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Figure 1: Scene visualized at different camera configurations 

 
Abstract 
 
Capturing the essence of scenes during the graphical 
dramatization of events in a storytelling environment is 
so important than generating a good and interesting 
plot. In this paper we propose an architecture that 
allows user supply parameters to enrich a plot and that, 
in the same time, give tips of how the camera should 
behave during dramatization. We propose the creation 
of a director, an intelligent agent that encapsulates 
cinematography expertise. With the inclusion of this 
virtual director, both actors and camera lose part of 
their autonomy in order to follow not more high level 
actions, but detailed instructions that are originated 
from user intervention plus cinematographic expertise 
like idioms and camera settings. 
 
Keywords: Camera techniques, agents, storytelling 
 
 
1. Introduction 
 
Interactive Storytelling is a new medium of Digital 
entertainment where authors, audience, and virtual 
agents engage in a collaborative experience. It can be 
seen as a convergence of games and filmmaking 
[Scientific American 2000].  
 

Storytelling systems can deal with both story 
generation, user interaction and dramatization. 
Different approaches have been proposed, using 
techniques and concepts from many areas such as 
Computer Graphics, Artificial Intelligence, Cognitive 
Science, Literature and Psychology. The suitability of 
each approach depends on the goal of each application. 
In this paper we concentrate our attention to the 
dramatization process, responsible for the graphical 
representation of live actors performing sequences of 
predefined events. More specifically, we propose 
techniques for specifications of an autonomous camera 
agent that assumes the role of a director. 

 

Although this paper focus specially on the 
dramatization, it is very important to comprehend the 
different approaches around story models because 
those concepts are tightly related to the dramatization 
process. The story can be focused on characters or on 
the plot. 

 
In a character-based approach [Cavazza 2002; 

Mateas 2000; Young 2000] the storyline usually results 
from the real-time interaction among virtual 
autonomous agents that usually incorporates a 
deliberative behavior. The main advantage of a 
character-based model is the ability of anytime user 
intervention, which means that the user may interfere 
with the ongoing action of any character in the story, 
thereby altering the plot as it unfolds. As a result of 
such strong intervention, there is no way to estimate 
what decisions or actions will be made by the virtual 
actors in order to allow the director to have same 
authority as occurs in a real filmmaking.  

 
By contrast, in plot-based models [Spierling et al. 

2002; Grasbon 2001], characters that usually 
incorporate a reactive behavior should follow rigid 
rules specified by a plot. The plot is usually built in a 
stage that comes before dramatization. In a pure plot-
based approach, user intervention might be more 
limited. User intervention is not allowed during 
dramatization. Such approach ensures that actors may 
follow a predefined script of actions that are known 
beforehand. Such script may be built automatically 
from plot or with the help of the author.  

 
The director architecture proposed in this paper was 

implemented over an interactive storytelling system 
called LOGTELL [Ciarlini et al. 2005], which was 
implemented in three main modules: the IPG 
(Interactive plot generator) [Ciarlini et al. 2000], Plot 
manager and Drama manager, as shown in Figure 3. 
The general architecture can be seen as a pipeline 
where data (events) is transformed from morphological 
functions into real-time 3D animations dramatized by 
virtual actors (Figure 1) handled by a graphical engine.  



 

In the original architecture of LOGTELL, user 
intervention was limited to control plot generation 
through the graphical interfaces supplied by Plot 
Manager. Dramatization process, implemented by the 
Drama Manager, is an automatic component that 
encapsulates autonomous agents represented by 3D 
virtual actors that perform sequences of events 
previously generated by IPG.  

 
To allow full control in the way events are 

dramatized and recorded, in this paper we propose the 
creation of a director, which uses cinematographic 
knowledge to employ the fundamentals of filmmaking. 
It delegates actions to the actors and to the 
environment, using predefined camera settings. We 
also provide a script for specifying how events should 
be graphically dramatized. With this approach, the 
director acts as an intelligent agent, not just as a 
reactive camera; it interprets the plot built from IPG 
and the Plot Manager, assigning specific actions to 
virtual actors as the story unfolds, as well setting 
camera’s parameters for defining takes at each 
moment.  

 
The next section describes related work in the area 

of camera systems. Section 3 presents concepts and 
theory about cinematography. On section 4 we present 
the overall architecture of the LOGTELL and 
highlights new concepts about the dramatization 
process. Section 5 details our architecture, the camera 
model and idiom implementation. On section 6 we 
present the user interaction through the script edition 
system. Section 7 describes the details of the process of 
dramatization. Section 8 concludes our work, and 
presents our future researches.  

