Al Gore’s film An Inconvenient Truth is not a conventional fiction

film, yet played on large screens and is an example of what happens when small screen
content is made big.

An Inconvenient Truth was more popular than other contemporary environmental

films, because it was released on the big screen, in the environment of the feature film,
which made it “hotter” than if it had been released on television or on the web. Gore’s
film consisted of a news-like story. It contained news-style editing, was dense and
information heavy and discussed issues that face today’s society. In every way, An

Inconvenient Truth was similar to news stories viewed daily on television. The one

glaring difference and the reason it is important to discuss here, is that it was released as a
feature film at the movies, on the big screen, not as a documentary to be watched at
home. Many big-budget documentaries have tackled the issue of global warming effects
on society and the environmental issues that face the planet. In addition, some of those

films have used celebrities to make them popular. Examples include: Strange Days on

Planet Earth, Planet Earth and The 11" Hour. Yet, unlike these films, An Inconvenient

Truth won an academy award and reached an audience of millions.
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When the filmmakers behind An Inconvenient Truth released it at the cinema,

they made an unspoken statement that film screens carry more weight and power than
televisions. David Silvera conducted an experiment to test whether audiences responded
to larger images more than smaller stimulus. The results showed participants not only
preferred larger stimulus, they also took more positive meaning from them (Silvera 198).
There is power in the big screen. Most moviegoers see approximately ten films a year
(UK Film Council). It is expensive and impractical to go to the movies every single week
or every day. The fact that cinemas are still popular at a time where more visual
platforms are available than ever before, shows the demand for large images.

Filmmakers behind An Inconvenient Truth made what should have been small-

screen content “hot,” by changing the format and subsequently the environment, it was
viewed in. The scientist Wallace Broecker coined the term “Global Warming” in 1975

and the issue had been well documented and discussed previous to An Inconvenient

Truth. Human caused environmental degradation is not a new concept, yet An

Inconvenient Truth brought more attention to it to consumers, than ever before. One

reviewer says of the effectiveness of the film: "The result is truly moving, even to

someone who feels rather tuned into the issue" (Jervey). An Inconvenient Truth was

powerful and brought attention to the issues not because it was significantly different
from other environmental films, but because viewers were unused to seeing such content
presented on the big screen, in the social, controlled environment of the cinema.

While it is impossible to know how_An Inconvenient Truth would have been

received if it had been released as an iPod only film, two theories help understand the



17
possible outcomes. Firstly, constant exposure to small images that represent important
topics can desensitize viewers to issue based films. Desensitization by society to what
should be shocking images in the media is common. It has been shown through many
studies that the more violence a person is exposed to through media, the more they will
be desensitized to it in the real world (Rudy 4). The same can be said for desensitization
to negative and persistent images in the media of problems to do with the environment.

Presenting An Inconvenient Truth in the “cool” environment of the small screen could

have had a desensitizing effect, since it would have been less social than the cinema. In
addition the film would have been subject to competition with the large body of iPhone

content. At the cinema, An Inconvenient Truth was only competing against a few films,

on the iPhone, it would have competed against millions of video podcasts.
With over one hundred thousand iPods in circulation, the prevalence and sheer
number of viewers with access to this media might mean that issue based films like An

Inconvenient Truth will be seen by more viewers in the future than via television or the

cinema today. While it is possible the messages in issue-based films are diluted due to the
small screen and antisocial elements of the iPod, it is also feasible that large numbers of
views could make up for these shortcomings. Additionally, the current surge in
consumers making their own programming on YouTube and other video sharing sites,
provides opportunities for the creation of new types of media that have never been seen
before to reform environmental, issue based film. Just as some documentary filmmakers

have harnessed the power of the big screen as a “hot” medium, new types of media
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production could harness the small screen in unforeseen ways to use the “cool” medium
more effectively.

What is certain is that just as the invention of television introduced specific genres
of media and the internet gave birth to web programming, the iPhone is sure to spawn
new types of content designed specifically for it. For example, popular reality television
was a completely new genre and sprang up just ten years ago and now it claims a huge
piece of television audiences around the world. Whether this new content is created using
YouTube and viewed on the iPhone or in another, unpredictable way, new genres of
widespread media specific to the small screen are on the way.

The latest technological leap in viewing devices and perhaps a sign of future
developments is closing the gap between the best elements of both the small screen and
the large screen. Known as “Virtual Video Glasses” they simulate watching a 50-inch
screen while being attached to a small device like an iPod. These devices are paving the
way for consumers to have the best of both worlds, where the time shifting capability and
portability of the iPod is combined with the scopophilic enjoyment of the big screen. The
invention of these glasses so soon after portable viewing devices have become popular,
shows that consumers and manufactures are aware of the benefits of all types of media.
Technology developers are trending towards giving the viewer the whole range of

experiences.
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CONCLUSION

In 1883 Thomas A Edison built a studio underneath his laboratory in New Jersey
and showed audiences a remarkable new concept - the cinema. In over one hundred years
since the moving image was first viewed in Edison’s studio, it has undergone many
remarkable transformations and today viewers can watch films, television programs,
podcasts and slideshows on a huge variety of screens, in many different environments
and on a wide diversity of media. All of these factors contribute to how each individual
viewer understands and interprets the content they watch, and how consumers as a group
are influenced by messages that films contain. In this day-and-age of multiplatform
distribution and widespread access to content, modern filmmakers are becoming aware
that size matters more than ever before. The size of the screen that content is shown on is
as important to the meaning of moving images as the cinematic and production

techniques used to create them.



