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1.   Introduction

The purpose of this project is partly to gain knowledge and understanding, about designing a cut scene in a computer game and to gain a better insight into cut scenes. 

2.   Problem focus
On the basis of the given project in the course “Advanced 3D Modelling”, we would like to implement a theoretical part, concerning creation of characters in computer games.  We will also describe various theoretical aspects in the concept of cut scenes in computer games. 

3.   Method

This project has its roots in the course “Advanced 3D-modelling”. The work with the 3D-animation started as an assignment given by our teacher, and the focus was to make a cut scene for a fictive computer game. The basic idea behind this was to give us an insight into 3D Studio Max. (+ konstruktive arbejdsmetoder?)
Later in the course we decided to expand the project and bring in a theoretical part, which would discuss various aspects of cut scenes. Because of this “work process” our cut scene is not based on any “legitimate” theory, since we already had made a substantial part of the actual design. 

A great deal of our theory is of course founded on the practical experiences we have gained during the construction of our cut scene.

This project consists of two aspects: a practical and a theoretical.

In the theoretical part we will try to cover different subjects with relation to our cut scene and computer game design in general.

It is not our intention to use the findings in the theoretical part as guidelines in designing the cut scene. The reason for this is that we already had made a substantial part of the 3D-scenes before we started working on the theoretical part. (Gentagende i forhold til sidste sætning i øverste afsnit – drop én af dem)
This process, making the practical stuff first and then the theoretical, is not the normal procedure. Normally you first work with the theory and then the practical part. The problem that we might encounter by  ...?
4.   The idea behind the cut scene

This assignment first took of as a project in the course “Advanced 3d-modelling” on the IT-university. The task was to build an intro for a computer game and we had the opportunity to base our intro on a literary or visual source. (Gentagelse fra metodeafsnit)
We chose to base our animation on a sample of drawings from Venice, made by the French comic artist Moebius. In February of 1984 during the carnival, he held an exhibition in the Italian city of Venice. Here he also made a collection of drawings. Some appears to be realistic sketches while others are imaginative depictions of a Venice without water and the gondolas floating in midair.

Stemning mangler.

4.1   Why Moebius

We have often discussed why it was so obvious to use the drawings by Moebius as inspirational guidance for our project. In fact, already ahead of the start of the project we talked about using this universe as a base of inspiration. We haven’t reached a final conclusion on this subject, but there seem to be an atmosphere of lightness and airiness in his drawings which suits the computer generated  
5. The game 

Since this project started out as a 3D-project, there was little emphasis on the actual development of the game concept. We did however spend quite an amount of time, talking over the different genres.
5.1   The game concept

This game will take place in a dreamlike parallel universe. The scene will be set in a city very much like Venice. The “game Venice” however only resembles the Venice we know on the surface. The city is drained from water, and gravity doesn’t function in the way we are used to. Gondolas are floating thru the air, the gondoliers having total control over their vehicle.

The game could primarily be described as being in the adventure genre where the player will have to solve riddles in order to advance in the game. However we would also like to implement some important action elements as known from the more realistic, tactical first-person shooters.  We feel that this concept would not only correspond well with the atmosphere of mystery and weightlessness in the alien Venice of Moebius, but the contrast between the tranquility and ease of the adventure part and the hefty violence of the action part would make up for an interesting and innovative game play. As with most (all?) adventure games there will be some exploration and the overall story will show the player a large amount of this dreamlike Venice.

A twist to the story could be that the game is actually a dream, as it seams that this would correspond well with the atmosphere in Moebius universe.
6.  Game theoretical aspects

What is a cut scene?

To pinpoint what a cutscene is may not be as easy as it sounds. Most commonly cutscenes is perceived of as being non-interactive movies in between of levels in computer game. We believe that this is too narrow a description, which actually leaves out some interesting types of cutscenes. A much better description is found in Hugh Hancocks article about game design and cutscenes where he gives the following definition of what a cutscene might be.

“Perhaps the best definition of a cutscene is “any non-interactive storytelling or scene-setting element of a game”.”

(Hancock, 2002).

6.1  Conventions in cut scenes

Cut scenes in computer games rely heavily on the conventions of other medias.