 
 
2. Related Work 
 
Much work has already been done in camera systems. 
There is a clear distinction between researches around 
character-based and plot-based applications. Plot-based 
applications gives access to all the actions before 
camera planning, allowing the system to have a greater 
control of the scenes based upon pure cinematography 
knowledge; the character-based applications do not 
give immersive control and planning over the story, 
since all the information is send in real-time to the 
camera system. 
 

The basic principles of camera positioning 
employing cinematography knowledge in form of 
idioms specifications, representing the same level of 
abstraction as expert directors was first explored by 
Christianson et Al. [1996]. Defining the concept of 
idiom, which is widely used in researches involving 
camera systems, they implemented a directive camera 
control language.  

 

In character-based applications, the first camera 
system was developed by He at al. [1996] – idioms 
were implemented as a set of small hierarchically 
organized finite state machines, the same approach we 
adopted in this paper. Halper et al. [2001] has proposed 
a camera control based upon constraint specifications; 
however high constraint satisfaction implies in poor 
frame coherence – solving this problem is the main 
focus of their work. Interesting algorithms for visibility 
and automatic camera placements were also proposed 
and discussed in this paper. 

 
In plot-based applications, Courty et al. [2003] 

introduces a scheme for integrating storytelling and 
camera systems. Charles et al. [2002] have explored 
architectural and organizational concepts to achieve 
satisfactory camera planning when we have different 
context timeline stories that can be alternated with the 
flow of the time. However, these approaches only 
reach superficial implementation issues, and do not 
provide an integrated interactivity with the user. Our 
paper proposes an interactive intelligent system, based 
upon high level user’s specifications allied to an 
intelligent agent capable to employ cinematographic 
knowledge.  
 
3. Cinematography Concepts 

The American Society of Cinematographers defines 
cinematography as: 

“a creative and interpretive process that 

culminates in the authorship of an original 

work of art rather than the simple recording 

of a physical event.” 

  

This means that cinematography is a far complex 
process, and since we don’t have the technology to 
develop creative and intelligent directors that 
approaches the human interpretation of reality, we 
based our work upon human specifications and some 
heuristics [Arijon 1976] defined by cinematographers: 
 
• Create a line of interest: Is the line that connects 

the major two points in one scene (mostly of the 
times, the two actors that interact in the scene). 

• Parallel editing: Scenes should alternate between 
different contexts, locations and times.  

• Only show peak moments of the story: Repetitive 
movements should be eliminated. 

• Don’t cross the line: Once a scene is taken by a 
side of the interest line, the camera must maintain in 
that side, to not make confused movement shots. 
The camera can switch sides, but only upon an 

establishing shot, that shows that transition. 
• Let the actor lead: The actor should initiate all 

movement, and the camera should come to rest a 
little before the actor.  

• Break movement: A scene illustrating some 
movement must be broke into at least two shots. 

 



Directors have also specified various camera 
placements relative to the line of the interest. Figure 2 
illustrates possible camera placements that are used in 
this paper. These heuristics and camera placements 
have been abstracted into constraints that are used 
along the paper to help in the dramatization process. 

 
 

 

 

 

 

 

 

 

 

 

 

 
Figure 2: Camera placements relative to the line of 
interest (extracted from [Christianson 1996]) 
 
 
4. LOGTELL and Dramatization 
Control 
 
LOGTELL [Ciarlini et al. 2005] is a system that 
encapsulates story generation and visualization. Story 
generation is based on the logic specification of a 
model of the chosen story genre, where possible 
actions and goals of the characters are described. The 
model is composed by typical events and goal-
inference rules. In our experiments, stories are based 
on a Swords-and-Dragons context, where heroes, 
victims, and villains interact in a 3D scenario occupied 
by castles and churches. The stories are told from a 
third-person viewpoint.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 3: LOGTELL architecture (extracted from 
[Ciarlini et al. 2005] 

 
The possible events were modeled by just a few 

parameterized operations, which can nevertheless 

generate a considerable variety of different plots. The 
specified operations were the following: 
 
• go(CH,PL): character CH goes to place PL; 

• reduce_protection(PL): the protection of place PL 
(represented by the number of guardians) is 
spontaneously reduced; 

• kidnap(VILLAIN,VICTIM): character VILLAIN 
kidnaps character VICTIM; 

• attack(CH,PL): character CH attacks place PL 
(fighting the guardians); 

• fight(CH1,CH2): character CH1 fights character 
CH2; 

• kill(CH1,CH2): character CH1 kills character 
CH2; 

• free(HERO,VICTIM): character HERO frees 
character VICTIM, raising the degree of affection 
of VICTIM for HERO; 

• marry(CH1,CH2): character CH1 marries 
character CH2; and 

• get_stronger(CH): strength level of character CH 
is raised (by a magical power). 

