VirtualCinema® Bible

Introduction

Fictional, narrative filmis one of the nobst popular and
dermanded forns of entertainment today. Interactive nediais
now becom ng a powerful force in entertainnent, as well as in
training and education. For the nobst part these different
approaches, products and markets have had little to do with
one anot her.

Virtual G nemaintends to change t hat.

VirtualCGnema is a suite of technol ogi es designed to create a
new formof novie imersive and interactive one where the
viewser (viewer/user, also referred to as player or user
t hroughout this docunent) controls the central character in
the film experiencing the novie through the eyes and m nd of
t he pr ot agoni st . For non-narrative properties,
VirtualCGnema is equally adept at creating imersive
experiences based on real-wrld settings and human
i nteraction

There are four aspects tothe Virtual G nema system

-Overal | production et hodol ogy
- H gh- per f or mance sof t war e engi ne
-l nterface and desi gn phi |l osophy

I Hol ographi c, " or di nensional, narrative structure

Thi s hol ographic narrative structure is designed to create a
vi ewser-control |l ed "storyworl d" whi ch al | ows for
interactivity and viewser inpact, but which still maintains
t he hal | marks of traditional storytelling.

Vi rtual G nena enbraces the dranati ¢ and enoti onal | anguage of
film enabling filmuakers to participate in the world of
interactivity, | everaging existing skills and expertise. The
systemis designedtowrk withany style or genre of story.

Virtual G nema i s patented and protected by both copyri ghts and
t rademar ks.



Software Engine and Authoring Tools
The Virtual G nema software environnment is an extrenely
powerful delivery and creation system It is a cross-
platform object oriented environnent that uses a “fourth
generation” visual authoring approach which allows authors,
designers or filnmakers intuitive access toits features and
power .

The aut hori ng tool s run on Maci nt osh and W ndows- based PCs.

The runtinme engine is available for Mic, Wndows and
Pl aystation. A stream ng client/server version will soon be
avai | abl e for Maci nt osh and W ndows.

Titles authored on one platform are portable to alternate
platfornms with little or no effort (depending on platform
specifics). A standard VirtualCnema title will run,
unchanged, on both Macs and PCs, whil e the Pl aystati on and Wb
versions require only graphic adjustnments, keeping | ogical
and desi gn structures intact.

Core Concepts
Virtual CGinema is built around several key concepts that are
facilitated through software tools, a production/design
nmet hodol ogy and an i nterface phil osophy.

Granular integration of subjective and objective camera views
Virtual G nema constantly m xes first and third-person POVS.
Al'l control, navigation and deci sion-making (in other words,
the interactivity) happens fromw thin a subjective, first-
person POV through the eyes of the protagonist. As soon as a
command is given (to performsone physical action, speak to
anot her character, etc.) the view instantly switches to an
obj ective, traditional, third-person cinenmatic presentation
showing the results of the choice. This integration has
several benefits:

Bal ance: It creates the proper bal ance between watchi ng and
doing. Inthe past, interactive digital video suffered froma
| ack of constant user control. Users woul d nmake a choi ce,
then “sit back” as a video scene played. This failure
destroyed the feeling of control, broke the imrersion and
tension and created a form of cognitive dissonance (“sit
forward then | ean back” control patterns). Virtual G nema's



tight integration of “doing” and “watching” solves this
probl em keepi ng the user constantly engaged and connected to
t he experi ence.

Verb Set: It increases the verb set of the interactive
experience. Innost interactive ganes, the verbs the conmands
that the user can give to the software are limtedto a few
si npl e, physi cal options  (run, j unp, shoot etc).
Virtual G nema increases the verbs to include just about
anything that a character in a filmor television show m ght
do. Wth Virtual C nema, interactive experiences can now have
both the deep interactivity of ganmes and the dramatic
conplexity of fil ns.