6.2   What is the role of cut scenes?

Over the years cutscenes have developed and changed a great deal. From simple text-messages they have evolved into highly detailed 3D-animations. Most of the cutscenes in today’s games serves the same role as the first cutscenes in computer games, namely to tell the story that unfolds in front of the player.

6.3   Where do they appear?

Most games uses cut scenes, but it varies how they are presented and how what they look like.

Not all computer games have cut scenes, though. In almost every form of multiplayer games there are no cut scenes. In the huge online games called massively multiplayer online games (MMOGs) there are no cut scenes, but in many of the ordinary single player computer games there is. There are several reasons why there are no cut scenes in MMOGs. First of all the structure of these games makes it difficult to make use of cut scenes, because they do not include a story in the same way that many single player games do. MMOGs are huge online worlds populated by thousands of players, and this makes it impossible for the game developers to put a story in the game (at least a story like in single player games).

Cut scenes are not used in online games (hvad kan vi konkludere på det?). 

Hvis spilleren var nødsaget til konstant at følge spillets handling i real time, så ville det hurtigt risikere at blive kedeligt. Det vil også være tilfældet, hvis spilleren skulle sidde foran sin monitor og betragte gondolens færd mod sit bestemmelsessted i over en time.

In single player games cutscenes appear in different places.

6.3.1   At the beginning

It is a common practice to include a cutscene in the start of the game. This is what Kjær refers to as a prelude. The function of these types of cut scenes is to “tell the story up until the beginning of the game” (Kjær, 2002). Preludes place the player in the game world and explain the setting.

6.3.2   In between of levels

One of the most used cutscenes is the cutscene that the player encounters as he has completed one level in a game and is about to move on to the next one.

In a game such as Doom (Id Software, 1993) there were cutscenes between specific levels which consisted of a bunch of text that informed the player about the actual story in the game. 

In Hitman: Codename 47 (Eidos Interactive, 2000) this is also used, but instead of being only text it is full motion video.

The cut scene that we have made clearly belongs to this category. As mentioned earlier it is meant as what could be called a transport-scene, where the heroine travels from one part of the city to another.

6.3.3   In-game cut scenes

There are different kinds of in-game cut scenes and we will touch on some of them in this paper. What makes these kinds of cut scenes stand out compared to ones mentioned above is that they happen in the game while the player is playing the game.

The most well-known in-game cut scene is when the player talks to an NPC (non-player character). It is not every kind of conversation that can be characterized as a cutscene. If the player for instance is given the opportunity to choose his replies among different kinds of pre-made sentences then it is not a cutscene since the player still has the ability to interact with the game world. A conversation can be characterized as a cutscene when the player is not able to have an influence on the outcome of the conversation. This is for instance the case in Hitman: Codename 47 (Eidos Interactive, 2000) where the conversations are small movie-sequences where the player is only able to watch while the conversation takes place.

-- We are also going to talk about some very powerful cutscenes used in Silent hill 2. --

6.4   What is the problem with cut scenes?

The problem with cut scenes from a theoretical standpoint falls into three categories, namely: The loss of interactivity, the difference in graphics, and the overuse of cut scenes.

One of the most fascinating characteristics of computer games is interaction. During his actions the player is able to have an impact on the game world and have an influence on the story in the game (or at least the game gives him the illusion that he does
).

“Cut scenes have recently come under fire as being a blunt, inflexible method of communicating a story to a player. The fundamental argument in discrediting the cut scene technique seems to be that because cut scenes are non-interactive, they limit the player’s involvement with the game world.”

(Boon, 2001)

As Boon points out the problem with cut scenes is, that the minute they are activated they steals away the interactivity and remove the player from the game action. The role of the player changes and from being a part of the unfolding story he becomes a spectator in the same regards as if he was watching a movie (which he in fact in most cases are). Boon identifies two major problems with cut scenes.

“The main concerns regarding the use of cut scenes fall into two related categories; the over-use of cut scenes, and the non-interactivity of cut scenes.

(Boon, 2001)

A game like Metal Gear Solid 2 (Konami, 2001) for the PlayStation is a fine example of the use of particular long cut scenes, which can last for up to ten minutes or more. 