 
The arguments for these operations can be 

characters or places. In our test scenario, characters are 
Draco (a dragon, - the villain -, who lives in its castle), 
Marry (a princess, - a potential victim-, who lives in 
her castle), and Brian and Hoel (knights, - the heroes). 

 
Through the plot manager interface, the user can 

alternate phases of plot generation, in which 
intervention is possible, and phases of dramatization. 
This intervention is always indirect. This means that 
the user may try to force the occurrence of desired 
events and situations and also accept or reject partially-
generated plots. If the user does not like the partial 
plot, IPG can be asked to generate another alternative. 
If the user accepts the partial plot, the process 
continues by inferring new goals from the situations 
holding as a result of this first stage. The IPG can 
generate a number of possibilities of chained events for 
each phase to fulfill story goals.  

 
 The plot manager is implemented in Java and 
comprises a number of graphical interfaces that allows 
user to transparently access IPG (implemented in 
Prolog) for control plot generation and Drama Manager 
for control the dramatization of the plot being building 
(Figure 4). We should notice that IPG generates events 
in a partial order, determined by the chaining of pre- 
and post-conditions. Into the Plot Manager, each event 
is represented by a rectangular box that may assume a 
specific color according to its current status. To 
determine the sequence, the user connects the events in 
a sequential order of his/her choice, respecting the 
temporal constraints supplied by IPG. To help the user 
in this process, we utilize colors to distinguish 
operations that are already connected (yellow), 
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operations that − in view of the temporal constraints − 
can be immediately connected (green) or cannot yet be 
connected (red). The starting root is blue and the 
current operation being rendered is cyan. To connect 
two operation boxes, the user must click with the 
mouse over the origin and drag over the destiny (the 
same process is used to remove a link between two 
operations). Once the current plot (or part of it) is thus 
connected into a linear sequence, it can be dramatized 
by invoking the Drama Manager with the render 
command. 
 

 
 
Figure 4: Plot manager interface.  

 
As mentioned, story generation and dramatization 

are treated as separated processes. During 
dramatization, virtual actors in a 3D-world perform 
actions without user (player) interference. Plot 
dramatization can be activated for the exhibition of the 
final plot or the partial plots. The simulation occurs in 
continuous real-time and the duration of an event 
rendering task is not previously known.  
 

During the dramatization, the high level control of 
actions each actor is supposed to perform is done by 
the Drama Manager. The Drama Manager translates 
symbolic events into fully realized 3D visual graphical 
atomic actions and assign then to specific actors at 
specific times, guaranteeing the synchronism and 
logical coherence between the intended world and its 
graphical representation. It continuously monitors the 
representation process, activating new tasks whenever 
the previous ones have been finished. There is a near 1-
to-1 mapping among events and graphical actions 
performed by the virtual actors.  
 

During the performance of an event, actor’s low-
level planning is used to detail the tasks involved in 
each event. By means of a built-in finite state machine, 
actors may select ways to perform the actions being 
assigned by the drama manager. Possible actions are 
walk, avoid obstacles, fight, kill, marry and others.  
 

The process of capturing the scenes and record 
animated representation in real-time is done by a 
camera agent. As the story unfolds and events are 
dramatized, the camera, implemented as a reactive 

agent, has a role of capturing actions performed by 
actors (same approach adopted by Charles [2002]). The 
camera continuously monitors the actions and 
respective actors involved in order to position himself 
and select a reasonable angle of view to record the 
graphical representation. 
 

As illustrated in Figure 5, Drama Manager sends 
simultaneously actions to the virtual actors as well to 
the camera. This approach has serious drawbacks. For 
example, frequently actions start before camera had 
time enough to contextualize scene, an important 
cinematography rule to allow a comprehensive 
understanding of the take. Moreover, user has no 
availability to intervene the way scenes are being 
recorded.  
 
