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Abstract

This thesis is about cinema’s influence on computer games. The thesis considers the relationship between these two media, and outlines the outcomes of this interaction. The central idea within this thesis, however, is that cinema has become an overbearing influence on games. Moreover, a trend has emerged within game development where designers are attempting to emulate cinema to the extent where some of the uniqueness and potency of games is being lost. In an effort to create games with cinematic aesthetics, some essential qualities of games are inevitably being diminished.                 
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Chapter 1 - Introduction
1 Introduction

Computer games have changed markedly since first appearing in 1958. All aspects of computing have advanced since then, gaming included. Games have both benefited from, and contributed to this evolution in computing. New technology has revolutionised many aspects of gaming. The popularity and profitability of games have grown in parallel with their increasing sophistication. Despite much change to the structure, content, and appearance of games, many of the qualities essential to the medium remain unaltered. It is the combination of these qualities, which constitute the game playing experience. 

The advance of technology has, for example, enabled game designers to increase the visual detail of games, to make greater use of three-dimensional game worlds, and to provide players with improved means of interacting with games. Technology, however, is not the only factor that has determined the path and progress of games. Game designers have increasingly drawn on strategies employed in other media. To duplicate the craft and respect associated with those more established media, game developers frequently emulate other media in their designs. Some media have been more influential in the development of games than others, and not all of the strategies that have been imitated have been well suited to the medium of games. 

Cinema has emerged as the most prominent influence on games. Both cinema and games are superficially alike, in that they are relatively modern media that deliver audio-visual content to paying audiences. The similarities that the media share have meant that some artistic strategies can be transferred between the two. However, there is a limit to the extent that artistic techniques can be taken from one and used in the other. Game designers are increasingly using unsuitable cinematic conventions in the creation of their games. These conventions are not tailored to the specificity of games and so can militate against the qualities that are essential to the medium. 

The ideas outlined above form the body of the following chapters. Chapter 2 introduces the medium of games and describes the qualities that are vital in the construction of well-crafted games. Chapter 3 investigates the relationship between games and other media and how games have drawn on these media. The chapter centres on the relationship shared by games and cinema and highlights some of the benefits that this relationship has produced. Chapter 4 explores the reasons why two media cannot easily share methods of expression, and in particular, the problems of using cinematic methods in game design. The chapter uses the qualities essential to game design, described in Chapter 2, to identify the problems associated with using cinema as a reference point in game production. Chapter 5 concludes the thesis with a summation of the previous chapters and some final thoughts. 

1.1 Overview

Literature on videogames usually refers to ‘computer games’, ‘videogames’, or just ‘games’. Some academics like to differentiate between computer games and videogames, with the former being played on a Personal Computer, and the latter being played on a console, such as a PlayStation. Moreover, through a combination of delivery platform and target market, certain genres of games are more common within the Personal Computer market, than the console markets and vice versa. This distinguishes in the minds of some, computer games from videogames. However, such a distinction denotes very little, as games developed for the Personal Computer are invariably remade for the console market if they prove popular enough, in their original format. The frequency with which games move between console and Personal Computers demonstrates that there is little if any difference, between a computer game and videogame. As a result, no distinction is made between them during this discussion, and for the sake of convenience, both are simply referred to as ‘games’, a term that is used to encompass the wider digital medium of both computer games and videogames.  

Reference is made to a number of computer games throughout the course of this piece, and it is possible that the reader will be unfamiliar with some, or all, of the games mentioned. To offset this issue, it should be noted that all of the games referred to, are considered to be in some way important within gaming, because of their popularity or critical acclaim. 

Chapter 2 – Introduction To Games 

2 Introduction

The aim of this chapter is to introduce the subject of games and outline the qualities that are essential in the creation of a game. It will begin by outlining a brief history of games. This will set the context and serve as an introduction for the rest of the chapter. Having introduced the topic of games, there will then be a description of the key characteristics needed for a well-crafted game. These characteristics are central to the discourse that takes place within subsequent chapters, therefore it is important that their role within the composition of games is defined at the outset.

2.1 Background

In 1958 William Higinbotham an engineer at Brookhaven National Laboratory, a US government nuclear research facility, created the first game using computers. In an attempt to design an entertaining exhibit for the public open days at the laboratory, Higinbotham fashioned a game Tennis for Two 
 played on an analogue computer. It was displayed on a crude monochrome oscilloscope and controlled via a button and a knob. It proved popular and inspired the seminal game, Pong. It was not, however, until 1962 that the concept of games as we know it today was more fully realised. Spacewar, was presented at MIT's annual Science Open House in 1962. According to Steven Poole, it introduced many features that are still used in games today: 

…simple rules with innumerable combinational possibilities; the competitive urge to destroy your opponent’s spaceship; the pleasure and mastery, over a well defined, consistent system; the challenge of reacting instantly to craft governed by inertial physics; and the sensual buzz of playing with animated patterns of light. 
 

The next significant step in the evolution of games was Atari’s Pong. Pong was one of the first coin-operated arcade machines and proved so successful that it is considered to be the start of the games’ boom.
 The subsequent release of Space Invaders, Pac-Man and Donkey Kong, all further refined the art of game development and contributed to the massive popularity of arcade games; at one point even causing a coin shortage in Japan.

Most of the arcade games that were released, however, were highly derivative of these early pioneering games and, by 1983, the arcade market had slumped by 40%.
 With this in mind, Dragon’s Lair was released in the arcades. It used the new medium of laserdiscs to feature lavish animations by Don Bluth, who had previously worked at Disney. Laserdiscs could store a huge amount of live-action video footage, but in order to integrate the video footage, the game’s interactivity had to be kept to a minimum. The player had to press the right buttons at the appropriate time to keep the footage playing; it was simply a case of memorising the correct button sequence. Dragon’s Lair was more of an interactive film than a game, but the stunning animation disguised its limited and repetitive game play. The game was very successful but the popularity of laserdiscs as a medium waned, as it became apparent that cinematic visuals could not compensate for a lack of interactive freedom. 

Over the past two decades, the popularity and commercial success of games has fluctuated, but it now rivals that of the film industry.
 Fundamental to this was the introduction of the home consoles; machines that allowed players to play games at home on their television screens, rather than on coin-operated arcade machines. The first game console was Ralph Baer`s Odyssey, and was released in 1972. Although the Odyssey was only partially successful, successive consoles, like Atari’s 2600 (1982), the Nintendo’s NES (1986), and Sony’s PlayStation (1994) proved highly popular and caused the slow demise of games’ arcades.   
The advent of game consoles encouraged game developers to design games differently. A profitable arcade game needed to provide instant gratification, through short intense bouts of gameplay, which left the player wanting more. A console game could have slower paced more thoughtful gameplay that was not possible in the arcades. The reason for this was, as Shigeru Miyamoto
 concluded, that arcade games were about selling gameplay time to the player, but players did not enjoy the fact that the better they got at an arcade game the shorter their play time was. This encouraged the game companies to move from developing arcade games, to focus increasingly on creating games for consoles, selling gameplay, as opposed to gameplay time,
 whereby the more a player improved, the more value they got from the game. Moreover, as the type of gameplay found in the arcade was not particularly apt for the console setting, developers began to design their games differently to exploit this new environment, and increasingly to look to other media for inspiration.   

2.2 Realisation of the core qualities needed

The evolution of games has witnessed the creation of numerous games that have successfully embraced their medium. These are games that have exploited the unique qualities and assets that are inherent to the medium. As with all popular mass media, however, the number of substandard games far outweighs those of a superior quality.
 As Nicholas Iuppa notes, by analysing the artistically successful games, it is possible to distinguish the characteristics required for the production of a quality game. In drawing up a list of characteristics needed for a well-crafted game, Iuppa lists seven key qualities he believes are necessary to create high quality, addictive games. These qualities are:

The Environment: The environment is the setting in which the player’s playing experience takes place. It must be interesting and original enough to spark the player’s curiosity, yet also believable and coherent.

Playability: Playability is the feeling of control that the player has within the gaming environment. 

Quantity and Quality of interactions: The quality of interactions within a game is determined by the player’s ability to play and interact and then view the outcomes of this process. There should be as much interaction as possible.

Interface Design: The interface design is the mechanism through which the player accomplishes tasks within the interactive space. The interface should be easy to navigate and simple.

Levels of Play: The levels of play should represent a learning curve and challenge for the player. By varying the levels and increasing their difficulty, the player must increase their skill in order to complete the game. 

Replayability: Replayability is a measure of game’s ability to provide new and interesting experiences each time it is played.
Character growth and development: Character growth and development reflect the development of the player-controlled character as they progresses through the game. The player must have a sense that as they move through the game and become more skilful, the character they are controlling grows and develops as well.

The qualities Iuppa lists help in the drawing up of the characteristics essential to the medium of games. In addition to Iuppa’s ideas, several other complementary qualities essential for good game design are listed in the next section.