The over-use of cut scenes and the non-interactivity of cut scenes are not the only problems that cut scenes presents. Another problem is the graphics. Most often the graphics used in cut scenes differs greatly from the graphics that the player is presented with during game play. After the player have spent a certain amount of time on playing a game he encounters a cut scene, which is top-notch. This is so much different than the in-game graphics where it is not possible to use this kind of highly detailed graphics.

“What concerns me most are cut-scenes which don’t graphically fit in any way with the game they supplement, movies which seem to have been filmed in an entirely different universe from the one that the player encounters in the game itself.”

(Rouse, 1998)

And he continues:

“[…] more often than not game cut-scenes look nothing like the art which appears during gameplay. Instead of functioning as smooth transitions between interactive segments in the game, the cut-scenes become jarring disruptions which break any suspension of disbelief the player might have developed while playing the game”.

(Rouse, 1998)

According to Rouse the use of cutcenes that uses highly detailed graphics actually risk breaking the player’s immersion into the game. This is a serious problem since it might have the effect that the player looses interest in the game and stops playing it.

In the case of our cut scene it would differ from the in-game graphics. It is hard to say, if it would break the players immersion in the game since there is no game. A possible way to prevent this would of course be to use the same low polygon details in the cut scenes as is found in-game. This would not be a good idea for a game of the type which we have produced the cut scene for. Adventure games are characterized by having deep stories that is an important part of the game play. They are known for their spectacular 3D cutscenes which suit the genre nicely.

Rouse_1: The graphics differs, to much from the in-game graphics

The artists feel they have to “slå sig løs” when they get the opportunity.

Live action is horrible

VISUAL CONTINUITY= Immersion

Loss of control emphasised by change in flow/graphics

Maybe more interesting/positive if you turned it around: It’s a great feeling suddenly controlling the characters you’ve just seen in an impressive movie/cutscene.

?? Is he suggesting that struggling with the game-engine/low polycount is a positive and creatively benefiting thing to do??  Yes (later): Embrace your limitations (easy to say but maybe relevant to our own project! –also points to the conclusion that there should be a whole new approach in making computer games).

Schnitzer: What he really does is criticising the artists working in the game industry (as opposed to him self, working in the movie business). Thus he furthers the gap between movie and game industries to his own benefit.

He really doesn’t comply to the rules of the gaming industry.

6.5   The strength of cut scenes

It seems as if there are a whole lot of problems with cutscenes, and one might ask why they are still being used. The answer is, of course, that they do not have to present a problem to the player.

“They can […] provide a valuable, sometimes essential, tool for game design – not only to explain back story, but as reward, encouragement, as a pacing tool, to help sustain immersion and more.”

(Hancock, 2002)

As Hancock points out cutscenes can actually have a positive impact on the immersion.

In this chapter we will also write about the following subjects:

- We will elaborate on the immersion-part.

- Whether a cutscene is a problem in a particular game is often depending on the game-type.

- As mentioned in a previous chapter the critiques of cut scenes often strike down on the lack of interactivity but this might not be as big a problem as it might seem.

- In regards of using long cut scenes: This is up to the player

In particular one might expect that people that likes adventure games that relies heavily on a story and a strong plot, they would not mind cut scenes so much. 

Metal Gear Solid er faktisk en form for action-adventure. Og adventuresspil har lange cut scenes. Og det er tilladt i adventuresspil, for det er det som appelleres til den generelle adventurespilspiller.

“But usually they annoy the player, who is being pulled out of the active game immersion”

(Kjær, 2002, s. 6)

This is a load of crap because it depends upon whether it is in-game immersion one seeks or a sense of wholeness. Computer games have a multitude of facets and do not rely solely on in-game immersion.

In a cut scene it is possible to let the characters come to life and portray feelings and emotions that would be impossible to do in-game. 

Cut scenes have the power to make the player more immersed in the story and thereby more inclined and eager to participate in the game action. In this regard one could say that cut scenes might actually strengthen the immersion in the game.

In most games it is limited how much and how fast you can actually drive the story forward during game play, and cut scenes makes amends for this. Skal uddybes!

Metal Gear Solid that is often criticized for having much too long cut scenes has a story that is so complex that it cannot be lagt på spillerens skulder at bringe handlingen frem. Cut scenes are in this regard a necessary evil.

