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Introduction:

Micromovie is a general term for multi-faceted small-scale movies that can be viewed
on various mobile devices. The definition, as well as the art form itself, are not fully
established and quite often receive very polarized evaluation. For David Rosen’, they
can become the transformative moment of the filmic art where filmmaker’s creativity
meets the technology of their time. In Sundance 2006, David Lynch shared the
opposite understanding: “It's such sadness that you think you’ve seen a film on your

... telephone. Get real”.

The term "micromovie" was introduced in the 1980s by Nicholas Negroponte’s
“Architecture Machine Group” at MIT and expanded in 1993 by Glorianna Davenport
(Interactive Cinema Group at MIT Media Lab) in the context of interactive video
databases, first shown in 1997 at the International Short Film Festival Oberhausen.

What are the micromovies? How can their art and service platforms be defined? Can

they serve as alternative distribution platform for independent short films?

This paper will approach the micromovies ‘phenomenon’ through the theoretical
frameworks of third generation mobile phones, hybrid visual language, classification
of the micromovies and festivals as main source of their promotion and distribution.
The case study is the Internet based all year round SHORTSNONSTOP festival, one
of the few web based platform where micromovies can been previewed outside of the

mobile service systems.

! Writer, “Off-Hollywood: The Making &Marketing of Independent Films”, 1990



Third generation mobile phones, hybrid visual language

Mobile phones and services have evolved to become dominating tools for
communication. “Generation here: Exploring the 3G Mobile phone technology on
global communities™ report offers an interpretation of the third generation mobile
phones as comprising series of developments and applications that enrich and
extend the phone’s communicative characteristics. Web and mail browsing, video
and photography, videoconferencing, music play and recordings, television, high
speed connections and downloads can cause new telephonic rules and relationships

to emerge.

According to Benson&Radcliff&Armstrong&Levine, while 2G mobile phones have
enabled individual freedom, 3G meets the social need for connections and display.
Phones have moved on from being “objects of interest only for their owners” to
become store-and-show systems for data that is shared with wider range of other
users. In Japan, 3G phones have entered the decision-making process mostly
among the young people, providing instant opportunity for communication on multi-
levels. 3G handsets can enable users (mostly young demographics) to keep in touch
with their panel of friends for consulting them remotely on plans, purchases and other
activities. Users can send an instant postcard, film clips or photos in immediate and
shared way. Therefore, the authors conclude, 3G dissolves distance, allowing people

to “be” everywhere at once.

The text also suggests that third-generation technology has beginning to rework our
ideas of selfhood, our social and romantic networks, mobile manners, business
etiquette, etc. Moreover, it ‘blurs’ the boundaries between “ordinary” people and
“specialists”. According to Benson&Radcliff&Armstrong&Levine digital democracy

makes amateurs out of everybody as it becomes more difficult to distinguish

? Richard Benson, Mark Radcliff, Stephen Armstrong, Rob Levine. 'Generation Here: Exploring the
Impact of 3G Mobile Phone Technology on Global Communities' (2006)



“traditional” professionals from the “digital” non professionals. The other way around
is also possible: amateurs can become experts by having the right technology and
being at the right place and time. Storage capacities and Internet connection enables
saving or sending films and images to news feeds, enhancing social responsibility
and communication. Personal entertainment can also undergo considerable
changes. By converting TV programs into compatible 3G formats, watching television
is no longer subordinated to the medium particularity of space and time. This
exemplifies how the concept and practices of “convergence” meet the mobile phone,
turning it into a multifunctional platform for communication, music, video, location

tracking, Internet browsing.

Lev Manovich provides similar definition of convergence as “simultaneous
appearance of multiple media within the same frame”. In “Understanding hybrid
media” (2007), he approaches this phenomenon from the perspective of particularity.
Manovich analyses convergence in relation to contemporary video narratives,
focusing mostly on the specificities of visual language and its hybrid characteristics.
He sees the hybrid “nature” of moving images becoming popular since the end of the
90s, being implemented in commercials, music videos, motion graphics, animated,
short non- narrative films and video sequences, graphics for mobile media content,

produced by professionals, designers, artists, students.