2.3 Gameplay

Gameplay, or playability, is a measure of how fun a game is to play and is usually considered the most important aspect of a game.
 A somewhat fuzzy characteristic, gameplay is determined by the interplay between all the elements of a game (e.g., usability, interactivity, challenge). Despite the vagueness of the term, gameplay underpins the game experience and is the characteristic that distinguishes games from other comparable media. The attributes that go into producing gameplay will now be considered.       

2.3.1 Usability

According to Jacob Nielsen, “usability is a quality attribute that assesses how easy user interfaces are to use”, and although Nielson was not writing specifically about games, most of what he writes is still relevant. Usability contributes greatly to the gameplay experience, and is itself reliant on several different components:

Learnability: How easy it is to learn the interface. 

Efficiency: The speed with which tasks can be performed.

Errors: The number and severity of errors committed by the user.

Utility: The ability to meet the user’s needs. 

Satisfaction: The pleasure experienced by the user interacting with an interface. 

A game with a high degree of usability is easy to learn how to use, efficiently (i.e., quickly and accurately) meets the user’s needs, allows the user to recover from errors, and is, in itself, pleasing to use. The usability of both the onscreen interface and the game controller greatly affect the user’s ability to navigate and complete their goals in a game. 

Usability advocates a user-centred design philosophy. User-centred design is crucial in balancing the difficulty level and challenge of a game. It is important that a game’s difficulty level is well judged because “if an application is too difficult, the user is likely to be frustrated; if it is too easy the user is likely to be bored”.
 A game must offer a suitable level of challenge against which the user can test their skill and therefore earn the subsequent feeling of satisfaction derived from completion. Game difficulty should not be achieved through usability problems, yet the drive for usability must stop short of removing altogether the challenge from a game. User-centred design is essential in resolving this contradiction. 

2.3.2 Immersion

Another aspect of gameplay is the sense of immersion that a player experiences while playing a game. If the usability of a game is high and the sensory stimulation is compelling, the user will be able to suspend their disbelief and become immersed in the game world. Immersion enables a player to feel as if they are present in the game (e.g., driving a car or rescuing hostages). Immersion allows a player to enter what Poole describes as a ‘Zen’ experience; this is “… an intense absorption in which the dynamic form of successful play becomes beautiful and satisfying”.
 In order to project a sense of immersion a number of different game elements must be finely tuned. The usability factor must be high, so that the game’s interfaces become as intuitive and transparent as possible, while the sensory information should be consistent across the senses. 

It should be noted though, that using the sensory information to simulate reality is not necessarily the best approach for producing an immersive game. In a game, the behaviour of objects, the structure of the user’s goals and the representation of terrain must be designed to support the desired users’ experience and not necessarily mimic reality.
 William Swartout and Michael Van Lent sum this up by writing, “in a game, the goal is to create a compelling experience for the player. Simulating reality is an approach that may or may not be useful in creating that experience”.25 Along with usability, sensory information is crucial in providing a player with a feeling of immersion. This aural, visual, and physical information need not simulate reality, but must be consistent.
2.3.3 Spatial coherence

Spatial coherence
 is the logical consistency of a game world.

If I can climb this wall, I should be able to climb that tree. If I can see a small hole, I should be able to curl up and squeeze through it instead of banging my head on the rocky outcrop.
 
Issues of spatial coherence emerge when game designers attempt to set games in realistically styled environments which are not fully integrated with the game’s mechanics. Such environments can be unsuitable because the rules of interaction in a game must be applied to as many of the environmental elements as possible. The gaming world should be designed around the parameters of the game’s interactive mechanism, not chosen purely on stylistic grounds. A spatially incoherent game environment detracts from the player’s suspension of disbelief and immersion.  

2.3.4 Temporal resolution

A key component of game control and therefore usability and immersion is frame-rate, or temporal resolution. Frame-rate is the number of animation frames a game displays per second, or “…the fluidity or otherwise of the image’s movement through time”.
 If a game’s temporal resolution is not high enough, (e.g., between 30 and 60 frames per second) the flow of the game’s image will be disturbed, and the game’s response to the player’s interactions will be inadequate. A game that suffers from these problems will not provide the player with the quality of control needed to create a sense of immersion that stems from a highly usable game. Poole observes that problems of temporal resolution arise because of the conflict it experiences with graphical resolution for a computers finite resources.
 Despite the continuing technical advancements of modern consoles, finite computer resources are still a source of conflict. Recent games, such as Rogue Leader, feature detailed visuals but also problems of frame-rate consistency, compromising usability and immersion.    

2.3.5 Interactivity

Interactivity is perhaps one of the oldest forms of human endeavour; commerce for example, has always been interactive.
 Chris Crawford believes though, that the term has become so overused in recent times that it has lost much of its meaning.
 Interactivity as it pertains to games is related to the notion of interactive computing, described by Francis Li as a “dialogue between user and computer”, 
 stemming from the development of computer time-sharing that occurred in the 1960’s. 
Interactivity is probably the most important facet of the gameplay experience. It is the level of user involvement that sets games apart from other comparable media such as film or television. Critics seem to agree on its importance to the gaming experience,
 and Miyamoto states that “we [Nintendo] set interactivity as the mission for our products”.
 

An important aspect of interactivity is the notion that a game can have varying degrees of interactivity. Crawford suggests that, “we can talk about high interactivity, moderate interactivity, low interactivity, or even zero interactivity”.
 Crawford advances a method of determining the level of interactivity in a game, by translating the actions a player can make during a game into verbs. According to Crawford the game Doom “… offers just a few basic verbs: turn left, turn right, go forward, go backward, slide sideways, fire, change weapons”.
 While Myst, which has been praised as a benchmark in gaming, and for being an interactive detective film,
 is identified as having little more than two interactivity verbs available to the player during gameplay.
 Like Dragon’s Lair before it, Myst’s affinity with interactive film means that the game provides the player with a lot to look at, but contains a very low level of interactivity. Games can have varying degrees of interactivity, but as it is perhaps the most important aspect of gameplay, its quality should be maximised. 

2.3.6 Narrative

The position of narrative in games and its relationship with gameplay is the subject of much debate. Some believe it has little importance in games,
 while others see it as being central to the experience.
 The consensus though, is that an appropriate amount of narrative enhances the gameplay experience.
 Narrative provides a framework for the game to take place. It helps the player understand what is going on, by providing a rationale, while a set of objectives provides a reasoned motivation for the player’s actions in the game. There is, however, a conflict between narrative and interactive freedom. Excessive emphasis on narrative can lead to overly prescriptive gameplay, because the player’s actions must be restricted in order to allow for the logical progression of the narrative. In addition, the more important narrative is, the less replay value a game will have because of the inflexible nature of the gameplay. There is a careful balance to be struck between narrative and interactive freedom.

2.4 Conclusion

Games are still an emerging medium, having first appeared at the end of the 1950’s. The popularity of games has grown since their inception to the point where they now rival the profitability of Hollywood.
 The evolution of games has enabled an appreciation of the medium’s key characteristics to develop. These characteristics were outlined within this chapter and form the basis for the arguments advanced in the following chapters. The quality and importance of these characteristics within game design, has both benefited and suffered, because of the influence of other media. The next chapter investigates the nature of games’ relationship with other media.

Chapter 3 - The Synergy Between Cinema and Games

3 Introduction

Games have progressed over the last three decades from “two-paddles-and-a-ball Pong to the sophistication of Final Fantasy, a participatory story with cinema-quality graphics that unfolds over nearly a hundred hours”.
 In this time games have drawn inspiration and valuable techniques from various media, but cinema has become the prevailing reference point for designers. This chapter will look at the reasons and evidence for this proposition, along with an investigation of some of the techniques that games have appropriated from cinema. The chapter will conclude with a look at the ways in which games have benefited from using cinema as a source of inspiration.   

3.1 How different media relate

A medium is the means by which something is communicated, this can be the material or form used by an artist.
 Moreover, if a medium is the means by which something is communicated, then Marshal McLuhan suggests, “the ‘content’ of any medium is always another medium. The content of writing is speech, just as the written word is the content of print”.
 MacLuan’s contention is that every medium is reliant on another, usually older medium. 

3.1.1 Remediation

A significant theory in the relationship between different media is the notion of remediation, as proposed by Bolter and Grusin. Bolter and Grusin see games and digital media as following in the line of technologies that represent reality, such as photography and cinema. In addition, they believe that “all currently active media (old and new, analog and digital) honor, acknowledge, appropriate, and implicitly or explicitly attack one another”.
 The appropriation of one medium’s techniques by a second medium is, according to Bolter and Grusin, called remediation; “we call the representation of one medium in another remediation”.
 They contend that remediation is the basis for all new media; that rather than replacing the old media, new media remediate the old by appropriating its representational techniques. 

One reason a medium remediates another is to create a sense of immediacy or transparency. A medium that provides a sense of immediacy gives the audience the feeling of ‘being there’, or an impression of  “liveness or presence”.
 For Bolter and Grusin, “the desire for immediacy leads digital media to borrow avidly from each other as well as from their analog predecessors such as film, television”.
 The creators of digital media aim to give the impression of immediacy through using the same devices that their analogue predecessors have used. Digital media successfully generate immediacy by projecting, to the viewer, several media at once. A game will use sound, visual information, and even physical feedback to immerse the player in a game, i.e.,  generate immediacy. A medium that projects several media at once is termed a hypermedia.
 