20

REFERENCES CITED

Apple. 20 Nov 2008. Apple Inc. <www.apple.com/itunes/podcasts>

An Inconvenient Truth Dir Davis Guggenheim. Lawrence Bender Productions, 2006

Baraka. Dir Ron Fricke. Magidson Films, 1992

Ben Jervey. “Movie Review: Al Gore’s An Inconvenient Truth.” Treehugger 21 Apr
2006 <http://www.treehugger.com/files/2006/04/movie_review_al.php>

Bowling for Columbine Dir Michael Moore. Alliance Atlantis Communications, 2002

Campbell, Drew. Technical Film and TV for Nontechnical People. Allworth
Communications Inc, 2002.

Chaffee, Steven and Frank, Stacey. “How Americans Get Their Political Information:
Print Versus Broadcast News.” Annals of the American Academy of Political and
Social Science. (Jul 1996), pp. 48-58 Published by Sage Publications in
Association with the American Academy of Political and Social Science

Cheplic, Matt. “A Whole New Ball Game: how HD Technology Is Changing the Look of
Sports Coverage.” Digital Content Producer. Mar 1 1999
<http://digitalcontentproducer.com/mag/video_whole new_ball/>

Clapperton, Guy. “Technology: Business sense: Who passes the screen test?: Monitors
are constantly evolving to adapt to new applications on the market.” The
Guardian Business Solutions Supplement Mar 30 2007, Final Edition: 2.

Corbett, Kevin. “The Big Picture: Theatrical Moviegoing, Digital Television, and Beyond
the Substitution Effect” Cinema Journal Vol. 40, No. 2 (2001), pp 17-34
Published by University of Texas Press

Eyeman, Scott. The Speed of Sound: Hollywood and the Talkie Revolution, 1926-1930.
Simon and Schuster, 1997.

Farenheight 9/11 Dir Michael Moore. Lions Gate Films, 2004

Gone With the Wind Dir Victor Fleming. Selznick International Pictures, 1939

Heffernan, Virginia. “Masterpiece Home Theater.” New York Times Magazine. Dec 2
2007 <http://www.nytimes.com/2007/12/02/magazine/02wwIn-medium-t.html>




21

Heo, Nokon. and Sundar, S. Shyam. The Role of Screen Size in Inferring the Effects of
Content Type on Attention, Arousal, Memory, and Content Evaluation: A Search
for Content-Specific Effects. Paper presented at the annual meeting of the
International Communication Association, New Orleans Sheraton, New Orleans,
LA, May 27, 2004

Janson, H. W. History of Art. New York: Harry N. Abrams Incorporated, 1991.

McLuhan, Marshall and Fiore, Quentin. The Medium is the Massage: An Inventory of
Effects. HardWired: San Francisco, 1967.

McLuhan, Marshall and Lapham, Lewis. Understanding Media: The Extensions of Man.
The MIT Press, 1964.

Regan, Jim. “Newsreels of years gone by.” The Christian Science Monitor. Oct 3 2003
<http://www.csmonitor.com/2003/1003/p25s01-stin.htmI>

Rudy, Rena. Domains of Media Desensitization. Paper Presented at the meeting of the
International Communication Association, Dresden, Germany, June 22, 2006.

Planet Earth British Broadcasting Corporation (BBC), 2007

Schivelbusch, Wolfgang. The Railway Journey: The Industrialization of Time and Space
in the 19™ Century. Berkley: U of California P, 1986.

Silvera, David. “Bigger is Better: The Influence of Physical Size on Aesthetic Preference
Judgments” Journal of Behavioral Decision Making. Vol 15 (Feb 2002) pp189-
202 Published by Wiley InterScience

Strange Days on Planet Earth National Geographic, 2005
Supersize Me Morgan Spurlock. Con, The, 2004
Tashiro, Charles. Videophilia: What Happens When You Wait For it on Video. Film

Quarterly, Vol. 45, No. 1, (1991), pp. 7-17 Published by: University of California
Press

Taub, Eric. “The Small Screen, Redefined.” The New York Times Nov 10 2005

The 11" Hour Dir Nadia Conners and Leila Conners Peterson. Appian Way, 2007

The Digital TV Transition. Federal Communications Commission. Nov 20 2008
<http://www.dtv.gov>




22
The Graduate Dir Mike Nichols. Embassy Pictures Corporation, 1968

The Museum of Broadcast Communications. 21 Nov 2008
<http://www.museum.tv/archives/etv/T/htmlT/timeshifting/timeshifting. htm>

UK Film Council. UK Film Council Statistical Yearbook London, 2007

Wachtel, Edward. “The First Picture Show: Cinematic Aspects of Cave Art” Leonardo,
Vol. 26, No. 2, (1993), pp. 135-140 Published by: The MIT Press

“Wallace Smith Broecker” 8 June 2007. Wikipedia. The Wikipedia Foundation. 8 Nov
2008 <http://www.en.wikipedia.org/wiki/Wallace_S. Broecker>

Washington Post online. 20 Nov 2008. Washington Post.
<http://www.washingtonpost.com/wp-srv/mmedia/podcastfront.htm>

Wikipedia. 8 Nov 2008. The Wikipedia Foundation. 8 Nov 2008
<http://www.wikipedia.org>

YouTube. 8 Nov 2008. YouTube, LLC. 6 Nov 2007 <http://www.youtube.com>.