Manovich traces the roots of the hybrid visual language as a continuously changing
visual form back to small number of experimental filmmaking using variety of visual
sources: photography, old film footage, animation, drawings and computer imagery.
Different elements are positioned on different layers and continuously complement
each other. According to Manovich, techniques that are originally associated with
particular medium (cinema, graphic design, computer graphics, typography) are
applied to different media, mixing therefore their working methods, ways of
representation and expression. As a result, the new “meta-medium” creatively
comprises the visual and semantic differences of its sub-mediums without

juxtapositions or stylistic montage.



Media software enhances the combination of any number of visual elements
(regardless of their original media) and enables their control in the production
process. Numerous visual aesthetics are available to be applied. Manovich gives as
an example the hybrid visual language that large proportion of short
(experimental/independent) films, produced for media festivals, Internet, mobile
devices and other distribution platforms, use. They combine video, animation,
abstract imagery, music, photography, graphics and their visual form is in a constant
mode of change beyond the need to communicate meanings and narratives. These
moving images no longer have to comply with the semantic rules of story-telling. For
n3

example, the micromovie “Freerun

SHORTSNONSTOP) esthetically and subtly combines the visual elements of stylized

(submitted or competition on the online festival

graphics and documentary shots, filtered and fast-forwarded. In this way, the typical
scenery of London gets “remixed” by adding the moving image of a boy practicing
parkur ‘on’ them, visualized in a way that comes closer to illustration, rather than to
filmmaking. The different visual layers are smoothly and continuously writing over
each other, transforming the live footage into an abstract flow. Another micromovie
“Dance into action”™ combines the visual “narratives” of different dancing styles: from
the ‘pure’ image of ballet or of the dancing halls to the colorful “blink” esthetics of the
break dance and hip-hop. The moving effect is achieved by ‘mixing’ these visual
cultures through the techniques of juxtaposition and complete integration, by using

colors and monochrome, ornaments and representations.

Manovich concepts of hybrid visual language sufficiently provide the theoretical
framework for the micro mobile movies. On the level of content, they exemplify
contemporary tendency for comprising different medium-specific techniques under
the umbrella of one media. Video, 2D/3D imagery and animation, abstract and real
time generated images, all appear simultaneously within one frame. On the level of
form, micromovies also fit the hybrid framework by maintaining the characteristics of

art and service platforms, of visual entertainment used as a tool for communication.

® http://www.shortsnonstop.com/video view.php?videold=2313

* http://www.shortsnonstop.com/video view.php?videold=2314
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Micromovies: Art and Service

According to Boyd Devis®, an interactive film consists of main screen (filled by the
main action) and branching narratives in sub-displays. By choosing them, the user
can change the outcome of the main narrative together with the general view of that
outcome. In the case of micro mobile movies, interactivity can be defined as enabling
the viewer to select from several possible plots continuation of the narrative or to put

personal information (stored in the phone) and thereby to personalize the story.

“Classification of mobile micro movies”® report provides basic categorization of the
micro mobile movies, based on screen writing competition. Micromovies are seen as
an art of itself, going beyond the short films for small display format. The authors
argue that the micromovies have features for content differentiation together with
limitations, derived from the characteristics of mobile terminals. Micromovies are
positioned not as competitors of pay-TV, ‘traditional’ short films or videos. They are

mostly seen as extension of MMS for communication and entertainment.