Digital media, such as websites and games are forms of hypermedia. King and Krzywinska assert that hypermediacy is predicated on the viewer’s awareness of the active mediation, “often through a consciousness of the process in which one medium draws on devices associated with another”.
 Games seek to provide players with a sense of immersion, which can be accomplished by creating immediacy. However, the sense of immediacy conferred on a player by a medium, depends on the player being aware of the techniques that the medium is drawing from other media. For example, Rogue Leader, a game set in the Star Wars universe, engenders a sense of immediacy and immersion, by referencing the player’s knowledge of the film. This illustrates one reason why games seek to remediate cinema.              

3.1.2 Examples of how games have drawn from other media

Digital media, such as games, borrow frequently from other media. This chapter deals principally with the synergy between games and cinema, but games have reused representational strategies from other media as well. Television, role-playing games, and Renaissance art, to name but a few, have all had significant impact in the shaping of the medium of games. 

Sports games such the Winning Eleven 6 football game, have successfully reused aspects of television. In order to increase the player’s feeling of immediacy, the makers of this game have taken almost every facet of television’s presentation of football and transplanted them into the game. The game features commentary from real television commentators and can be viewed from several different television-style camera angles. Goals, fouls and near misses are all replayed in a televisual manner, while the halftime and end of match punctuations allow for a display of various match statistics, a practice pioneered on television. The most striking aspect of this is that these devices have nothing to do with playing football outside of the virtual world; they are overt examples of a game using hypermediacy to achieve immediacy.

The Final Fantasy series, and other similar role-playing games, have enthusiastically borrowed from traditional paper and dice based role-playing games (RPGs) like Dungeons and Dragons. Traditional RPGs were themselves appropriating the literature of Tolkien, and videogames are taking from both. The digital RPGs are faithful reproductions of their forebears through their use of similar environmental settings and inhabitants. The strangest and most deliberate mimicking of traditional RPGs, is videogames’ use of turn-based combat, a mechanism integral to traditional dice-rolling RPGs, in which combat had to be determined sequentially, as each player took a ‘turn’ rolling the dice. Final Fantasy VII continues this practice, with each combatant ‘taking turns’, with the computer generating the random numbers used to establish the result of the combat. If computer RPGs had evolved free form the influence of Dungeons and Dragons, they would still probably feature the Tolkienesque worlds, but would probably not feature the low level of interactivity found in a turn-based combat system. Section 2.3.5 deals with the notion of varying degrees of interactivity in games.         

Some of the most beneficial and seemingly unlikely sources of inspiration for games are Renaissance painting and the accompanying theories of perspective. The theories of central perspective and vanishing point were developed during the Renaissance, and enabled artists to paint two-dimensional naturalistic scenes with accurate depth and perspective.
 The mathematical formalisation of the Renaissance perspective enabled the makers of Doom, to convincingly portray a three-dimensional environment on a two-dimensional screen.
    

3.2 The relationship between games and film

In framing the relationship between games and cinema, Jenkins
 revisits the work of Gilbert Seldes’ Seven Lively Arts (1924). Seldes adopted the then controversial stance that “America’s primary contributions to artistic expression had come through the emerging forms of popular culture such as Jazz … Hollywood cinema … the comic strip…”.
  This stance, Jenkins writes, was controversial because each of these emerging arts were considered disreputable at the time. Cinema was dismissed because of Hollywood’s use of violence, technological origins, and because of the belief that cinema had not produced any works of lasting worth.
 Games have been criticised on the same grounds. Seldes believed that these new arts were to be celebrated because of their popularity. In addition, he considered them ‘lively’ because “they took the very machinery of the industrial age … and found within it the resources for expressing individual visions…[and] were still open to experimentation and discovery”.
 Jenkins contends that this is also true of games, which could be part of Seldes’ ‘lively arts’, placing them in the same lineage as cinema. 

Theorists such as Bolter and Grusin 
, and Poole
 have all defined differently the position of games within the framework of modern creative media, but they also agree that games are part of the same lineage as cinema.   

3.2.1 The nature of the relationship 

In considering the nature of the relationship between games and cinema, it is useful to explore the similarities and differences that existed before their dialectic began in earnest. This comparison of the two media helps explain some of the motivation for designers reusing aesthetic strategies from one, for use in the other. Crucially, these similarities and differences highlight those techniques that can be successfully appropriated, or otherwise, in game design. 

3.2.2 The Similarities

At a superficial level of inspection, it would appear that games and cinema are very similar in terms of means of production, finished result, and manner of consumption. Both require large numbers of specially skilled production staff, overseen by a director and producers. Both are audio-visual media which an audience pays to sit and view. 

Both games and films require specialist equipment to produce, this coupled with the large staff and production times mean that both games and films are expensive to make. The large amount of investment required for production in either medium means that the creation of marketable content is essential. The games industry using “the model of contemporary Hollywood, has become a strongly hit-driven business”,
 where only 5 per cent of the 6,000 games released a year provide a return on any investment.
  This is not an environment conducive to risk taking or experimentation. Therefore, games companies have looked to franchises developed in cinema, and tried to cash in on them with film-related games. Hollywood too, is increasingly using games as a means of building franchises. There is a certain amount of symbiosis taking place between games and cinema, but not in an entirely organic manner, their linking together “is far from arbitrary in an environment in which some of the key producers and distributors of both forms of entertainment are located within the same media corporations”.
 

3.2.3 The Differences

The parallels between games and cinema have prompted a crossover of certain aspects from one to the other, but the differences too have promoted imitation. There is a difference in the perceived cultural standing of both media, with cinema having a greater cachet than that of games.
 This has provided cinema with an appeal that the games industry has sought to emulate by using devices associated with films in order to appear more cinematic.        

Another difference is the relative stability of the medium of cinema when compared to the medium of games. The technology that delivers games is constantly being updated and outdated. New game consoles are released every few years and the game companies must continually acclimatise to these changing parameters. It is a common complaint that the games for a new game console are of a lower quality than those produced later in a consoles lifecycle. The release titles for the PlayStation 2 were inferior to a number of the games all ready out on the technically less sophisticated PlayStation 1. This is not the case for cinema. There are technical developments within cinema, which a filmmaker has to integrate into his repertoire of skills. These, however, do not alter the art of filmmaking as notably as the release of a new gaming platform does for a game designer. This has allowed filmmakers to concentrate on the “…expressive potential of the medium”,
 rather than having to chase an elusive understanding of their medium’s changing technology and tools. The outcome for game designers is that the time spent mastering their technology has prevented a thorough exploration of the “…properties and potential of the medium”.
 The temptation then is that designers will overcome the problems of their underdeveloped artistic repertoires by porting “…solutions over wholesale from cinema and other more established arts”.

The most significant difference between the two media is found in the manner of their consumption. To begin, it should be noted that the role of a film’s audience is not entirely passive due to fact that “movies possess such inherent momentary detail that audiences confabulate vague connective tissue to round out whatever tale is being told. This kind of participation is one of the pleasures of movie-going”.
 Nevertheless, the level of interaction required by a film audience is still relatively minor compared to that of a game. A film may seem incoherent to a person who is not participating in their role as viewer, but the film will carry on regardless. A game’s momentum depends on the player’s participation. To ensure a player’s participation, a game must keep the player satisfied by embodying the core qualities discussed in section 2.3. The necessity of considering these qualities in game design is absent in filmmaking. Such a significant area of divergence raises questions about the extent and possible drawbacks of using cinema as a template for game design. This issue will be dealt with more fully in Chapter 4, but for the moment it is sufficient to conclude that this disparity means that games are consumed differently to cinema, and therefore have qualities that have no parallel within filmmaking.

3.3 The Influence of Games on Cinema

The year 2000 saw the games market reach $8.9 billion in revenue compared to film box-office taking of $7.3 billion.
 Games have become very lucrative and the film industry has shown itself to be eager to capitalise on this, by producing game related films, or alluding to games even in films not directly tied to a specific game. Numerous films have been made of popular games, such as Tomb Raider and Street Fighter. In addition, Tron and eXistenZ use gaming as a central theme. Most common of all though, is Hollywood’s use of digital media to create special effects.

3.3.1 Films made from games

The most obvious examples of how games have influenced cinematic output are the film remakes of well-known game franchises. Several popular games, including Tomb Raider and Super Mario Bros., have provided the source material for films. These films have generally been disappointments both in terms of commercial and critical success, with critics frequently pointing to a film’s origins as a reason for this failure.
 King and Krzywinska cite Jenkins in suggesting that games do not lend themselves to film remakes because narrative and character are not important in games, but are vital to the cinematic experience.
 The art of filmmaking has not been advanced by the adaptation of particular games, but the owners of these game franchises have profited from the licensing revenue and from the exposure these films have provided. 