Identification: It greatly enhances the user's psychol ogi cal
identification with the on-screen character. Audi ences of
traditional filnms identify with the main character or
characters in sone ways feeling the sanme enoti ons which the
actor (the audi ence's on-screen proxy) portrays. The m xture
of POvs allows VirtualCnema to take advantage of the
i mrersion created by a first-person perspective, whil e addi ng
t he enoti onal and psychol ogi cal content which a third-person
POV delivers. In alnost all other first-person interactive
experiences (i.e. ganes) the viewser is turned |oose in the
virtual world conpl etely devoi d of any defini ng persona. This
approach is essentially flawed. 1In order to create the | evel
of enotional connecti on needed to sustain adramatic property,
this persona (or central character) nust exist and is best
communi cated via this tight integration of the subjective and
obj ective views. Unbroken third-person experiences put the
viewser in the role of puppeteer existing outside of, and
separate from the central personaof the story.

Coexi stence: It creates the opportunity for a conpletely
| i near, passive experience to coexist with deepinteractivity

in the same property. Inside of each VirtualCinena title is
conplete, linear, third-person filmthat uses the exact sane
vi sual syntax as any ot her. Since Virtual G nenma assenbl es

clips fromout of a database in real-tinme, the third-person
material can easily be edited “onthefly” intoalinear film

Usi ng t hi s powerful approach all ows an audi ence to deci de when
and if they interact. Feeling lazy? Put Virtual G nema on
auto-pilot and it becones a filmto | ean back and watch from
start to finish. Feeling adventurous? Stop the novie, dive
down into it and take control, experiencing the sane nateri al

inaconpletelyinteractive way.



Synthesized continuity.

A key part of the Virtual C nema systemis its ability to edit
sequences on the fly by pulling clips froma database. This
allows for deepinteractivity, custom zation and user i npact.
The systemis built on, and understands, the rul es of visual
continuity used by filnmakers and editors. It is capable of
creating real-tine edited sequences that |look as if a human
editor has built themand, yet, are total custom zed for each
user. This technique al so hel ps to keep nedi a creati on needs
contained by allowing clips to be re-usedinside of thetitle,
their nmeaning changed by their juxtaposition to other
material, including “Atons” small clips that have been
specifically designed to alter the nmeani ng of other segnents
(See Atons, bel ow). The systemensures that these synthesized
sequences always follow the rules of cinematic grammar wth
whi ch fil nmakers and audi ences are fam liar.

UberVariables: Psychological monitoring and mirroring.
Anot her central concept is nonitoring and weighting the
viewser's choices in relation to a set of psychol ogical
vari abl es. These variables, over which each designer has
conpl ete control, flowback into the experience, altering the
narrative, character behavi or, backstory and aest hetics. The
engine's powerful real-time video stream nmanipulation
capability can be used to alter the look of the video
(brightness, color, contrast, tint, gamma, and saturation) in
response to the prevailing psychol ogical states. Audio can
i kewi se be mani pul ated. These powerful techniques, unique
to Virtual G nema, reinforce the viewser's choices creating
an experience that profoundly reflects each player's unique
personality. See Ubertools, bel ow.

Realistic dramatic behavior.

One of the great failings of the vast majority of ganes i s what
passes for character behavior, devel opnent or interaction.
These gane characters usually lack the realistic, convincing
behavi or that is the hall mark of good ci nema. Gane characters
often commt the dual sins of both parrot-Ilike repetition and
woodenly ignoring player actions. These robotic kinds of
character behavior are very damaging to the audience's
suspensi on of di sbeli ef.

Virtual G nema gives the director tools for structuring
vi ewser/ character interactions that will nodel nore closely
t he behaviors we are usedtointhe real world.



Approaching a character should result in a unique
acknow edgenent of the viewser's proximty. Characters
shoul d never repeat thensel ves. They shoul d respond properly
to odd or i nappropriate viewser behavior. They shoul d exhi bit
a degree of nenory of past events. They should al sorespondto
t he vi ewser' s accunul at ed Uber Vari abl es.

Artificial Intuition.
Most ganes are too conplex and inpenetrable for the average
audi ence. Many peopl e never finish the ganes that they buy,
finding themfrustrating or too tine-consum ng.

Artificial Intuitionis asystemfor hel ping viewsers through
t he experience, and for allowing themto “sel f-dose” on hel p,
whi | e mai ntai ning their suspensi on of disbelief and dranmatic
i mrer si on.