6.6   Should cut scenes be avoided?

It is obvious that it would be a big mistake to stop using cutscenes in computer games since they possess so many positive elements.

What can be said about many of the attacks on cut scenes are that they are seen from a perspective of interactivity as being the most important part of computer games. 

“Purists like to say that cutscenes are a distraction, an unnecessary and annoying intrusion on the integrity of the game. Gameplay is king!”

(Schnitzer, 2003)

They provide the player with a path through the game and it could be stated that they put a “higher meaning” into the game. This is by no means a way to say, that games with no cut scenes are bad games. 

An important point that seems to be forgotten in the present discussion about cut scenes and the fact that they remove the player from the interactive game play and makes him a spectator is that cut scenes actually is an integrated part of computer games. 

They should not be avoided but there might be a point in using other means to deliver the story to the player. Half-Life has an interesting way of doing this even though it has some problems in its wake.

6.7   Examples of cut scenes

The problem with the cut scenes in Half-Life is exactly the interactivity. The player can ruin the story by for instance shooting the NPC that he is talking to.

Silent Hill uses cut scenes in a genius way. They use some of the ideas that are used in movies when filming scenes. It rises tension. It is used to shock the player.

It must be stated, that including a narrative aspect to any game will make the game better (if the narrative content is good, of course). Without the underlying story Half-Life would only be another Doom clone.

7.   Designing a 3D animation

In this chapter we will elaborate on 3D-design issues

As we have mentioned the idea behind the animation was not to test various game theories or cinematic theories. The basic idea was to test our abilities in working with 3D Studio MAX

7.1   Moebius, a short analysis

Moebius is the nom de plume of the french comic book artist Jean Giraud, who are renowned for his western-style comics about an American lieutenant Mike Blueberry.

He also makes comics under the name of Moebius. These comics are at a completely different level in all respects, and under this name he makes use of completely different visual and technical means. Under the Name of Moebius he also depicts a completely different universe. Here he is on a journey to an inner landscape, a world totally of his own. 

In Moebius different comics there are a lot of “icons” which he uses over and over. He‘s got a special affection for very strange(?) items like for instance: Floating weightless crystals, Citröen cars from the 50’s, strange shaped hats and North American Indian ornaments alongside with pyramids. Without losing control he mixes these items and many more into his comics and uses them in a science fiction like universe, where gravity is of less importance.
7.1.1   Drawing Style

There are major differences in the drawing style of Moebius and Jean Giraud. 

En af de væsentligste pointer med denne opgave var, vha. billedanalyse, at overføre det grafiske forlæg til et 3D-miljø. Med Moebius er dette ganske vanskeligt. Hvis man læser en bred vifte af Moebius serier og studerer hans tegneteknik, finder man ud af, at det er svært at sige noget generelt om denne.

Hvor hans streg og skraveringsteknik som Giraud har et ganske ekspressivt udtryk, opnået gennem udstrakt brug af både pen og pensel, så er hans streg som Moebius, som udgangspunkt mere nøgtern. Hér benytter han sig overvejende mere af en simpel penne-streg til at angive konturerne af indholdet. Dette må dog tages med et vist forbehold, idet han til tider (i perioder), også her benytter sig af tegne-teknikker der leder tankerne hen på Giraud. På samme måde kan man sige at hans tegneteknik som Giraud i serien Blueberry, gennem tiden har bevæget sig mere hen mod en stil der minder om Moebius, med mindre brug af pensel og øget brug af pennen.

Man kan måske sige, at hvis man har en skala med Moebius/nøgtern i den ene ende og Giraud/udtryksfuld i den anden, er der en glidende overgang fra den ene til den anden.

Hvis man skal angive et kendetegn ved Moebius, må det dog være at hans stil generelt er ganske nøgtern. Det er ikke gennem stregen at udtrykket opnås (som Marvels superhelte), men gennem historierne han fortæller og de elementer og figurer han skildrer. Det har derfor også været vigtigt/nødvendigt for os at benytte nogle af disse elementer som udgangspunkt for vores projekt (gondol f.eks.), for overhovedet at relatere til oplægget.

PICTURES!