3.3.2 Game techniques used on cinema

The direct adaptation of games into films may not have been a particularly fruitful transaction for the film industry, but the reuse of certain aspects of gaming has been more beneficial. Identifying game-like qualities in films is difficult, since “the principal flow of ideas appears to be in the other direction”,
 but there are some films where the adoption of representational strategies from games are identifiable.

The Matrix is one film where the influence of games is apparent. The way that the film toys with the illusion of reality has certain gaming resonances, while one scene directly references games when a hacker uses a ‘get all weapons’ cheat code to provide the principals with an absurd number of guns.
 The film borrows liberally from games’ “…hyperkinetic grammar (the exaggerated sound effects, the disregard for classical gravitational laws)”.
 In Poole’s estimation,  “The Matrix contains the most successful translation to date of certain videogame paradigms to the celluloid medium.
 In games, player controlled characters can dodge enemy bullets, and the player can move and rotate the game camera, in ways peculiar the medium. Within The Matrix, the ‘bullet-time’ technique allows the characters to dodge bullets, and the 360-degree camera rotations both have parallels within gaming.

A less successful reuse of game-like qualities can be found in The Phantom Menace. The ‘pod-racing’ scene in The Phantom Menace was much heralded as one of the film’s centrepieces. Critics at the time, however, were unhappy with the film and complained that the pod-race was just like a videogame.
 Shortly before the release of the film, George Lucas’ game company LucasArts produced a game based on the pod-racing scene. Moreover, the pod-race was a visually strong and visceral scene, and probably works better as a game, where it is easier to suspend disbelief because the interactivity adds greatly to the engagement and immersion. King and Krzywinska argue that despite the fact some films are made with a view to a subsequent game conversion, it is not persuasive enough to suggest that films have been shaped differently as a result.
 Poole observes, however, that the pod-racing scene was “no more than an extended advert for the actual videogame that was based on it”.
 Lucas possibly did not contrive the pod-race in order to furnish a game, it was reminiscent of Ben-Hur after all, but it had a lot of game-like aesthetic qualities, and 95% of the frames in The Phantom Menace employed digital media.
 The concept of representing reality using digital characters and environments within The Phantom Menace is a strategy that has its roots in the medium of games. This can be leave little doubt that the film did appropriate techniques from the medium of games, although not as skilfully as The Matrix.

3.4 The Influence of Cinema on Games
Each improvement in game technology has offered designers increased resources and a larger canvass upon which to create their games. These technological advances have meant that the visual complexity and detail of games has increased greatly, while the actual mechanics of play have been slower to evolve. The extra realism afforded to game visuals has meant that games have been praised for resembling ‘interactive film’, and that they are on convergent paths with cinema.
 Cinema, in general, has a cultural standing above games.
 Cinema’s age has also meant that it has had time to develop aesthetics and a style that game designers seek to borrow. This coupled with the prestige associated with cinema, means that there are now numerous games, which explicitly imitate cinema.
 As games have advanced it has become easier and more attractive to copy cinema.     

3.4.1 The Reuse of Cinematic Techniques in Game Design

Game companies are eager to proclaim the ‘cinematic quality’ of their games. The publicity for Silent Hill, noted that the game’s makers had cited “David Cronenberg, Stephen King and David Lynch as aesthetic influences”.
 Game developers hope to increase the aesthetic range and marketability of their games by reusing various cinematic techniques. A number of games have been produced that achieve this feat. 

Half-Life managed to incorporate a cinematic narrative about an accident in a research facility with scripted sequences expertly integrated into the play experience.
 The game used its cinematic narrative and atmosphere to lend meaning to its interactive elements, resulting in a high water mark in gaming.
 Resident Evil is another game that draws on film to create atmosphere. The game is closely modelled on the horror movie genre, borrowing “wholesale the camera angles and action sequences from…classic zombie flicks such a Dawn of the Dead”.
 The locations in Resident Evil are standard horror movie locales. The player must avoid the zombies that are lurking within a haunted house and cemetery. The game’s locales, coupled with its cinematic camera angles, mean that the game’s whole visual style is very cinematic. The tempo of the game’s action is also cleverly appropriated from film, Poole notes;

Resident Evil’s tempo is also drawn from a movie template. The tempo of Alien, for example, works in exactly the same way: periods of nervous movement through the Nostromos’ service ducts punctuated by sudden horrific appearances of the slimy xenomorph
 
Consequently, the game maximises its atmospherics with its use of cinematic visual style and tempo. The game uses hypermediacy (see section 3.1.1) and the player’s knowledge of horror movies to create an immersive game experience.

There are other, more general techniques, which games have appropriated from cinema. The graphics designers of digital media and games are imitating the Hollywood style of transparent immediacy, 
 which endeavours to prevent the audience becoming aware of cinema as a medium. Part of the aim of usability in games, is for the interface to be as transparent as possible, echoing the Hollywood style. One way that this transparency is achieved in cinema is by using consistent camera perspectives. If a camera perspective changes from a first person perspective to a third person perspective (i.e., viewing from a character’s point of view, to viewing the character), the audience is momentarily aware of the medium, and transparency is lost. Game designers also attempt to achieve transparency in their games by creating usable interfaces that become intuitive to use and so invisible to the player.      

Another technique involves the use of music. Game developers are increasingly incorporating cinematic music in their games. Some developers are accomplishing this by using composers, such as Harry Gregson-Williams, who wrote the soundtracks to films such as Shrek, Armageddon, to create suitably cinematic game music.
 This is done for marketing reasons, and to enhance atmosphere in the game. Though, it should be noted that certain developers, such as Nintendo, have tried to create music that is more interactive and tailored to the medium of games.

One final example of a technique that game designers have borrowed from film is the practice of dividing games into levels. This paradigm is best illustrated in the films of Bruce Lee. Lee’s films appear to be the template, not just for most fighting games, but for numerous other genres also. The formula for Lee’s films was exceptionally clear, and can be identified in many action films. Throughout the narratives of his films, Lee fights against a number of opponents, led by an overall ‘big boss’. In order to demonstrate Lee’s skill, as the film’s narrative progresses, the ability of the various opponents he faces increases, until, having defeated them all, he then fights his main antagonist or his antagonist’s most skilled fighter. This formula can be clearly seen at work in the Game of Death, in which Lee’s character is in conflict with the local mafia. They kidnap Lee’s girlfriend and lure him into the restaurant, where he must pass three levels of increasing difficulty; the first level is the level of weaponry, the second level is the level of the Jujitsu Master, and the third level represents the greatest level of difficulty, that of the giant, Kareem-Abdul Jabbar, as Hakeem.
 
This formula has been reused in numerous games. The idea that the player should fight through levels filled with increasingly difficult opponents until you must beat the ‘end of level boss’ has been used in, to name but a few, Street Fighter II, Super Mario Bros., and Wolfenstein 3D. Game designers have only begun recently, with games such as Half-Life, to diverge from this repetitious paradigm.

3.4.2 Games made from films

The conversion of popular films to games is one of the most evident manifestations of cinema’s influence. Games based on film tie-ins frequently feature impoverished gameplay, with the appeal of the film being the key to marketing and selling the game. With a few notable exceptions, this particular aspect of the relationship between games and cinema has proved to be artistically substandard.
 This topic, along with other negative aspects of games imitation of cinema is explored in more detail in the next chapter.

3.5 Conclusion

Game developers have always looked to other media for inspiration in their designs. Media, such as television and cinema, have all been drawn on, in order to add sophistication to games. Bolter and Grusin have proposed the theory of remediation to explain why new media draw on older media. According Bolter and Grusin new media develop by remediating the representational techniques of older media. This remediation takes place so that a new media may generate immediacy or transparency, both of which are important aspects of games. 

Game designers have, in particular, sought to emulate cinema because of its popularity and relatively high standing within contemporary culture. A large number of films have been remade into games, and the excellent use of tempo within Resident evil is one of several examples of cinematic techniques being reused in game design. Cinema too, has been influenced by games, but not to the same extent as games have been by cinema. There are a number of reasons for this. The most significant of which is that a lot of the artistic strategies used in games are unsuitable for use within filmmaking because of the differences between the two media. In addition, despite the successful reuse of some cinematic techniques, the fundamental differences between the two media means that not all cinematic techniques can find a home within games. The desire to create cinematic games coupled with the unsuitability of reusing most cinematic techniques within game design, leads to the central thesis of this piece; that cinema has become an overbearing influence in game development. This idea is explored more fully in Chapter 4.

Chapter 4 - The Negative Influence of Cinema on Games

4 Introduction

The last chapter showed how and why games have been influenced by a number of different media, the clearest influence being cinema. Most of these influences have been assimilated into games to the extent that it is difficult to detect their original sources. Games have taken many aesthetic strategies from cinema that designers have been unable to blend seamlessly into the fabric of games. If, as Chapter 3 highlighted, games have benefited from using cinema as a source of inspiration, this chapter, will seek to show that the influence of cinema on game design, has become overbearing. Game developers have attempted to use cinema as the template for aspects of game design that are stifling the medium’s inherent qualities. Designers who seek to “achieve aesthetic recognition by giving themselves over to ‘cinema envy’”
 are not fully embracing or exploiting the medium.