There are several different |evels of Al. The first is an
across the boards reconfiguring of the experience. Playing
wth Al turned off results in a nore gane-like experience,
while playing with it on causes the title to change subtly,
maki ng t hi ngs easi er and nor e obvi ous.

The next level of Al is the state of the Artificial Intuition
lcon. When it is dimmed, it indicates that a |ocation or
character holds no further relevance for the viewser. |If
brighter, it issignifyingthat | ocations and characters still
need further explorationor interaction.

Finally, the viewser can activate theiconto request explicit
assi stance. This al so appears in a | ayered fashion. First,
the display will briefly cut away to visual clues or gui dance

and then return to first-person display/control. Once all
t hese visual clues have been cycled through to neet viewser
requests, characters will offer nore explicit and direct

assi stance. The final phase of the system which appears once
charact er assi stance has been exhausted, is a series of “Last
Resort” actions. These icons allowthe viewser to activate a
conpl ete cinemati c sequence with a single click. Operations
that m ght require nultipl e discrete steps can be acconpli shed
with a single click; allowi ng the viewser to watch the story
w t hout the need for | ow1evel control.



Node-based narrative structure.

One of the greatest challenges in Virtual G nema has been the
creation of hol ographic narrative structures that allow for
viewser input and freedom while maintaining the well-
established dramatic arc needed by any good narrative
experience. Virtual G nema uses a node-based narrative
structure.

Node: This is the fundanental wunit of action in a
VirtualCGnenatitle. Anode consists of aseries of |ocations
and a set period of fictional tine. For exanple, in The X-Files
Interactive, the first node consists of an apartnent, a crine
| ab and the FBI fieldoffice, and takes pl ace from9amto 1lam

I nside this node vi ewsers have conpl ete freedomto acconpli sh
their goal s in any order that they choose. Each node contains
three types of objects.

[ Growi ng Food: These are the events that nust take pl ace
for the narrative to make sense. The vi ewser cannot exit
the node until all of the growi ng food has been seen or
acconpl i shed.

[ Candy: These are the nyri ad objects which bring the world
of the story to life, but which are not critical to the
narrative success of the experience. A node can be
conpl et ed regar dl ess of the status of any candy.

[ Triggers: These can be attached to any object in the
environment and are used to change the state of other
objects. As an exanple, alight switch that turns off the
lights is a trigger (attached to an explorabl e object)
whi ch causes the roomto change its state, reflecting the
shift fromlight to dark or vice-versa.

Wil e node based storytelling is the “preferred” narrative
approach, the tools can easily handl e additional or alternate
structures. More detail on this can be found in the Narrative
Structure section of this docunent.

Interface Design

The Virtual G nema i nterface consists of three | ayers desi gned
to emul ate the ways i n whi ch peopl e experi ence and nmani pul ate
the worl d around them They allowthe viewser to nove t hrough



physi cal space, interact wth other characters and explore
bot h t he protagonist's mnd at work and the fictional universe
of the story.

During pl ayback, these | ayers present a seam ess conti nuumto
t he vi ewser.

The objects in all three layers are "hot" and respond to the
vi ewser in sonme way. The cursor isintelligent and changes to
communi cate the options associated with each object or
character. This interface philosophy was designed to be
separate from the content of a specific presentation; the
VirtualCGnemainterface wll work with any genre of film from
science fiction or fantasy to naturalistic conmedies and
dramas. The interface is "transparent,"” (ie. non-intrusive)
highly intuitive, free-form and extensible. It has been
carefully crafted and, based on ext ensi ve observati on and user
testing, refined over the past ei ght years.

Layers
Envi ronnment Layer This layer of the interface presents the
physi cal environnment. It is fully explorable, navigable and
mani pul abl e. (bjects in the background |ayer are hot
clicking on themw Il reveal additional information, such as
cl ose up views, sounds, thoughts, etc. bj ects can be
mani pul ated (operated, turned on or off, placed inside other
obj ect s, etc.), col | ect ed, dr opped, given to other

characters, and used on ot her objects inthe environnent.