Man kan dog aflæse noget af Moebius streg, men mest ting der relaterer til stofligheden og i dette eksempel i forfaldet i Venedig. Man ser f.eks. at han i tegningen af bygningerne ofte benytter en let noget ”rystet” streg. Dette sammenholdt med vores viden om Venedig fortolker vi som ujævne kanter og overflader i forfald.

Moebius benytter sig ofte af frit svævende eller faldende elementer i sine tegneserier. Hans figurer virker ofte som om de svæver fem centimeter over gulvet, hvilket han f.eks. opnår igennem anvendelsen af lyse farver på underlaget, og af og til en mangel på slagskygger fra hans figurer. Denne svævende effekt er med til at understrege den drømmende stemning der hviler over mange af hans illustrationer.

Som det ses af nedenstående illustrationer lægger Moebius sig, selv i nogle af de mest fabulerende billeder, tæt op af virkeligheden. Som det fremgår, er venstre side af kanalen nærmest fotorealistisk i sin rekonstruktion, hvorimod Moebius har taget sig visse kunstneriske friheder, med udformningen af facaden på højre side.
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    Kilde: Cascone, Raffaele (?)



       Kilde: Photo.net (1996)
Det er tydeligt, at når Giraud tegner som Moebius, så ligger han ikke under for nogen konventioner hvad angår valg af farve og stil. Han vælger og vrager fra virkeligheden med løs hånd, og blandet med hans fantasi opnår han et udtryk, der er helt hans eget.

Da vi endnu ikke har modelleret scenerne, vil det være rent gætværk at præcisere hvilke elementer, der vil være konstrueret med en høj detaljeringsgrad og hvilke, der ikke vil være detaljerede. Generelt vil det naturligvis forholde sig sådan, at de modeller, som befinder sig tæt på kameraet vil være mere detaljerede end modeller, som befinder sig langt fra kameraet.

Vi har forsøgt at spore os ind på hans tankegang og skabe et univers inspireret af Moebius og (lige som det er tilfældet i Moebius tegninger) vil vores animation indeholde både realistiske og urealistiske elementer.
7.2   Overall idea - why a movie - why realism

The involvement in the 3D assignment, from the very beginning started a chain of, to us, logical decisions. There have never in our minds been any doubts or disagreements, as to what we tried to accomplish which made us both convinced that we were doing the right thing. 

Firstly it has to be said that we wanted to interpret Moebius drawings in a realistic manner. Cut scenes in the above mentioned genre of games, are very often set in hyper realistic environments which could be closely related to Moebius universe. In fact maybe therefore the logics already started with choosing Moebius for this assignment. We never considered using any “tricks” for example, to copy Moebius drawing style directly trying to outline the objects in the renderings to make it look like pencil-drawings. As before mentioned his drawing style really is not the key issue when he draws as Moebius. His focus is on the universe he creates and the objects he puts in it, and so this is also where we wanted to put our focus.

It is also the strength of 3D graphics to, in it’s own right, present a realistic setting but adding a strange kind of magic atmosphere which often can be more compelling than when 3D artists achieve the total realistic image. Thus the media itself can contribute to the final product by adding something that is hard to pinpoint. Det har måske noget at gøre med vægtløshed: et primært problem omkring 3D-karakteranimation i fotorealistiske produktioner er at tilføje fornemmelsen af tyngdekraft, men dette er måske netop et karaktertræk, der kan udnyttes positivt i et spilmiljø som jeres?
As we mentioned before the assignment started a row of logical decisions, some of which we didn’t even think about or discussed until later. 

Here we will try to mention how this stream of thoughts lead to the final outcome.

First of all was the emphasis of the assignment on obtaining a certain formulated atmosphere. With our choice of  Moebius as source of inspiration, we couldn’t really avoid creating an urban environment as it is seen in his pictures.

For the same reason, this lead to the next conclusion: namely that we, one way or another, had to put in people and preferably 

Assignment needs urban environment (to show atmosphere)

urban environment calls for animation (to populate the environment)

Adventure game in an Urban environment needs transportation scene

Transportation scene needs animation

Camera making noticeable computer like movements
7.2.1   Character animation 

As mentioned before we wanted to make our cut scene to get as close to a finished cut scene, ready to put in a game, as we, with our abilities, could get. Therefore it was one of our formulated goals to implement a character animation right from the start. Knowing that neither of us had ever made a character animation, or even a character before, we knew very well, that this would stretch and test what we could obtain on a limited time-scale. Bearing in mind that this is a school project however, made us certain that it would suit our project to implement a character animation, almost no matter how primitive it would appear. Argumentationen i sidste sætning forstår jeg ikke helt...
We also found that doing a character animation would mean a total change of focus in our movie, since bringing in characters to the scenes, changes the focus of attention of the viewer completely. 