Metso&lsomursu&Tasajarvi define two levels of categorization: the level of
personalization and the functional purpose of the micro movie. The viewing
experience in mobile phones can be rather personal, so the micromovies should
embrace more opportunities for higher degree of personalization. The authors also
distinguish three types of approaches: no personalization; predefined alternatives
and personalized content of micromovies. The first category turns out to be the
largest from the studied material, resembling the traditional movies’ narratives that
are the same for all the viewers in all contexts. In the second personalization type,
the creator of the micro movie enables the user to control the content by choosing
predefined options for continuation. Limited number of alternative endings

(depending on user’s data and movies offered sub-narratives) can be gathered from

> Boyd Davis. ‘Interacting with pictures: film, narrative and personalization’ “Digital creativity”, Vol.
13, No 2 (2002)

® Antero Metso, Minna Isomursu, Pekka Isomursu , Lassi Tasajarvi. ‘Classification of Mobile
Micromovies’, Conference on Multimedia and Expo, ICME’04(2004)



the mobile terminal, enabling the user to select a happy/sad ending or change the
direction of the narrative. The viewing experience in this way can differ for user to
user, although the available options and selections are the same for all users. The
third type features highly personalized micro movies that incorporate user’s
information and personalize the content according to his/her characteristics. Parts of
the movie or even all of it can be built upon the gathered user’'s data provided by the
user or automatically extracted. In this type, the micro movie can use personal
information that is dependent on the context of the user, his/her location parameters,
calendar and agenda entries. In this way, personalization gets close to Boyd Davis
definition of “context-sensitive cinematography”, which he argues can be the future of

interactive media.

Metso&Isomursu&Tasajarvi further sub-categorize the micromovies into Message,
Application and Situation. The authors agree on the provisional distinction between
the sub-classes since their elements may overlap each other. The reason for
choosing the micro movies from the Application class is to use the application they
offer (Clock, Invitation, Panorama, Screensaver). Personalization is required so that
the applications can have access to the phone’s data and to be further incorporated
within the software. The Message-class micromovies are seen as successors of
text/picture/multimedia massages, used to better convey abstract concepts,
massages and ideas. The main reasoning behind is that professionally created
micromovie can achieve better expression than self-created one. Similar to any other

massages (text, picture), a limited selection of titles are available.

Metso&Isomursu&Tasajarvi define several sub-classes of the Message micromovies:
Amusement (funny story, joke), Aphorism, Apocalyptic, Document, Emotion, Fiction,
Invitation, Flashback, Mystery, Poem, Mythology, etc. The Situation-class
micromovies incorporate location or context based information within their visual
frame. The authors identify potential situation sub-classes as: Dentist, Dressing-up,
Home, Drinks, lliness, Mobile Phone, Nature, Party, Public Transport, Sport,
Studying, Traffic, exc. The situation micromovies thematically focus on location to

enhance the meaning of the personal massages.



Metso&Isomursu&Tasajarvi conclude that micromovies are dependent on the mobile
terminal technical characteristics. The high level of personalization can be achieved
only if passive information is enabled to be extracted from the user’s phone (like data
of the user’s calendar) or active information is allowed to be received from the user.
Micromovies cannot fully control user's phone or access personal records without
authorization. Higher level of personalization demands adaptation of standard micro
movie interfaces so that the data can be fast and easy incorporated into the content.

In this sense, micromovies can be interpreted as technologically determined,
available anytime/any space through a mobile terminal. Micromovies are not simply
short films viewed on a small display. They have features (like interaction and
personification) that differentiate them from other film formats so that they can be
called an art form of their own. Micromovies can obtain advantages, as well as
disadvantages, from the special characteristics of mobile terminals. They incorporate
and gather the contemporary hybrid visual language of mixing animation, fiction,
narration, pictures, comics, etc. with the service of communication, message

exchange and entertainment.



SHORTSNONSTOP micromovies analysis

Not many micromovies are available for screening on Internet. They can be seen
during festivals or on the mobile operator’s service platforms. One of the festivals that
ensure direct screening of the micromovies entries is the Internet based
SHORTNONSTOP, part of CFC Worldwide Short Film Festival. It is a program of
Canadian Film Centre (Canada’s largest institution for advanced training in film,
television and new media) aimed at providing exhibition, financial and distribution

opportunities for creative micromovies in both national and international context.