Story Layer This layer is where nost character and soci al
interaction occurs; it seanlessly overlays the environnent
Vi ews, presenting character dial ogue and actions as well as
segnents related to physical obj ect s. Virtual G nema
seam essly junps fromthe subjective, first-person POV of the
envi ronnent |ayer to the objective, third-person POV of the
story layer. bjects and characters in the story | ayer shoul d
be as interactive and responsive as those in the environnent
| ayer.

Action Layer This | ayer hel ps to comruni cat e t he wor ki ngs of
the protagonist's mnd the potential for action and
reflectionthat resides withineach of us. This |layer usually
takes the form of control structures (icons and other
interface or design elenents) which overlay the other two
| ayers. The design and functionality of this layer is
conpl etely control | ed by each designer and wi |l be uni que for



each film Some of the standard el enents in the action | ayer
i ncl ude di al ogue boxes, Question lcons, Enotion Icons and
I nventory I cons.

Inadditiontothis |ayered approach, five additional el enents
conplete the Virtual C nemainterface.

Cursors
The cursor is intelligent, changing to conmunicate the
viewser's different options. Clicking the nouse while a
particular cursor is visible will cause that function or

choice to be inplenented. The design of these cursors has
been greatly refined based on user testing and observati on.

Move Represented by a set of pointing hands, these cursors
all owt he vi ewser t o nove t hrough t he virtual space.

Look Represented by an eye, this cursor allows the viewser to
access close-up views of objects, vistas, architectural
detai |l and people. These close-ups can offer further choices
for interaction, mani pul ati on and expl oration. C ose-ups can
be instantly di sm ssed, returning the viewser to the standard
navi gati onal vieww th a singl e nouse-cli ck.

Speech Represented by a nouth, this cursor allows the vi ewser
toinitiate a conversation with a character and choose which
I i nes of di al ogue t o say.

Action Represented by a lightning bolt, this cursor allows
the viewser to undertake a physical action (by targeting the
appropriate elenment in the environnent) or pursue a task or
guest (nost oftenrepresented by an Action lcon).

Li st eni ng Represented by an ear, this cursor allows the
viewser tolistentothe sound of an obj ect or environnent. It
can al so be used to eavesdrop on the conversations of other
characters.

Thoughts/Memories

Represented by a brain, this cursor allows the viewser to
access and expl ore the thoughts, nmenories and nental aspects
associated with, or connected to, objects, events and
characters. The materials called up by this cursor include
voi ce-over thoughts, graphic imges, video and text.
General | y speaki ng, thoughts and nenories are integratedinto
the experience in a specific way, wusually pausing any



narrative or action elements until the thought/nenory is
conplete. This is designed to emul ate the basic functioning
of the human mnd we are capabl e of thinking, fantasizing,
remenbering, etc. while events are occurring around us.
Usually, these interior and exterior materials coexist
wi t hout any | oss of informationtothe brain.

Icons
Virtual G nema i cons represent a significant nunber of options
for the viewser. Introducedinafree-formway, the neani ng of

theseicons is closely tiedto the overall context at the tine
they first appear. The nmeaning of an icon is defined by the
narrative nonent at introduction, an acconpanyi ng thought or
voi ce-over, the design of theiconitself, and the "roll -over"™
text which appears when the viewser noves his or her cursor
over the icon. Waile Virtual CGnema currently uses the
followng icon sets, the approach has been designed to be
expandabl e and extensible, allowing for a great degree of
custom zation fromnovi e to novie

Question lcons these icons are introduced in the narrative
flowof the filmand accunulate in the top | eft corner of the
screen, allow ng viewsers to ask any questi on of any character
t hey encounter. Like nost other elenments of Virtual G nema

t hese i cons can be expl ored wi thout |osing the narrative fl ow
of a scene. To activate a Question lIcon, the viewser places

the cursor over the icon. The identifying rollover text
appears; the viewser then clicks the nouse to activate that
question. If there is only one character on the screen the
sel ected question will be answered automatically. |If there

is nore than one character present, the player sinply drags
the icon onto the target character, causing that character's
response t o be pl ayed.

Actionlcons theseicons areintroducedinthenarrativeflow
of the filmand accunulate in the bottomright corner of the
screen, allowi ng the viewser to undertake activities in the
physical world (visiting characters, performng a specific
task, etc.) at any point in tine. The nmechanism is
intelligent enough to know when a given context m ght
constrain, alter or prevent the action frombei ng undert aken.
Action |Icons can be subdivided into several different styles
or types:

) d obal These Action |I|cons, once introduced, are
constantly avail ableto the viewser until acti vat ed.



