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What This Is Isn't

» Not about “trying to be like , d

+ (they wish they had our.
. Interactivity) .
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» Not about interrupting the
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e Player -driven experien
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ven limited to the c?amgra itself

» The visual perg&ptlorv%t,the gam%e&
environment goes beyond it .. ﬁ‘
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What This Is

» A grammar o discuss cinemal
design decisions in design

. A;% exploration of the evolu
driven cinematography -
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1. Control

Classic Problem: Who
knows better?




1. Control

Listen to the player and
help him
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interactive medium, the player
el in control
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: hgving the desired result
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2. Framing

Classic Problem: Even
Framing

» Wishing not to conflict with e
want to see, we show everythlng e

» The result is a flat rhythm
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ERACTIVE 2.Framing
MATOGRAPHY

Framing via the
environment

» Tightness of frame = amouni
iInformation 1

Vore information

Fat CRy (Crytek)
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2. Framing

Meaning via Framing
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3. Composition

Classic Problem: Where will
the player look?

; we cannot predict where the ”
ill ook or where he will go, so we
frame composition to exploit

lithout guidance, player tries

fthing until the “right” choice is | g
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3. Composition

Choose where to attract
attention

¥y 1

2fe because they get directe
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uiding lines in the composition
rough perspective or implied
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. *Contrast (light vs dark, detailed vs
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Splinter.Chll-CHADS Theory (Ubistf)




vare of when line-of-sight is “;g%
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ngts have a hierarchy of
and take meaning in their |
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3. Composition

Compose for guaranteed
point-of-views




4, Transitions

Classic problem:
disorientation

* Most games avoid camera trf&gm%
because it can disorient the player,
especially when controlling movement

L

- » Most games keep a
. camera, overextendi
_ beyond its interest.
-

~+ Camera cut games resort to
controller patches to minimize t
side-effects of player dis
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4, Transitions

180° rule shorthand

i

+ In a free-camera game, it can be.
determine where the line of actlo |

» The important part is to a
the 2D screen left from bei
screen up from being up, e

* The movement vector en has téy
be clearly W|trﬁn 90 ﬂeg§ees

i

* (Also move'a minimum of 30
degrees to avo@the indecisive cut)
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Resident Evil 4 (Capcom)
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ctlon are in dlrect control p

. RICh’SﬁOt tr@nsmons can be exploited if 1‘
attention |s Q&Id to&D screen dlrectlons
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Bone (Telltale Games)
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Questions?