What micromovies have won and feature in the current SHORTSNONSTOP
competition? Out of the winners in the six recent rounds, two micromovies can be
characterized using Manovitch concept of hybrid visual language. “Walker Stalker”
(England), directed by Keith Claxton, combines film and mobile video aesthetics to
reveal the current issues of surveillance, tracking and invaded privacy. “Herr Bar”
(Clemens Kogler, Austria) is defined as ‘experimental video’ where the graphics are
made out of scans of human body parts and are put together to resemble landscapes
and natural objects. All the other winning micromovies are animations in the classical

sense of this form.

In terms of Metso&lsomursu&Tasajarvi classifications, all the winning micromovies fit
the category of “No personification”. Or at least, there are no mentioned possibilities
to incorporate user’s data into their narratives in the way they are available to be
seen on the web. Hopefully, in the mobile terminal, they can be ‘enriched’ with
personalization properties. Three of the winning micromovies can be placed in the
“‘Massage” sub-class if we further apply Metso&lsomursu&Tasajarvi’'s sub-division.
“‘Massage” is defined in a very broad sense of conveying abstract notions and ideas.
“‘Moonstruck” micromovie plays with the notion of desire, visualization and
imagination. “The Red Kite” can imply an inability to preserve the children’s
innocence in a hostile environment. In “Situation” sub-class “Grimore” (gothic
appealed wizard makes a quite profane but important spell showing that it is time for
breakfast/lunch) can be placed together with “Bad Head Day” (humorous way to
visualize the bad day) and “Walker Stalker” (revealing surveillance as ‘tangible’ and
‘threatening’ situation).

10



None of the selected micromovies suits the “Application” sub-group framework of
adding or enabling further properties on the mobile phone. Overall,
Metso&Isomursu&Tasajarvi’s categorization is applicable to the SHORTSNONSTOP
prize winners. As they suggested, the most envisioned entries are for Massage and
Situation sub-classes. However, the massages are far broader defined and the
opportunities for personalization are limited which drives the selected micromovies

away from Boyd definition of “context-sensitive cinematography”.

This tendency is seen not only in the prize winners but among the all submitted for
competition films. According to the way they are displayed on the
SHORTSNONSTOP’s website, there is no potential for personalization and
interaction with the content. Therefore, what is the difference between the selected
micromovies and the “traditional” short films? Ideally, mobile micromovies are
conceived as innovatively adapting user’'s data and phone functionality to enable
visually appealing way of communication. Moreover, real-time interaction with the
content can put the viewer in control of movie’s story and let him/her decide the
direction of the narrative. SHORTSNONSTOP’s winners and overall micromovies do
not seem to offer personification and interaction, limiting the movie possibility to

creatively communicate massage, situation, feeling, mood, etc.

226 micromovies so far have been submitted on SHORTSNONSTOP website page.
For the next round in January, 28 are competing and 10 will be selected (including
the price winner) for viewing through a mobile operator’'s network. Internationally, the
selected ones can be seen on the commercial website of the company-sponsor,
specialized in providing online and mobile content. Most of the new submissions are
short films made for screening on small device. Some of them are shot by mobile
phone’s camera, others are animated or feature animation, graphics, filters etc. There
is a difference, however, between short film and mobile micromovie and some of the
filmmakers apparently tend to forget that their end users will not only watch/enjoy/get
entertained by the movie but can use it to communicate. For example, “Jeu
Chimique”, directed by lordache (Romania) features a well filtered footage
resembling abstract graphics or animation, synchronized with electronic music.
According to the description of the entry, this is “myself stirring sugar into my tea

accompanied by electro music”. If the filmmaker had considered that this micromovie
11



can be used as invitation for coffee/drinks, he/she would have put a logical transition

from the abstract level to reality where the cup can be seen.