4.1 The Specificity of a Medium

To design content for a particular medium, it is important that the author is aware of the strengths and weaknesses of the delivery platform. The way that a journalist writes for a newspaper is markedly different to the style of a novelist. A newspaper article must be concise and to the point, and has developed a unique style where the story is headlined and then retold with increasing detail over the course of an article’s paragraphs. A novel being longer can develop more slowly and creatively, with the best parts of the story being revealed or withheld in order to provide suspense or to shock the reader. These techniques have developed over time to make best use of their respective formats. A newspaper story must deliver news concisely. The style of writing that makes an article appropriate for delivery in a newspaper is what also makes it unsuitable as a style for use in a novel. 

Media can be distinguished from one another because each has its own way of being consumed by their audiences. An author must understand the peculiarities of a specific medium, and the way in which it is consumed, before they can exploit it. An author, who attempts to transplant devices from one medium into another risks confounding and disappointing expectations, and failing to exploit the strengths of the medium.

4.2 Pressure From Marketing and Publisher

The high cost of producing games engenders a desire within the companies financing games production to ensure a return on their investment. In most popular mass culture, this has seen a cautious approach to creating content. There has been a streamlining of the creation of content, be it music, films or games, that has seen the removal of as many variables as possible in order to produce content that can be easily quantified and accounted for. Companies are reluctant to take risks and the simplest way of avoiding them is to repeat previously profitable formulae, or in the case of a developing medium, such as games, to adopt the techniques of the more developed and superficially similar medium of cinema. Designers are reliant upon the finance provided by publishing companies to create games. This has seen the production of numerous games based on Hollywood films and characters
, or the construction of games that can be marketed and sold on the strength of their cinematic aesthetics and sensibilities
.

4.3 Film Tie-ins

The most obvious example of cinemas influence on games is the large number of film related spin-off games that are produced. This type of relationship has been in existence from the earliest days of gaming. There have been games based on E.T., in 1983, to the Matrix Reloaded, in 2003. The use of film licenses as the basis for games has frequently proved popular, but are rarely critically acclaimed. Most games arising from this dynamic are viewed by many gamers and reviewers as, “transparent attempts to cash in on successful film franchises with products that lack much in the way of compelling gameplay”.
 Over the years, developers have been able to sell games on the strength of the film franchise that the game is based on. Film based games suggest their own narrative, this eliminates one possible aspect of game development. This coupled with the resources used in acquiring the licensing rights further reduces a developer’s ability to create an original game. At any given time, a significant number of the best selling games will be film related, but film rights do not always guarantee a return on a publishing company’s investment. In 1983 Atari spent $21 million dollars on acquiring the rights for making an E.T. game. The game was made in five months, but it was a substandard game, and only one million copies of the six million manufactured were sold. Atari ended up having to bury the surplus games in a secret landfill in Alamogordo, New Mexico.
 The game precipitated Atari’s demise. 

Even today, the desire to make the most of a game’s film links can prevent the completion of a quality game. The unhealthy imbalance in the relationship between games and cinema is evident in the progression of the Tomb Raider series of games. This series has been exceptionally popular since it was first release in 1996. It was so popular that it was made into a reasonably successful film, which also spawned a sequel that was released in 2003. Since the release of the first film, Core, the game ‘s developers have remodelled the game’s central character, Lara Croft, to look more like Angelina Jolie, the actress who plays Lara Croft in the film. This was despite the fact that certain audiences such as the Japanese, believed that the character was already too film like.
 The latest instalment of the game, Tomb Raider: The Angel of Darkness, was released to coincide with the 2003 summer release of the latest film. In order to make the summer release the game was rushed and received a critical panning.
 The concurrently released film did not perform much better and had dismal opening weekend figures, with Paramount Pictures blaming the poor quality of the game on the films poor showing at the box-office.

4.4 Cinema Envy

Cinema enjoys a “standing higher in our dominant cultural hierarchies than… videogames, a factor that adds to its potential appeal to the games industry”.
 This ideology has encouraged the creation of games that are based on films, as well as games that borrow from particular cinematic techniques. Two groups within the games industry have driven forward the use of cinema as a source of inspiration for game design. The first group consists of game publishers, who are keen to cash in on the marketability of cinema. The second are the designers, such as Hideo Kojima, who seek to use cinema as a reference point for the creation of their games. Designers such as Kojima, have been accused of being consumed by ‘cinema envy’
; the desire to create games that aspire to the cinematic. This is an aspiration to create games with cinematic narratives, spectacular set pieces, and film-style locations. In attempting to create cinematic games, there is a risk that specificity of an emerging medium will be lost in the race to emulate cinema. Cinema envy in conjunction with laziness has led to “…the slavish plagiarism of the same old cinema aesthetics”, which in turn has led to an artistic stasis with games being stuck in an “…arrested adolescence”.

Poole’s belief that games exist in an “…arrested adolescence” is also evidenced in the clichéd design of games characters. A huge number of characters seemed to be based on the most generic film characters. 

Lara Croft, Jin Kazama from Tekken 3, or Solid Snake from MGS…borrow from cinematic convention of costume and coolness. It is almost certainly no coincidence that Metal Gear Solid’s cigarette-loving, husky voiced hero shares one of his names with Kurt Russel’s character in Escape From New York, Snake Pliskin. Jin Kazama in Tekken 3 is an idealised amalgam of body-building action grunts such as Schwarzenegger and martial arts movie heroes
 

The stereotypical, emotionally arrested, action movie hero forms the blueprint for countless characters in games. Games such as Doom, Duke Nukem, Max Payne, and Grand Theft Auto III all feature avatars appropriated from cinema.     

4.5 The Negative Impact From Games Imitating Cinema

The strategy of imitation has proved useful in the short term. Mimicking cinema has given designers, some ready-made devices and techniques, that both time and popularity have shown work within a visual medium. The problem remains, however, that as both media place different roles on their audiences, there is a limit to the extent that it is possible to use cinema as a template for game design. While a film will provoke varying responses from a viewer, this interaction occurs in only one direction. This contrasts fundamentally with the relationship between a game and its player. Like a film, a game too provokes reaction from a player, but the player can also exert some control over the game. This interaction lies at the very heart of game design.

4.5.1 User-Centred Design

The whole game creation process should be designed around reflecting the needs of the user effectively and quickly in the final product.
 This, indeed, is the case with the design of all software and hardware that mediates between people and computers. Moreover, while the director of a film must also be conscious of the intended viewer, they have complete control over what is presented to the viewer. As this is not the situation with a person playing a game, a games developer must consider this during the design stage. The more user-centred the design process is, the better the experience for the user will be. This reveals the dilemma at the heart of importing cinematic techniques into the medium of games. Film creators formulated techniques, which took into account both the nature of the medium and the relationship of the medium to its audience. 

4.5.2 The Conflict Between Visual Style and Game Resources

The greatest similarity between games and cinema is the fact that both are visually intense media. The visual style of a game and the look of the elements within it are therefore the parts of that can be most easily influenced by cinema. The importance of visual sophistication in games has grown as the power of the machines running them has increased. The fact that it is popular to market games on the cinematic quality of their visuals is one of the main reasons for this constant drive to create processor intense graphics. 

A game can be sold on the strength of its graphics, without the player ever having sampled its gameplay. Numerous games, notably Myst, prioritise visual splendour over gameplay. In addition, despite the limited nature of Myst’s gameplay, it has sold millions of copies and received acclaim from media academics, who viewed it as the closest approximation of an interactive film yet seen. 

There is, however, a cost in terms of resources, to be paid for the use of sophisticated visuals. A significant amount of development time and focus must be spent on creating the sophisticate visuals, to the detriment of other aspects of the game development. And while the look of a game is very important, the commercial and artistic standing of games such as Tetris and Pokemon would indicate that the core components of the game experience, lie beyond a purely visual dimension. These games were designed for use on the Game Boy, which was developed at the end of the 1980’s. The portable and compact nature of Game Boy meant that by necessity it was a relatively primitive gaming platform. The extremely limited resources within the Game Boy, meant that game designers had to carefully choose the amount of emphasis they placed on graphics or gameplay. Tetris and Pokemon succeeded despite their apparent graphical limitations, because their developers concentrated on usability and interactivity, which is where these games excel.  

These examples help show that, not only is there a choice to be made between visual splendour and gameplay mechanics during development, but also that there is a conflict between the two, for machine resources at runtime. The designs of Pokemon and Tetris were informed by an understanding of the qualities that make a game fun for the player. Their designers also understood that the performance of the game’s platform at runtime impacts upon the player’s experience. When designers make plans without sufficient grasp of technology and engineering, they often fail to create a successful game.
   This is because there is always conflict for shared machine resources with a complex piece of software like a game, which performs several tasks at once, presenting visual information to a player, while instantly responding to a player’s inputs. Therefore, designers must sacrifice graphical detail in order to preserve the gameplay mechanic or vice versa. Consequently, creating a game with cinematic aesthetics can leave developers without the necessary resources to create a playable game, or overwhelm a platform without sufficient resources to successfully execute it.