 
 
 
 
 
 
 
 
Figure 5: Dramatization architecture 
 

The camera commonly uses sets of predefined 
viewpoints, which are automatically specified 
according actor’s positions and scenario 
configurations. To render the events, both camera and 
avatars receive simultaneously required information. 
As the avatar starts performing the action, the camera 
follows its movements without concerning scene and 
filmmaking constraints. For example, in a Go(Draco, 
Princess_Castle) event, Draco starts walking from its 
current location to anywhere he’s supposed to go and 
the camera keeps up with its movement, with a 
predefined relational position. The camera does not use 
contextualizing takes; when the recording begins, the 
actor was already walking towards the target.  

 
The actors are implemented as partially reactive 

agents. They have the ability to choose actions that 
best fulfils events dramatization and to communicate 
with other agents whenever necessary. This is not an 
appropriate approach when the user has the ability to 
change the story script because action selection is 
coded into the actor’s finite state machine and cannot 
be changed in real-time. 

 
4.1. The new Architecture 
 
In the new approach, both actors and camera lose part 
of their autonomy in order to follow detailed 
instructions given by the director. To do such, each 
event has a set of camera positions that can be used in 
the shoot, and a script to be followed by the actors and 
camera.  
 

To improve the dramatization process and achieve 
a high level of interactivity, a graphical interface is 

Drama Manager 

Camera Avatar 

     Coarsely granulated instructions 



available to edit the story’s details - users can set audio 
parameters, create idioms, edit and delegate actions 
and develop a conversation between the actors. 

 
In the core of the new architecture there is a 

director. Figure 6 illustrates in more detail the new 
relationship among the Director (old Drama Manager), 
actors and the camera. Messages exchanged between 
components are synchronized to allow, for example, 
that camera receives in advance the event the avatar is 
supposed to perform.  

 
 
 
 
 
 
 
 
 
 
 
Figure 6: Relationship among Director, actors and 
camera. 
 
 
5. The System Architecture 
 
Although a film can be seen as a set of individual 
motion pictures, it is often helpful to think of a film as 
having a structure. At the highest level, a film is a 
sequence of scenes, which captures determined events. 
The scenes are composed by shots. Shots are fractions 
of time that the camera records continuously. 
 

As the rendering process of a storytelling 
environment approaches filmmaking, our system has 
similar architecture. We have proposed some film 
basic elements that are divided into shots, scenes, facts 

and a film configuration. The correlation between 
these elements is shown in Figure 7.  

 
The primitives that compose each shot are packed 

into a shot data structure that helps the render to 
captures scenes. This shot structure contains variables 
such as camera position, angle of camera, duration of 
the shot and movement. 

 
 The scene data structure contains all information 
defined by the user to make the shots. Fact that 
composes the scene and the information about how 
each shot must be filmed are the parameters defined in 
this level.  
 
 Facts are the pillar of the scene: they contain the 
information that tells what and why the actors should 
do. The main advantage of separating the scenes from 
facts is that we can provide an interface to edit the facts 
without concerning (at least at this level) about the 
scene filming. So, each event generated by IPG are 
translated into a fact 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
Figure 7: System architecture  
 

The last one component, a film configuration, is a 
set of high level parameters used to enhance visual 
presentation. Features like title presentation, credit 
presentation, fade-out time between facts and type of 
fade-out are available for editing by users. 

 
Next section presents our implementation of the 

camera module as a cameraman. Section 5.2 presents 
how idioms are coded and its relationships with the 
camera module. 
 
 
5.1 Camera module as a Cameraman 
 
Once cinematographic expertise is defined as a low 
level set of constraints that changes with the flow of 
the time, we used a cameraman, an intelligent agent 
that knows how to behave through time, given specific 
parameters. Our agent was implemented based on 
finite state machines, a good solution given the 
characteristics of our problem. 

 
Each state of the cameraman has three main 

parameters: the initial camera placement, the camera 
distance and how the camera will behave through the 
shooting. For example, the possible init placements, as 
described in Figure 2, are: External, Parallel, Internal, 
Apex, Reverse Internal, Reverse Parallel and Reverse 
External. Reverse placements are faced to the ending 
of the interest line.  

 
 The possible sets of camera distance were defined 
by cinematographers based upon cutting heights. The 
main rule in cutting heights is that the frame lines do 
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not cut the actor’s primary joints, since this has a 
strange look on screen. Primary joints include the neck, 
waist, knees, and ankles. Our possible sets of camera 
distances: 
• Extreme close-up: cuts-up at the neck; 
• Close-up: cuts-up at the chest; 
• Medium-view: cuts-up at the crotch; 
• Full-view: Full view of the actor; 
• Long view: Distant perspective. 
 