Local These Action Icons, once introduced, are only
avai lable for activation while the viewser is in (or
returns to) a certain location or |ocations, or inthe
presence of a particul ar character.

[ Tenpor al These Action lcons, once introduced, renain

available to the viewser for alimted period of tine.
This length can be preset, or determ ned "on-the-fly"
by ot her events, viewser choi ces or Uber St at es.

Enmotion Icons Enotion lcons allow the viewser to inject a
strong enoti onal response into a scene and, as aresult, alter
its narrative flow or dramatic qualities. Any nunber of
Emotion Icons can be introduced into a scene. They will
appear in the bottomcenter of the screen and stay for a fi xed
period of tine. Alternately, an author may decide to make
Enotion I cons avail abl e constantly the biggest challenge in
this regard i s one of design and aut horship, as the software
wi || easily support this approach.

Menmory I cons Menory | cons all owviewsers to expl ore t houghts
and nenories at their own pace w t hout breaking the narrative
fl ow.

Exanple: Inthe mdst of a scene with an ol der character,
the central character thinks, "This person rem nds ne of
my father." As this thought occurs an icon appears of the
character's (our) father. This icon stays present

t hroughout the rest of this scene, allow ng us, at any
point in time, to pursue the nenory. When the icon is
activated the narrative fl owof the scene, wherever it may
be, i s suspended and the nenory in question inthis case,
a scene wi th our father fromour chil dhood plays and then
returns us to the narrative flow precisely where we | eft
of f.

Diary Icon allows access to the Diary feature. Once the
vi ewser activates theiconthe on-going narrative is suspended
and the Diary opens to cover nost of the display area. Once
the Diary is cl osed the narrative conti nues where it left off.
This icon is al nost always present, though the D ary can be
representedinanoreliteral fashion as a specific object in
the virtual environment which can only accessed from that
| ocati on.



I nventory Icons allowviewsers to keep track of, and utili ze,
t heir accunul at ed physi cal possessions. The user can access
the Inventory Icons in two different ways (depending on the
w shes of the designer): the Inventory Icon or the Inventory
Bar. The Inventory lcon sits next to the Diary lcon in the
| ower right of the screen and, when activated, unspools a set
of icons that represent all of the itens in the character's
possession. Alternately, the entire current I nventory can be
di splayed at the sane tine by sinply nousing into the
bott ommost portion of the screen. The Inventory Bar can be
al ways visibleor invisibleuntil rollover.

Dialogue Boxes

These appear at various points inthe filmand all owvi ewsers
to react in specific ways to characters they encounter.
Clicking on a line causes the |line to be spoken and the
character the player i s addressi ngto respond accordi ngly.

D al ogue choices can either appear in response to viewser
actionor betriggered by characters.

Di al ogue cones inthree forns:

Repeat abl e once asked, the question or statenent goes into
t he di al ogue box's “History” tab, allowing the option to be
triggered any tinethe viewser clicks onit again.

One Shot once asked, these choices are renpved, and are no
| onger avail abl e.

Chained This type of dialogue (and dramatic interaction)
changes with each statenent or question (whether from the
vi ewser or a character). Chai ned di al ogue sinul ates a “fl ow ng
conversation” while non-chai ned dial ogue is nore useful for
i nformati on gat heri ng.

Explorables
Al of theitens inside of each scene are "hot" avail able for
expl oration, offering one of the foll ow ng ki nds of responses:

Sound a single sound (such as a stinger), a piece of nusic, or
any ot her audi o cli p can be used here.

Thought a voi ceover narration revealing the main character's
t hought s about a parti cul ar obj ect.

Cl ose up a phot ographic close-up of theitem this is useful



UberTools

The "Uber"” tools, outlined below, are a set of enotional and
psychol ogi cal netatools used by the filmaker to track and
respond to all of the viewser's choices, allowing the novieto
respond intelligently to an accunul ated history, alteringits
narrative, character responses and overall aest hetic
accordingly.