4.5.3 The Importance of Usability

The principle of usability is an area where the separation between games and cinema becomes clearly apparent. Games require an exceptionally high degree of usability; this is not an issue film producers have to contend with. As a result, film producers have developed techniques that work well within cinema (e.g., fast editing, unusual camera angles, convoluted narratives) that can be used successfully in that medium. These, however, are largely unsuitable for use in games. The players angle of perspective must remain consistent or the game becomes confusing and ultimately frustratingly. A game like Resident Evil uses a number of different cinematic camera angles to enhance atmosphere and suffers from usability problems as a result. The camera angles that add to the game’s tension do not necessarily aid ease of use for the player.   

Another way, in which usability can be compromised, is if in attempting to mimic the visual aesthetics of cinema, the strain placed upon machine resources at runtime prevents appropriate response times, and amplification of input by the machine to the players interaction. Suitable response to the player is important in the creation of immersion and the gameplay dynamic.

4.5.4 The Conflict Between Realism and Usability

The evolution of various gaming platforms has presented designers with increasingly powerful tools with which to create their games. This has fostered the desire to develop ever more realistic visuals and game worlds. Game developers have sought to do this for a number of reasons; the simplest being the challenge, for designers, of stretching their skills and eliciting performance from various platforms. When technology was simple, developers had to concentrate on gameplay, as visuals could never be much of a selling point, whereas it is now possible to produce lavish visuals, which appear cinematic, and give games an aesthetic legitimacy. 

The emphasis on realism has, however, had a series of undesirable side effects. The construction of realistic worlds and characters has negatively impacted upon usability and at the same time reveals a lack of artistic invention. In creating realistic looking games the player controlled characters must also behave in an appropriately realistic manner. This, however, is not always adequate for providing the player with adequate control and usability. A player-controlled character that responds to player commands in a way that simulates reality with realistic actions and speed of movements, does not necessarily translate well into a usable game mechanic. While the use of the same old locations, the haunted house or the warehouse, have all been witnessed numerous times before in films, and are clearly derivative. 

The fact that realism does not translate directly onto a game as it might with a film can be seen most clearly in two contrasting examples. Perfect Dark and Legend of Zelda: The Wind Waker were both well financed and completed over a couple of years, but placed different degrees of emphasis upon cinematic realism. 

Perfect Dark’s designers, Rare, placed great emphasis upon creating a cinematic world within the game. Perfect Dark provides several highly detailed, yet clichéd locales for the player to explore, with levels that mimic Blade Runner and Alien. Moreover, as Poole correctly noted, the game’s usability is destroyed because “the game’s inadequate temporal resolution – owing to a wrong-headed choice to privilege visual detail over frame-rate made it unplayable at higher difficulty levels”.
 In constructing a cinematically true-to-life world, the designers of Perfect Dark ended up creating a game low on originality and flawed by usability issues. 

In Legend of Zelda: The Wind Waker, its developers, Nintendo, created a uniquely unrealistic yet coherent and original world, deliberately choosing a cel-shaded animation technique, which gave the game a very stylised look. The appearance of the game is quite removed from the realistic look of games such as Perfect Dark, and it initially provoked an extremely negative reaction from gamers raised on the idea that every new release should be more realistic and cinematic than the last. The designers of the game deliberately tried to give the game a graphical style that was appropriate to the nature of the game they were producing.             

We were confronted with a problem that if we went forward with a much more realistic graphic of Link [the main character], we may have had a big problem with being comfortable playing with the Link character in the realistic game world. If Link is just walking and if he makes three steps, he would walk a metre away. In the real gameplay it is not natural, it does not make sense in terms of gameplay.
 
Nintendo chose a visual style that aided usability, and as a result, gameplay, deliberately avoiding the problems encountered by Rare in Perfect Dark, which prioritised a cinematic visual style over gameplay.

4.6 The Conflict Between Cut-Scenes and Gameplay

Designer’s attempts to add more narrative and character depth to games have led them to turn to “…film, as typified by ‘classical’ Hollywood cinema. Albeit in primitive form, short films called cut-scenes”. Sacha Howells concludes that it is telling that cut-scenes are occasionally referred to as “cinematics”.
 These are scenes in a game when the player’s involvement stops and they become passive viewers of visual information displayed by the game on the screen. Games such as Final Fantasy VII and Metal Gear Solid feature several hours of lavishly pre-rendered cut-scenes. They allow ample opportunity for designers to indulge their cinema envy, and provide great footage for marketing games, yet they are perhaps the most misused element of game development. Zimmerman warns that, “mistaken attempts to apply the skills and methods of Hollywood to … gaming resulted in CD-ROMs bloated with full-motion video sequences and lacking meaningful gameplay”.
 Cut-scenes are being used by designers to incorporate film-like qualities into games; but they diminish gameplay. 

Howells identifies cut-scenes as serving three roles. They can act as a selling point, as a narrative segment, and as a reward.
 

Ben Calica asserts that the use of cut-scenes as a selling point is their biggest drawback.
 When cut-scenes are done in a similar visual style as the game (but with enhanced rendering), this leads to disappointment for the player when they view the actual gameplay graphics.
 This is especially true of marketing, where the game’s pre-rendered graphics are showcased in order to catch the attention of gamers, despite the fact that the in-game graphics are of an inferior quality. Another problem is that pre-rendered graphics cannot take into account the state of play in the game.
 Therefore, continuity issues are a common occurrence, where a player has recently collected an item during gameplay, yet this is not shown in the pre-rendered cut-scene, leading to a discontinuity of the playing experience and immersion. These problems are exacerbated when a game must pause to load large pre-rendered animations. Upon the loading of the pre-rendered animations, the mixing of media of the in-game graphics versus the pre-rendering is clear, further disrupting the flow a game. 

The second function as outlined by Howells, is that cut-scenes are currently the preferred method for developing narrative in games.
 Developers such as Square, place a great deal of emphasis on the narrative in their Final Fantasy series of games. Screenwriters were employed to create the involving and well-crafted stories in the Final Fantasy series, from Final Fantasy VII onwards.
 In order to get across the complicated narratives, players must sit through lengthy cut-scenes. Therefore, it is perhaps the absence of interactivity, which is in fact the greatest drawback of cut-scenes. To sum up,  

The player learns the rules of interacting with the game’s universe … then when a cut-scene starts he or she is abruptly wrenched out of this established world and thrust into a new one, where the role of active participant is abandoned.
 

4.6.1 The Conflict Between Narrative and Interactive Freedom

Narrative in games is a problematic and contentious issue. It is an area of games that developers are looking to advance. It is often criticized for lacking in the storytelling guile of other media such as cinema and literature.
 Some developers, such as Square, with their Final Fantasy series of games, and Hideo Kojima with Metal Gear Solid, set out deliberately to create involving cinematic narratives, and these games have enjoyed huge success. Other developers, such as Nintendo, place very little emphasis upon narrative, instead choosing to hang their games on very simple narrative hooks based on age-old tales of rescuing princesses, such as in their Mario and Zelda games. These different approaches are reflected in the ongoing dispute within the small but growing arena of games academia. 

Those who seek to downplay the significance of narrative within games do so because “interactivity is almost the opposite of narrative; narrative flows under the direction of the author, while interactivity depends on the player”.
 The games produced by Nintendo would seem to suggest that they agree with this philosophy as their games typically have a minimalist narrative and a large amount of interactivity. In Nintendo games, the narrative is contrived and must occasionally be compromised so that the player always has the skills or items needed before they reach certain critical stages of a game. Within the narrative of a game, they will gain the magic item needed to defeat an enemy, before they actually reach that enemy. Yet, these games always contain what could be said to be a “…broad narrative exposition to create a framework within which localized actions become meaningful”.
 In such games, narrative is needed to give context to the player’s actions and to enhance the appreciation of what is happening within the game (see section 2.3.6).

A problem arises when developers place too much emphasis on narrative in an attempt to produce a more cinematic experience. Kojima’s Metal Gear Solid was largely praised for its complex narrative, though many criticised a story that necessitated the player to sit through long cut-scenes and conversations between the characters.
 One critic suggested that “in a very Hitchcokian gesture Kojima structures the entire game around a plot twist no one will see coming”.
 As the game and plot reach their conclusions, however, the number and length of expository cut-scenes increase and begin to stifle the game, with the player left to sit and watch, as opposed to interact and play. One cut-scene near the end is more than half an hour long, while a conversation between two characters is almost 20 minutes long. Kojima does this so he can achieve the large cinematic narrative he seeks. The only way Kojima could explain his complex tale to the player, was to present them with non-interactive interludes, where the author’s voice can be heard uninterrupted.