Making a character animation in this kind of project also would help us to avoid the feeling of being in a “ghost town”. If we didn’t bring in some characters, the gondolas for instance would look even more like they existed as a subject for a 3D-course, floating around in an abandoned Tivoli garden after a nuclear war (hmm …  interesting setting!)

We ended up creating the characters in the program Poser 4, since we simply ran out of time, doing our own characters. Jeg ville nok lade være med at skrive dette – der er jo ingen grund til at fremhæve, hvis I har været for optimistiske/urealistiske i jeres tidsplanlægning. Skriv i stedet at I (i tråd med kursets opgaveformulering) har fokuseret på skabelsen af et overbevisende miljø, og at I har besluttet at inkorporere en karakteranimation for at skitsere handlingsforløbet i jeres cutscene og undgå spøgelsesby-effekten. Ulempen ved dette er, at I risikerer at sætte noget af scenens troværdighed over styr, fordi den menneskelige perception er yderst præcis i sin registrering af bevægelsesmønstre – vi er ganske enkelt virkelig svære at ‘narre’, når det kommer til at skulle bedømme realismen i en karakters bevægelsesmønster. Så kan I evt. herefter give en vurdering af, om fordelene opvejer ulemperne i dette tilfælde, el. om det er en erfaring I vil tage med jer videre, at karakteranimation ikke kan fungere på ‘skitseniveau’/som illustration, fordi karakterer – og især når de bevæger sig – pr. automatik tiltrækker sig beskuerens fokus.
Looking back, it’s easy to say that it was a mistake implementing a character animation, but still we think that it have been worth the effort

–because of the way we wanted to present this project-closer to a finished cut scene- the empty boats in Tivoli syndrome
7.2.2   Urban settings 

Making an urban environment is as demanding as making a character animation. And to try showing the wear and tear on buildings and other objects, have taken up, at least the same amount of time as making the character animation.

7.2.3   Modelling

7.2.4   Making an object library

Our animation would include a lot of buildings, and we would probably not have the time to build all of them from scratch, so we decided to make a library of door, windows, balconies etc. which could be used to build various houses in a relative short amount of time. 

This proved to be both a good way but also a bad way to work. It gave us a library of readymade parts that we could put together and in a relative short time build a house. The problem

Pros and cons of object library

7.2.5    Lighting

7.2.6   Camera work

Kamera-gangene i vores film, skal afspejle den atmosfære og det udtryk vi har skildret ovenfor. 

7.2.7   The work with color and textures
Analyse af cut scenen

What is the problems in our cut scene – where do we fail?

Brugertest

Test the cutscene

8   Conclusion 

 What’s in a good cut scene

Of course this depends on what kind of game the cut scenes is designed for and what kind of cut scene we are talking about.


Ambiance


Music

A new type of cut scenes:

De er skabt i spillets game engine = der er ikke forskel mellem in game graphics og cut scene graphics. Immersion bliver (angiveligt) større, fordi der ikke er noget brud.

Interaktive cut scenes = I Half Life kan spilleren kontrollere sin avatar mens cut scenen udspiller sig. Det giver en meget større indlevelse. Problemet er, at man kan smadre historien i spillet, hvis man giver den NPC’er som man taler med en kugle for panden. Eksempel: Cut scene i Half-Life, hvor man taler med den sårede politimand. Samtalen er meget lang.

Måske er der en tendens til, at cut scenes i action spil bør holdes meget korte, for spilleren bliver rastløs. I andre genrer kan det forholde sig anderledes - eksempelvis i Command & Conquer, hvor man i høj grad spiller for at se de forskellige cut scenes. 

The future of cut scenes
Based on our knowledge of cut scenes (which is based on our practical as well as theoretical work but also on our knowledge of games as players) we would like to give some guidelines about how cutscenes is able to expand the game and make the game much more interesting, breathtaking or make the adrenaline rush.