UberVariables
These keep track of different enotional or nental states in
the m nd of the central character as defined by the fil mmaker
any nunber may be tracked and fil meffects may be keyed of f of
t hem

UberNarrative
A di nensi onal dat abase of thoughts that is used to deal with
continuity issues as they arise. The fil mmaker can pull a
specific thought from this database to deal wth any

continuity event. D senbodi ed present-tense audi o can be
di sconcerting and is not in step with wusual cinematic
conventi on. If the author desires, a visual Atom (nost

probably a cl ose up of the character) can be married with the
audio on-the-fly to create a nore cinematically famliar
presentation. Alternately, using past-tense creates a sense
of voi ce-over narration, which is an accepted (if sonetines
frowned upon) storytellingtechnique.

Exanpl e: An announcenent over a |oudspeaker announces
a firedrill. This wll result in a thought fromthe
Uber Narrati ve database: "l should probably ignore it
and keep working."

Thoughts
Represent ed by character voi ce-over, Thoughts can be part of
the UberNarrative or can be triggered by any conbi nation of
ti me/ space/ character/enotion events. This can al so be used
for deliveringtraditional voice over narration.

Diary
A place of synthesis, the Diary represents the character's
ability to rem nisce and synthesize understanding. Tied to
the UberNarrative and the viewser's specific pathway through
the material of thefilm



UberStates
These are prevailing enotional or nental states as created by
the viewser and indicated by the UberVariables. They are
expressed with the fol | owi ng t ool s:

Col ors Text, icons, dialogue boxes, color washes, |ighting
can all be changed under software control to conmunicate the
dom nant Uber St at e(s).
Sounds  Sounds can be altered or substituted based on the
preval ent Uber St at es.

Exanpl e: A psychotic UberState m ght cause all sound
effects in the filmto have a flange effect applied to
t hem

Musi ¢ Music can be altered or substituted based on the
prevail i ng Uber St at es.

Exanpl e: An angry Uber State m ght cause the nusi cal
soundtrack to becone faster and nore percussive.

Narrative The npost obvious way to comuni cate the dom nant
Uber St at es, narrati ve changes can range fromm nor changes in
the ways that characters respond, to alteration or the
whol esal e substitution of entire scenes.

Narrative Structure

Dimensionality

This is the concept that the narrative exists in three
di mensi ons instead of two. If traditional linear narrative
has "anplitude (i.e. therising and falling action of dramatic
storytelling) and forward notion through tine, then a
Virtual G nema narrative has anplitude, forward noti on t hrough
time and "horizontal latitude"” as well. The horizontal axis
is where the user's inmpact is nost significantly shown. This
can be realized in different ways, fromsubtle shifts in the
enotional qualities of thefilmto broad revisions inthe plot
or narrative content. Most frequently, bot h t he
enotive/aesthetic qualities and the narrative content wll
change i n response to t he vi ewser.



Tracks

Tracks are a way of conceiving and quantifying the added
"horizontal latitude" found in Virtual G nema. These tracks
can represent any nunber of different possibilities for
viewser inpact and can range from the enotional to the
narrative.

Exanple: A filmcoul d have six enotional tracks, ranging
from angry to depressed, and three narrative tracks
dealing with the job where the character is working. The
conbi nati on of these tracks and the film s place on each
of the two potential scales is determ ned by the viewser's
choi ces and acti ons.

Tracks can be used to represent and nanage characters, events,
obj ects, enptional states or narrative opti ons.

Plot Points
These are close cousins to the plot points found in
traditional linear filnms or plays. Sinply put, a plot point

is an event that "hooks" into the narrative of the story and
causes the action to veer off in another direction. Critical
to the overall success and shape of the narrative, plot points
are a wel |l -established aspect of the | anguage of theatre and
cinema. Mbst theatrical rel ease notion pictures are built on
athree act structurewiththree plot points: oneinthe mddle
of the first act, a mdpoint and a final plot point in the
m ddl e of the final act.

InVirtual G nema, plot points occur inthe appropriate pl aces,
but the nature of the plot point itself changes to address the
interactivity. There are many different ways that the plot
points can be altered. Narrative content can be changed
whol esal e, or the enotional and psychol ogi cal orientation can
be al t ered whi | e keepi ng t he central event the sane.