There are many reasons for why, as Juul observes, “games and stories actually do not translate to each other in the way that novels and movies do”.
 Juul argues persuasively that “there is an inherent conflict between the now of the interaction and the past or “prior” of the narrative. This is because in the classical narratological framework that is found in cinema, books or theatre, there are two types of time”.
 There is the time during which the story took place and the time during which the story is told. The audience cannot influence the outcome of these stories because they have already occurred. Therefore, it is clear to the audience that they sit and watch in the present, events that have already taken place. The principle of interactivity removes the separation between these two types of time. The narrative in a game must take place and be consumed in the present so that the player can interact with it. The second part of Juul’s argument that “the relations between reader/story and player/game are completely different”,
 is in keeping with the principle already stated, that the author must be aware of the peculiarities of the medium they are working with, and the way that it is used by its audience.

4.7 Conclusion 

This chapter has attempted to show that the impact of cinema on games has not been entirely positive. There are basic problems associated with using techniques developed for one medium in another. Unless an author is conscious of the characteristics of the medium they are working with, and the way that the user consumes it, they will struggle to create accomplished content. The similarities between games and cinema, and the cachet attributed to the latter, means that the game developers frequently look to cinema for inspiration, and not always fruitfully. When game developers attempt to imprecisely use techniques developed for cinema in constructing their games, they diminish some of the qualities essential to the gameplay experience. Film licenses are repeatedly used to add substance to games with little gameplay value. This unconcealed attempt to cash in on film associations, will eventually give rise to consumer apathy, as has happened in the past. Designers, who indulge their cinema envy, using bland or inappropriate cinematic devices in their games, are not fully exploiting the medium or offering the player sufficiently usable games. Emphasis of graphical realism can reduce usability, while the more narrative a game contains, the less interactivity there can be for a player to explore. There is no doubt that narrative and graphical brilliance enhance a game, but they cannot be allowed to curtail usability and interactivity, for these latter qualities are the very bedrock of the gameplay experience. This is because “even watching the most ‘cinematic’ of videogames is still like watching a really bad, low-resolution film. A videogame is there to be played”.
 

Potentially most significant aspect of over-reliance on cinema as a reference point in the creation of games is that it impedes the evolution of a true game aesthetic. In addressing the Games Developers Conference in 1999, Shigeru Miyamoto urged developers to make the most of the medium games, “the beauty of interactive media is it is different from other types of media, so we need to concentrate on those differences”.
 The aspiration of simulating cinema prevents designers from fully exploiting the specificity of games, and slows the maturation of the medium beyond its emotionally arrested adolescence.      

Chapter 5 - Conclusion

5 Introduction

The evolution of games has enabled the qualities essential to the medium to be discerned. These are the qualities that distinguish games from other media, and that need to be fully exploited so that the medium may artistically and financially flourish. Drawing on other media can enhance these qualities, but if the referencing of other media becomes an unquestioning plagiarism, the uniqueness and potency of games can be lost.

5.1 Summation

Cinema has become an overbearing influence in game development and its expressive methods are being inappropriately applied in game design. The artistic techniques used in designing games should be considerate of the strengths and weaknesses peculiar to the medium, and so logically cannot be imported wholesale from other media. To fully embrace the medium of games it is necessary that appropriate expressive techniques be used in game creation.

The bonds between cinema and games have grown strong and numerous. These are illustrated in the mutual adoption of aesthetics, one from the other, and in the production of game related films and film related games. Both media are seeking to profit from the popularity of the other. Cinema’s reuse of certain game-like qualities to enable cinema to innovate by drawing on the freshness of games. Conversely, games appropriate cinematic conventions so that some of the cultural significance and artistic ripeness of film may be absorbed.    

One connection shared by games and cinema is the use of cinematic techniques used in the construction of games. Cinema has developed expressive strategies and a cultural standing that game designers envy. This envy, along with the apparent similarities of the two media, has meant that a considerable number of game designers seek to emulate cinema and its representational strategies. A number of these strategies are being inappropriately used within game design. The desire to give a game a cinematic visual style can place a strain on finite computer resources that causes usability problems and diminishes gameplay. Incorporating a cinematic narrative can obscure gameplay and reduce interactive freedom, and in association with this, the use of cut-scenes further reduces interactivity. In addition to these, there is the reuse of film locales and the incorporation of clichéd characters based on film archetypes. This emulation of cinema prevents game designers from creating imaginative games that might better exploit the medium.

The large number of film and game tie-ins are another example of cinema’s connection with games. The direct film and game tie-ins have largely failed to contribute to the growth of either medium and have been criticised for their transparent profiteering. The films made out of game franchises have been unpopular with the critics and the public. Games made out of popular films have traditionally sold well because of their movie associations, but have typically featured impoverished gameplay. In the long term, if a large proportion of the games bought are of a poor quality, consumers can become apathetic. 

In the years 1983 and 1984 the games industry suffered a massive decline in popularity and profitability.
 Up until this point, games had been very successful, but this changed when the market became saturated with unoriginal low quality games that caused dissatisfied consumers to stop buying them. The market crashed and it seemed, at the time, that games might have been nothing more than a passing fad. The market eventually recovered with the release of original and innovative games, such as Super Mario Bros.; highlighting the importance of good games in maintaining the health of the market. Nonetheless, history could repeat itself if developers continue to release bland games and cynically exploit film tie-ins. A steady flow of quality games is needed if games players are to be retained as games buyers.   

In conclusion, designers are increasingly reusing cinematic methods to embellish the gameplay experience, however, this imitation is in fact stifling the unique aspects of games because cinematic techniques cannot provide for them. In considering the reuse of existing techniques for use in digital media Steven Holtzman concludes that this reuse is a;

…transitional step that allows us to get a secure footing on unfamiliar terrain. But it isn’t where we’ll find the entirely new dimensions of digital worlds. We need to transcend the old to discover completely new worlds of expression. Like a road sign, repurposing is a marker indicating that profound change is around the bend.

Game designers in the future should not enviously look to any one medium for inspiration. They should instead concentrate on the differences that separate games from other media. Concentrating on the differences means that the essential qualities of the medium, such as gameplay and usability, will be privileged above all else in the production of games. It is these unique aspects of games that should be explored more fully, and accentuated in the future. In doing this the overt bonds with cinema will dissolve and developers will finally exploit, and fully embrace, the medium of games.     

Bibliography

Adams, E. 1999, The Designer's Notebook: Three Problems for Interactive Storytellers, [Online], Gamasutra,

<http://www.gamasutra.com/features/designers_notebook/19991229.htm> 

[10 May 2003].

Barwood, H. 2000, Cutting to the Chase Cinematic Construction for Gamers, [Online], Gamasutra, <http://www.gamasutra.com/features/20000518/barwood_01.htm > 

[12 August 2003].
Bolter, J. & Grusin, R. 1999, Remediation: Understanding New Media, MIT Press, Massachusetts.

Bryce, J., & Rutter, J. 2002, ‘Spectacle of the Deathmatch: Character and Narrative in First-Person Shooters’, ScreenPlay: Cinema/Videogames/Interfaces, eds G. King & T. Krzywinska, Wallflower, London, pp. 66-80.

Calica, B. 1998, Cutting Cut-scenes, Or How To Stay Under 5 CDs And Still Have a Fun Game, [Online], Gamasutra, <http://www.gamasutra.com/features/game_design/rules/19980717.htm> 

[12 August 2003].
Carless, S. 2003, Marc Laidlaw On Story And Narrative In Half-Life, [Online], Gamasutra
<http://www.gamasutra.com/features/20030808/carless_01.shtml> 

[23 August 2003].

Chen, J. 1996, Game of Death, [Online], <http://www.ocf.berkeley.edu/~chenj/brucelee/game_of_death.html> 

[18 August 2003].
Crawford, C. 2002, Understanding Interactivity, [Online], <www.erasmatazz.com/book.html> [29 July 2003].

Crawford, C. 1994, ‘Asymmetric Interactive Relationships’, Interactive Entertainment Design, [Online], vol. 8,
<http://www.erasmatazz.com/library/JCGD_Volume_8/Asymmetric_Relationships.html> [23 July 2003].

Crawford, C. 1993, ‘Fundamentals of Interactivity’, Interactive Entertainment Design, [Online], vol. 7,

<http://www.erasmatazz.com/library/JCGD_Volume_7/Fundamentals.html> 

[23 July 2003].

Crawford, C. 1982, Art of Computer Game Design, [Online],

<http://www.vancouver.wsu.edu/fac/peabody/game-book/Coverpage.html> 

[10 May 2003].

Eskellinen, M. 2001, ‘The Gaming Situation’, Game Studies: The International Journal of Computer Game Research, [Online], vol. 1, no. 1, <http://www.gamestudies.org/0101/eskelinen/> [12 May 2003].

Eurogamer, 2002, Reviews, Metal Gear Solid 2: Sons of Liberty, [Online], <http://www.gamerankings.com/itemrankings/simpleratings.asp> 

[26 August 2003].

Fahey, R. 2003, Eidos moves Tomb Raider away from Core, [Online], <http://www.gamesindustry.biz/content_page.php?section_name=pub&aid=200> [20 August 2003].   