Other submitted micromovies feature mobile devices and their applications (hands-
free, bloothooth) as if this is the main factor to be considered as mobile movies.
Some of the competing films reveal general or abstract idea “Fair Play”, “Colorful
EU”, “All the letters | ever met”, etc. Others can be categorized as Massage: "Mobile-
postcard-series”, “Big Family”. “Restless Wanderer”, directed by Paul Kurti, offers
branching sub displays that have potential for interactive framework if they are further
developed in the mobile’s operator network. On the online version of the micromovie,
the sub windows serve as opportunity to pause and look at the environment. The
viewer cannot choose which window to browse. On the mobile platform, however,
these branching narratives can be incorporated into several options for the user to

gain detailed picture of a chosen frame.

Apart from “Restless Wanderer”, hardly any micromovie submission attempts to
incorporate interactivity into its content. The level of enabled personification is also
low, although this should be made technically possible by the mobile provider of the
micromovie. There is a general tendency to focus on the entertainment potential of
the mobile film, often neglecting its service platform as a tool for communication.
Positioned in this way, micromovies lose their most distinctive characteristics that
defer them from the rest of mobile video content. Micromovies are envisioned as an
artistic visualization of the text messaging, although most of the time they are seen

either as an art form (short movie) or service (mobile video content).

Using Manovitch concept of hybrid visual language, it can be suggested that
micromovies are a hybrid platform. In theory, they not only can incorporate several
visual aesthetics but effectively combine the art from with the service in a mutual
beneficial system. The art aspect of the micromovie can contribute to the quality of
the content while the mobile requirements for interaction and personification can
enrich the art platform. In practice, the ‘organic’ hybridity of micromovies apparently is
hard to achieve. Micromovies are often seen and produced as short films for mobile
devices without the vision of using them as communication tools. In terms of
distribution, there are also considerable “inconstancies”.

12



Festivals : mi cromovi es promoti onal
How are the micro movies distributed? Ideally, in terms of service, they follow the
tendency in contemporary video distribution. In “Internet based video delivery: the

users and their requirements”’

, digitalization is seen as creating various opportunities
for video shooting, editing and delivery. Equipment is becoming inexpensive,
affordable and accessible, while Internet offers the platform for distribution on local
and global basis. Personal pages, organized web sites for video delivery serve as

platforms for distribution and emergence of virtual communities.

However, one of the main drawbacks of Internet as a possible platform for mobile
micro movies distribution is connected to the author’s rights and the inability small
amounts of money to be paid to the author for downloading his/her micro movie.
Telecom networks and major phone makers, on the other hand, already have
efficient billing mechanisms and work together with the festivals that select and
evaluate the micro movies’ content. Therefore, the initial democratic practice of video
uploads and distribution through Internet does not fully work for the mobile movies.
Less democratic and highly selective practice is adapted instead, by supplying the
mobile operators with the rights to distribute the selected through festivals micro

movies.

Festivals are the first “gate keepers” that decide which micro movie will be distributed
through the mobile networks. One of the first festivals that features competitive
program for micro movies is Tampere Film Festival. In 2002 they organized micro
movies competition aimed at exhibition and promotion of short films compatible to
palm computers (Pocket PC, Nokia Communicator, Palm, etc.). The only
requirements were set toward the length of the movies (it should not exceed
3minutes and 14 seconds). There were no limitations concerning the techniques,
genres, hardware and software used for their creation. The selected ones were

shown on big screen to the public within the Tampere Film Festival program. The jury

’ Collaborative research between Nokia and University of Olulu, Isomursu, P. , Tasajarvi, L., Perala. M,
Isomursu, M.

13
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did their evaluation by watching the micro movies on handheld devices. Additional

information about the “new” visual format was provided in a seminar and Film Market.

Tampere Film Festival defines the micromovies as using methods that can be labeled
either under the cinematic (fiction, animation, music video, commercials etc.) or non-
cinematic (video loop, interactive games etc.) approaches. The content can also be
suitable for Internet and digital television. Other applications can be for commercials
and entertainment. The organizers of the micromovie competition see in them
potential for new ways of storing and showing images, created not only by
professionals but by students, semi-professionals or do-it-yourself filmmakers.
Micromovies can open a place for individual visual approaches or commercial
applications, creating possibilities for equipment manufacturers and service
producers to present and develop new application and products. Their
understandable visual appeal and short length can set a multi-cultural frame of
adaptation and usage.