Our intention is not to make a recipe on how to make the perfect cutscene because that would be impossible. First of all it is important to point out, that each of the three kinds of cutscenes mentioned previously does not fit any kind of computer game. It is also a matter of game genre.

In this chapter we will write about the following (not necessarily in this order):

- It seems as if in-game conversation somehow works better if it is done using the game engine to render the actual conversation. In a game such as Hitman: Codename 47 it works very well, that the conversation is taking place in-game. 

- Silent Hills uses some very interesting cutscenes that adds immensely to the game play.

- Half-Life has managed to implement storytelling elements into the actual gameplay.

- Graphics

The issue about high polygon graphics vs. in-game graphic in the cut scenes is a difficult one. The best that can be said is that the type of graphic used in cut scenes must be based upon the style of the game. 

“What’s especially beautiful about the game’s non-interactive interludes is that the cut-scenes match visually with the gameplay graphics. In terms of the color palette use, the low-polygon look all the characters have, and the stylization of the characters the gameplay and the cut-scenes form into one cohesive storytelling whole.”

(Rouse, 1998)

What cut scenes fit which games? – write about that.

Conclusion

We have not yet made the conclusion but we plan on writing about the following:

It is correct that cut scenes takes the interactivity away from the player and it is also correct that it can be a problem. The nature of computer games is the possibility for the player to have an impact on the game and by his or her actions be a crucial part of the game and the way the game might end. But it is obvious that there are many benefits by using cut scenes.

They should not be too long since it would very likely bore the player.

Cut scenes should be used in the right way. By this we mean, that it (obviously) depends on the exact computer game how the cut scene should be orchestrated. 

When the cutscene takes place is also important.

“It is irritating to find cut scenes popping up just as the player is becoming involved with a game, and there is a growing hatred of over-long scenes that actually bore”

(Boon, 2001)

When a game is being designed it is important that the designers during the entire preplanning of cut scenes and up to the actual implementation into his computer game keep the purpose of the game in mind. They have to ask questions like, “
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Appendix :

Color scheme

Sketches/drawings (maybe)

The target group


Vi forestiller os, at aldersgruppen for dette spil vil befinde sig mellem 14-40 år. Spillet vil have mulighed for at appellere til flere forskellige målgrupper indenfor dette alderssegment. Først og fremmest vil spillet have interesse for personer, som er tiltrukket af de kendetegn, som man finder i adventuregenren. Desuden er der ingen tvivl om, at personer der er fascinerede af Jean Giraud/Moebius vil være tilbøjelige til at købe spillet. Sandsynligvis vil det fortrinsvis være drenge og mænd, der vil være fascineret af spillet og dets univers, men det er muligt, at også piger og kvinder vil spille det, da de netop er en stor aftager af spil tilhørende adventuregenren. I øvrigt er hovedpersonen kvinde!

Hvis man vil opnå kommerciel succes med et computerspil, så er det nødvendigt, at spillet appellerer til de ”hardcore” spillere (Shelley, 2001), som er unge mænd. Desværre er det svært at ”indfange” denne målgruppe, da deres hovedinteresse er action- og strategispil. For at kunne gribe fat i dette yderst købedygtige publikum, så er det nødvendigt at være innovativ og tilføje spil såvel som genre noget nyt. En måde at gøre dette på indenfor adventuregenren kunne være ved at tilføje en langt højere grad af interaktion end man normalt ser i adventurespil. Ofte bliver adventuregenren klandret for at være alt for lineær og ikke udnytte mediets muligheder i tilstrækkelig høj grad. Et spil som Deus Ex (Ion Storm/Eidos Interactive, 2000) har netop formået at udvikle både actiongenren og adventuregenren ved at forene det bedste fra to verdener, og det er blevet umådeligt populært ved at indeholder elementer, som både appellerer til folk, der spiller first person shooters, og til folk der spiller adventurespil. Ved at kombinere en solid historie med gennemførte actionelementer og desuden give spilleren illusionen af at have en indflydelse på spillets plots og historie, så vil det være muligt for vores spil at blive en kommerciel succes.





























































































� This will be elaborated…
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