Frasca, G. 1999, Ludology Meets Narratology: Similitude and Differences Between (Video) Games and Narrative, [Online], <http://www.jacaranda.org/frasaca/ludology.htm> [12 May 2003].

Gamerankings, 2003, Reviews of Half-Life, [Online],

<http://www.gamerankings.com/itemrankings/simpleratings.asp?itemname=half-life> [13 August 2003].

Grieb, M., 2002 ‘Run Lara Run’,  

ScreenPlay: Cinema/Videogames/Interfaces, eds G. King & T. Krzywinska, Wallflower, London, pp. 157-170.

Holtzman, S. 1997, Digital Mosaics: The Aesthetics of Cyberspace, Simon & Schuster, New York.
Howells, S. A., 2002 ‘Watching a Game, Playing a Movie: When Media Collide’,  

ScreenPlay: Cinema/Videogames/Interfaces, eds G. King & T. Krzywinska, Wallflower, London, pp. 110-121.

IGN Entertainment, 2003, Ratings Guide, [Online], 

<http://games.ign.com/ratings.html?ui=IgnRatingsBox> [1 September 2003].

Iuppa, N. V. 2001, Interactive Design for New Media and the Web, Focal Press, Boston.

Jenkins, H. 2003a, Games, The New Lively Art, [Online] 

<http://web.mit.edu/21fms/www/faculty/henry3/GamesNewLively.html>

[21 August 2003].

Jenkins, H. 2003b, ‘Games on the Threshold of Art: Lecture by Henry Jenkins’, Report by Velikovsky, J. T., Magill Campus U.S.A, [Online], 

<http://athene.riv.csu.edu.au/~mkavakli/seminars/itc108/ > [15 August 2003]

Jenkins, H. 2002, Game Design as Narrative Architecture, [Online]

<http://web.mit.edu/21fms/www/faculty/henry3/games&narrative.html> 

[12 May 2003].

Juul, J. 2001, ‘Games Telling Stories?’, Game Studies: The International Journal of Computer Game Research, [Online], vol. 1, no. 1, <http://www.gamestudies.org/0101/juul-gts/ >[13 May 2003].

King, G. & Krzywinska, T. (eds.) 2002, ScreenPlay: Cinema/Videogames/Interfaces, Wallflower, London.

Li, F. 2000, Lecture on Interactive Computing, [Online], <www.bmrc.berkeley.edu/courseware/cs160/fall00/ Lectures/disc2> 

[29 July 2003].

Lindley, C. A. 2000, The Gameplay Gestalt, Narrative, and Interactive Storytelling, [Online], <http://www.interactiveinstitute.se/zerogame/pdfs/cdgclindley.pdf> 

[11 May 2003].

Lunenfeld, P. 1999, Digital Dialectic: New Essays on New Media, MIT Press, 

Massachusetts.

Mactavish, A. 2002, ‘Technological Pleasure: The Performance and Narrative of Technology in Half-Life and other High-Tech Computer Games’, ScreenPlay: Cinema/Videogames/Interfaces, eds G. King & T. Krzywinska, Wallflower, London, pp. 33-49.

McLuhan, M. 1994, Understanding Media: The Extensions of Man, MIT Press, Massachusetts. 

Miyamoto, S. 2003a, Legend of Zelda, The: The Wind Waker, Developer Interview, [Online], <http://www.nintendo.com/games/gamepage/developerinfo.jsp?gameId=823> 

[28 August 2003]

Miyamoto, S. 2003b, Shigeru Miyamoto Roundtable 2003, [Online], <http://games.kikizo.com/news/200302/005.asp> [28 August 2003].

Miyamoto, S. 1999, Game Developers Conference: Keynote Speech by Shigeru Miyamoto, [Online], <http://ign64.ign.com/articles/067/067394p1.html> 

[29 August 2003].

Murray, J. 1998, Hamlet on the Holodeck: The Future of Narrative in Cyberspace, MIT Press, Massachusetts.

Nielsen, J. 2003, Jakob Nielsen's Alertbox: Usability 101, [Online],
<http://www.useit.com/alertbox/20030825.html > [26 August 2003].

Poole, S. 2000, Trigger Happy: The Inner Life of Videogames, Fourth Estate, London. 

Smyth, C, 2003, History of Gaming, [Online], <http://www.cube-europe.com/special.php?sid=history3> [24 August 2003].

Swartout, W. & Van Lent, M. 2003, ‘Making a Game of System Design’, Communications of the ACM, vol. 46, no. 7, pp. 32-39.

Sykes, J. B. (ed.) 1987, The Concise Oxford Dictionary of Current English, Clarendon Press, Oxford.

Walther, B. K., 2003, Computer Game Spaces: 

Genealogy, Classification, and Reflection, [Online],

< http://www.sdu.dk/Hum/bkw/gamespaces-reduced-BKW-03.pdf> [10 September].  
Weise, M. 2001, Metal Gear Solid 2: Sons of Liberty, [Online], <http://www.gamecritics.com/review/mgs2/main.php?auth=1> [26 August 2003].

Whitton, M. C. 2003. ‘Making Virtual Environments Compelling’, Communications of the Acm, vol 46: 7, pp. 40-47.

All game guide, 2003, AMG: All Media Guide, [Online]

<http://www.allgame.com/> [10 September 2003].

Gameography† 
Donkey Kong, 1981, Nintendo Co. Ltd, Nintendo of America, Inc., Arcade.

Doom, 1993, id Software, id Software, P.C. DOS. 

Dragon’s Lair, 1983. Magicom Multimedia, Cinematronics, Arcade.  

Duke Nukem, 1991, Apogee Software Ltd., Apogee Software Ltd., PC DOS.
E.T.: The Extraterrestrial, 1983, Atari, Inc., Atari Inc., Atari 2600.
Final Fantasy series I – IX, 1990 - 2003, Square Enix Co., Sony Computer Entertainment America, Inc., Nintendo Entertainment System, Super Nintendo Entertainment System, PlayStation, PlayStation 2.††
Final Fantasy VII, 1996, Square Co., Sony Computer Entertainment America, Inc., PlayStation.

Grand Theft Auto III, DMA Design Ltd., Rockstar Games, PlayStation2

Half-Life, 1998, Valve Software, Sierra On-Line, Inc., P.C. Win. ’95.

Legend of Zelda: The Wind Waker, 2003, Nintendo Co. Ltd, Nintendo of Europe, Inc., GameCube.

Mario Bros I-VII, 1983 –2003, Nintendo Co. Ltd, Nintendo of America, Inc., Nintendo Entertainment System, Super Nintendo Entertainment System, GameCube.††
Max Payne, 2001, Remedy Entertainment Ltd., GodGames, Win. ’95.

Metal Gear Solid, 1998, Konami Computer Entertainment Japan Co., Ltd., Konami of America, Inc., PlayStation.

Metal Gear Solid 2: Sons of Liberty, 1998, Konami Computer Entertainment Japan Co., Ltd., Konami of America, Inc., PlayStation 2.

Myst, 1994, Broderbund Software, Keyboard Mouse, Macintosh.
Pac-Man, 1980, Namco Ltd., Midway Mfg. Co., Arcade.

Perfect Dark, 2000, Rare Ltd., Rare Ltd., Nintendo 64. 
Pokemon, 1998, Game Freak, Inc., Nintendo of America, Inc., Game Boy.
Pong, 1973, Atari, Inc., Atari Inc., Arcade.

Resident Evil, 2002, Capcom Co., Ltd., Capcom U.S.A., Inc., GameCube.
Rogue Leader, 2001, Factor 5, Lucas Arts, GameCube.

Silent Hill, 1999, Konami Computer Entertainment Kobe (KCEK), Konami of America, Inc., PlayStation.

Space Invaders, 1978, Taito Corporation, Taito America Corp., Arcade.

Spacewar, 1962, Russell, S.

Street Fighter II, 1991, Capcom Co., Ltd., Capcom U.S.A., Inc., Arcade.

Super Mario Bros., 1985, Nintendo Co. Ltd, Nintendo of America, Inc., Nintendo Entertainment System.
Tekken 3, 1998, Namco Ltd., Namco Hometek, Inc., PlayStation.

Tennis for Two, 1958. Higinbotham, W. 

Tetris, 1989, Pajitnov, A., Nintendo of America, Inc., Game Boy.

Tomb Raider, Core Design Ltd., Eidos Interactive, PlayStation. 

Tomb Raider: The Angel of Darkness, 2003, Core Design Ltd., Eidos Interactive, PlayStation 2.

Winning Eleven 6: Final Evolution, 2003, Konami Computer Entertainment Kobe (KCEK), Konami Computer Entertainment Japan Co., Ltd., GameCube.
Wolfenstein 3D, 1991, Apogee Software Ltd., Apogee Software Ltd., PC DOS
Zelda I –VI, 1987-2003, Nintendo Co. Ltd, Nintendo of America, Inc., Nintendo Entertainment System, Super Nintendo Entertainment System, GameCube.††
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