Tampere Film Festival has set a broad framework for the micromovie formats too:
they can be made in Movie File (*.mpeg), Video File (*.avi), Windows Media File
(*.asf), QuickTime (*.mov), Macromedia Flash (*.swf,*.mov) or SMIL 2.0 Basic Profile
(*smil). Films that have been shown or awarded at other international film festivals
are allowed to compete. They only have to be labeled “For temporary, cultural use
only. No commercial value”. The competition is held in partnership with Nokia, paving
the way of collaborative work between commercial sector and festivals. Reinhard W.

”8

Wolf in “Micromovies: pocket shorts™ provides considerable outline of how mobile

phone industry meets the art film platforms or establish competitions by itself.

Almost all short film festivals have added a micromovie competition in their program.
In Germany, Hamburg’s Short Film Festival began in partnership with “Bitfilm”
distribution. However, this partnership did not last long and “Bitfilm” has been hosting
its own festival since 2003. In 2004, Interfilm Berlin launched a co-operation with

Siemens Mobile. Siemens is among the companies hosting their own competitions in

8 http://www.shortfilm.de/index.php?id=4148&L=2
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various short film festivals around the world. Their “Micromovie Award”, according to
Wolf, is not so much aimed at promoting the making of micromovies for later
distribution and marketing, but to advertise their latest phone models. Consequently,
films submitted to the Micromovie competition must be recorded using a mobile

phone of the sponsors company.

Nokia also has embraced this approach, although it started very democratically in
Tampere Film Festival in 2002, allowing various video formats and recording devices.
Since then, Nokia has held its own competitions for micromovies, for example in co-
operation with the Raindance Festival in London. At the beginning, films were made
using any kind of camera but with the introduction of the new mobile phone
generation, Nokia changed the concept and demanded the films to be made (and
even edit, Nokia N90 includes editing applications) with the company’s phones. In
2005, Nokia’'s partnership with Darklight Film Festival in Dublin went further by
introducing micromovie category for professionals. Competing films were up to 5

minutes long, and participation was tied to a mobile operator’s distribution contract.

Recently, even feature film festivals have started for a while hosting micromovies’
competition like Sundance Festival in Park City. In 2005, Robert Redford announced
launching Thumbdance and Thumbdance Channel, sponsored by Mobliss, media
and marketing company specialized in providing content for mobile media. However,
this idea has faded away and in 2008 Sundance edition hardly anything could be
found about micromovies competition. Berlinale also collaborated with network
operator O2. Entries did not have to be created using an imaging phone, but were
supposed to be suitable in terms of running time, data rate and design for playback
on a phone. Participants were encouraged to combine elements from film, television
and online design. In 2005, Cannes Film Festival also held micromovie competition
"Orange Film Court" competition. The main difference was that a jury not the
audience selects the five winners. In the same year, the new Zurich Film Festival
included a Mobile Movie Award held in partnership with Nokia. Micromovies were the

only short films shown at the new festival.

15



In Toronto, the International Film Festival's mobile movie category is sponsored by
Motorola. Competitions include the "MotoReel Contest" for film students, along with a
chance for filmmakers to try out the latest Motorola phones. Moreover, Canada’s
Film Center initiated the online all year round micromovies festival
SHORTSNONSTOP as one of its programs. The festival provides submissions on
constant basis through their website and after each deadline, 10 finalists are chosen
to be distributed through one of Canada’s mobile operators. All professional and
amateur filmmakers are encouraged to submit their work for consideration. An

exclusive Canadian mobile distribution rights should be available for one year.