Exanple 1. In a traditional film a single plot point
woul d determne the rest of the film In a story about a
tripto Paris, atraveling Anerican becones i nvol ved with
a French woman. At the m dpoint of the story, we recall
our central character to his honetown (thereby setting up
the final act of the filn). W could do this by using a
variety of story devices, such as:

() He i s r obbed.



[ Afam |y nmenber dies.
[ He getsintotroublew ththe police.

In Virtual G nema, these choices mght all be realized,
and which event occurred would be in response to the
vi ewser's choi ces throughout the film

Exanple 2: The sanme event occurs in each possible
iteration, but the enotional/aesthetic/psychol ogical
cont ext changes in response to the viewser's history. In
our story about soldiers, the final plot point is the
deat h of a secondary character, but early choices (do you
spy on the character at the behest of a fellowofficer, do
you and the soldier have a falling out, etc.) will alter
the viewser's orientation to the event. Spy on your
friend and you feel responsi ble for his death; anot her set
of choices wll result in the paranoid apprehension that
whoever killed hi mwi Il next seek you out.

Coercion and punishment
This is atechnique for controllingthe film ensuringthat it
will continue to nove in the appropriate direction(s). Plot
poi nts are good exanpl es of coercion. Coercion can be usedto
get the film back on track, can be enbodied in characters,
objects or events and can be triggered by tine, place or
character actions.

Exanpl e: You are exploring the | obby of a hotel. After
five mnutes of filmtinme, a bell boy approaches you and
tells youthereis aphonecall for you. The phonecall is
froma business associate who tells you to neet her at a
certainlocation.

In addition, UperNarrative can be used in conjunction wth
coercion to synthesize continuity on the fly, making for a
seanl ess narrative presentation.

Exanpl e: A broadcast announcenent that all new recruits
shoul d report for orientation will result in a thought
fromthe UberNarrative database to the effect that,"1"'l]
need to get there soon.” The viewser continues to have
conpl ete freedomof novenent. |If after a set span of film
time the viewser hasn't navigated to the orientation, a
second announcenent wll occur, triggering a nore
enphati c thought about the urgency of getting to the



proper location. A third delay and announcenent will be
greeted with a final thought ("Tine to go!") and then the
viewser will automatically be taken to the appropriate
scene or |ocation. Navi gation can be continuous and
literal or a nore abstracted and cinematic means of
junpi ng to the newscene can be enpl oyed.

Continuity
Virtual G nema uses several techniques for synthesizing
continuity.

Atonms These are tiny "buil ding bl ocks" of conmuni cati on t hat
can be used to synthesize continuity at the conversational
| evel .

Exanple: A character explains what he had for |unch,
saying "I had a corned beef sandwich " The viewser
interrupts the narrative flowto ask the character (via a
Question lcon) "What is the weather |ike outside?" The
character stops tal ki ng about |unch and says, "It's goi ng
torain soon.” At this point a dialogue Atomis used; a
video clip of the character says,"So anyway, |ike | was
saying..." and the previous narrative continues fromthe
point at which it was interrupted, "cole slaw, french
fries and | was very bad | ate a whol e chocol ate cake for
dessert."

At ons can be keyed to the status of the UberVari abl es and each
character or object can have its own discrete tinme and | ogic
l'ines.

Visual continuity is dealt with using the juxtaposition of
"cuts" in the story layer, as well as between the story | ayer
and the environnment |ayer. Using reverse angles, over-the-
shoul der shots, the real-tinme conbination of visuals and
audi o, and properly constructed Atonms, it is possible to
creat e sequences which are built on-the-fly, but which appear
to have been edited “inthe can.”

Uber Narrative the dinmensional database of thoughts can be
used to deal with any continuity problens that arise at the
scene | evel .

Diary Filmw de continuity can be dealt with in the D ary
usi ng text, voi ce-overs or vi deo.



Production Methodology

Virtual G nema is also an overall approach to the production
process that draws on techniques from film production,
software design and digital video production. A full
expl anati on of this aspect of the systemwi || be presentedin a
separ at e docunent .
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