The selection and evaluation (rating) is done by an appointed jury, not by the viewers
of the website. Festival programmers view all submitted micromovies and determine
10 finalists. A Jury, featuring the director of Toronto’s Worldwide Short Film Festival,
one of the executives of Sundance Channel, specialists in mobile content (approval
and promotion of entertainment related programming on mobile phones), short film
directors, short film festivals organizer and the co-founder of the “Filmmaker”
magazine, specialized in covering independent films, chose one winning micromovie.

The winning prize is 1500 (Canadian) dollars.

16



Distribution Drawbacks

Wolf's outline of the micromovies popularity in festival’s competition (that probably
reached its peak in 2005) documents the eager efforts of the mobile phone industry
to push the evolution of this short film format. Micromovies are embedded in existing
festivals or new festivals are established for them to promote and encourage ongoing
production of content. However, these established relations (between festivals,
micromovie creators and mobile industry), systematically excludes the end user of
the mobile art form. Micromovies are made to compete in the festivals and the films
that gain entry in most of the cases have their rights for distribution transferred to the

sponsoring mobile operator's network.

Most of festivals have an open platform for submissions: it is not necessary to be a
professional filmmaker to submit your micromovie for competition or screening. In this
sense, users can become producers of content in the way Web 2.0 applications
enable. On the other hand, instead of setting a web based downloadable-paid
service for micromovies with direct access, the established procedures neglect both
the filmmakers’ and users’ rights to be in control of the content. It seems that the
‘middle-man” — festivals and mobile industry benefit the most out of this ‘new’
appealing film format. It can be supposed, therefore, that the micromovies events and
contest serve as relevantly cheap way to acquire quality mobile content without
sharing the profits with the makers. Most of the festivals acquire the full rights for
distribution without having to pay the “small rights” to the authors every time their

micromovie is ordered by a user.

According to Benson&Radcliff&Armstrong&Levine, micromovies have become
popular only in a small group of technology enthusiasts and digital artists not in the
public at large. However, in South Korea, mobile movies have evolved to become a
mass phenomenon. Two categories can be distinguished within the mobile content
there: “Migrated cinematic imaginary”, consisting of re-formatted already existing TV,
feature film material and “original cinematic imaginary”, consisting of new content
purposefully produced for the mobile phone. An example of a successful movie in the
second category is “Five Stars” that has game-like structure with an open ending.
The narrative focuses on who will be loved by the main character and Korean

17



viewers vote for their favorite candidates on a Web site also accessible with a mobile
phone. About 75,000 users ordered this drama following the first fifteen days of its

introduction.

One of the reasons for the general unpopularity of the micromovies (apart from South
Korea) can be the lack of ‘clear’ popular platform where the films can be seen and
ordered. The filmmakers randomly promote their micromovies in Web 2.0 sites as
YouTube. To be able to become popular, they have to be visible for users not only for
subscribers to particular mobile operator. There are many uncertainties in
micromovies promotion which further contribute to their limited usage. In

”9

“‘Micromovies: pocket shorts™, Reinhard W. Wolf outlines the most important

drawbacks:

There are few middlemen mediating between short-film makers and potential buyers
of micromovies in the telecommunications industry. It can be seen as a structural
weakness of the short-film scene that there are hardly any sales channels
established for its products, while the individual filmmaker is hardly in a position to
carry out an effective marketing campaign on his own. The few existing short-film
marketers have concentrated up until now primarily on cinema and television and

with a few exceptions have little contact with the new markets.

Licensers and marketers are facing the same problem from the other side of the
market. Large companies are neither able nor willing to contact individual authors
and take up business relations with them. Furthermore, they are not in the market for
a single short film or clip, but need to find sources to supply them steadily and reliably
with large quantities of material. Micromovies are seen as mass commodity and not
as individual products....... The dearth of products on the Micromovie market is thus
not so much the consequence of an imbalance between supply and demand, but

instead a distribution problem.

Moreover, in order to solve the problem with distribution, many mobile operators have

started collaborating with festivals to get direct access to qualitative micromovie

® http://www.shortfilm.de/index.php?id=4148&L=2
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content. However, mobile industry took advantage of the filmmakers offering lucrative
prizes for the winners while ‘forcing’ them to give away the copyrights of their films.
Wolf gives an example with Mobile Movie Award hosted by O2 (Berlin 2004/2005)

where participants had to sign a contract granting exclusive usage rights, including

all conceivable rights to ideas, drafts and designs, as well as transferring ownership

of the submitted data media to O2.

This transfer of rights included even the right to modify, edit and rework, to
reproduce, distribute, broadcast, exhibit and screen and the right to transfer to third
parties. Finally, O2 also granted itself the right to enter a sample or model of the
submitted works under its own name in the Design Registry in order to produce any
sequels or series under its own name without having to ask permission or pay the

original filmmaker.

Although originally thought as a visual ‘upgrade’ of the MMS that does not compete
with mobile TV or feature films*®, micromovies have been primarily seen as source of
entertainment and not communication. This explains why after enabling feature-
length films, TV and sitcoms to be watched on mobile devices, micromovies were
cast aside. Example for that is the German Bitfilm mobile content provider which
started primarily with short mobile movies and then switched to feature-length and
adapted TV content. On the other hand, with having private television stations
entering the mobile market, substantial influence on the mobile content supposedly
will be exercised. Existing video material can be either reworked or recreated to fit
the mobile fragmented aesthetics. This can lead to establishing more competitive
environment for the micromovies or to setting higher standards for the mobile video

content.

Nevertheless, with the rising popularity of the third generation mobile phones, the
amount of video content in demand will increase considerably. It depends on the
relationship between mobile phone makers, operators, filmmakers and the instances

in-between to maintain and deliver qualitative video content to the mobile users.

% Ipo Koskinen .”"Mobile Multimedia: Uses and Social Consequences’. Conference on Multimedia and
Expo. ICME’04(2004)
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Conclusion:

Using Wolf’'s examples, it can be concluded that micromovies marketers, licensers
and producers have not come up with a coherent concept for the acquisition of
micromovies. Most short-flmmakers are at once authors, directors and producers. As
authors/producers, they are on their own when it comes to marketing their work.
There is not even a producers’ association to represent their interests or to advise

them, for example, on legal issues.

Moreover, any current analysis of the art and the service form of the micromovies can
show that theoretically they have been conceived very thoughtfully as an artistic way
to enhance communication. However, this potentially smooth hybridity, in practice, is
not relevantly achieved. The considerate demands for
creative/innovative/independent mobile content have ‘forced’ the mobile industry to
seek and find it in mass mostly through the frameworks of festivals, not from the
filmmakers themselves. Mobile content deliverers are not eager to spent time and
recourses investing in creative departments on their own. Far less expensive is to
sponsor or initiate a festival with considerate financial reward for the first price winner

and to acquire the rights to distribute all the finalists or all of the entries.

Do micromovies’ art and service platforms ‘benefit’ from the set relationships with the
mobile industry? In the case of SHORTSNONSTOP festival, most of the submitted
for competition and winners of the year rounds micromovies have low degree of
offered personification or interactivity. They were conceived as short films that can
be seen on a small display. However, the most distinctive micromovies characteristic
is the ability to be used not only for entertainment but for communication as well. The
service ability is left not to be decided by filmmakers but by the mobile
operators/content deliver companies. The level of interaction and personification is
not (in most of the cases) originally and artistically woven into micromovies content. It

is later decided in terms of technical infrastructure.

Many uncertainties are also found around the ‘visibility’ of the micromovies. They are
not widely shown on Internet and Web 2.0 applications. Micromovies are available for

screening predominantly through the mobile operators services which leads to the
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impression that they are popular only among certain artistic circles of independent
filmmakers. In this sense, if micromovies are made for larger distribution, they should
be promoted in more ‘open’ way with no compromises of their artistic and service

characteristics.
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