Camera behaviors have been implemented based on the 
work of Christianson [1996] (Figure 8). They are as 
follows: 
� Static: Object and the camera stand still. 
� Go-by: Camera follows up the object, preserving a 

static angle between the line of interest and the 
camera. 

� Panning: Camera follows up the object, keeping it 
near the center of the screen as the camera turns.  

� Tracking: Object always will be in the center of the 
screen, and the camera will follow it preserving a 
static angle of 90 degrees between the line of 
interest and the camera.  

 

 
Figure 8: Possible camera behaviors, extracted from 
[Christianson 1996] 
 

The combination of these configurations gives us 
the set of all the states. Some of these combinations are 
normally not used – as example a reverse external 
close-up go-by state: it is a little awkward having the 
main object from a backed face close-up view leaving 
out the viewport without being followed. 

 
5.2 Idioms 
 
Idioms are vastly used by many authors in camera 
systems [Halper 2000]. With this method, 
cinematographic knowledge is easily coded into 
constraints to assure good shots. We implemented 
idioms by sets of camera states: since the cameraman 
provides a simple high level interface that abstract 
camera placements and behavior, the process of 
making an idiom is quite simple. We must order the 
camera states according a timeline and modify the 
position of the line of interest. Our approach is similar 
to the Declarative Camera Control Language (DCCL) 
(Christianson 1996). We adopted the following syntax: 
 
idiom_name (arguments) 
 (timestamp): state (initial Placement, distance of 
                                          the line, behavior)  
                                    (initial point of the line, final  
                                           point of the line). 
 

As an example, consider the creation of an idiom 
for the event where a character goes to a place. As one 
can see, we can set a number of timestamps for each 
event that are used to change the cameraman’s states. 
In this case, the timestamps are based upon the total 
time of the scene, which is calculated measuring the 
time of all the actions of the actors involved in the 
current filming sequence. 
 
Go1(character CH, placement PL): 

(0):          state(External, Medium view, 
                             Tracking) (CH, PL) 
(totalTime*1/4):  state(Apex, Distant view, Go-by) 
                             (CH, PL) 
(totalTime*3/4):  state(Internal, Medium  
                             view, Tracking) (CH, PL) 

 
In this configuration example, the idiom will start 

with the initial placement (timestamp equals to zero) of 
an external camera, a camera distance of a medium 
view and a tracking behavior. The first (the character) 
and second (the placement) arguments passed to the 
state are, respectively, the initial and the final points of 
the line of interest.  

 
To simplify the process of creating the takes, each 

fact has one or more idioms mapped into it. If a fact 
has more than one idiom assigned, the idiom will be 
picked randomly among the possible idioms. The 
advantage of assigning more than one idiom to a fact is 
that the fact can be dramatized of different ways at 
different executions. 
 
6 Script Edition System - SES 
 
Storytelling applications work with events. In our test 
scenario, they are generated by IPG, and, generally, are 
a single objective phrase that assumes one goal. 
“Go(Draco, Princess_Castle)”, “Kidnap(Draco, 



Marian)”, “Fight(Brian, Draco)” are examples of 
events that can be generated. 
 

However, these objective phrases, just by 
themselves, leave a great margin for cinematography 
creation. As an example, consider the event where 
dragon kidnaps the princess – in the simpler approach, 
the dragon could just go to the victim and take her to 
its prison. Considering a more sophisticated and 
realistic representation, the victim could refuse of 
being kidnapped and decided, in vain, to fight with the 
dragon. 

 
To allow a greater user interaction and a more 

sophisticated dramatization, each event in the IPG has 
a correspondent fact that describes it as a set of simple 
actions that each actor knows how to perform. We use 
the tag “Script:” to indicate all actions that an event has 
and cannot be altered.  

 
The role of the SES is to provide a simple high 

level interface to users, allowing them to insert some 
details of the story before the dramatization process 
begins. The tag “User input:” is used to mark the 
actions specified by the user. The tables of actions that 
users can insert are displayed in the Tables 1, 2 and 3. 
To insert new actions on these tables we need to 
implement respective functionalities in our 
dramatization engine.  

 
The following example illustrates a script that can 

be edited with the SES. This script is an extended 
version of the Fight(Brian, Draco) IPG’s event. In this 
example, Brian must first go to Draco’s place and fight 
with him. As one can see, the user has inserted three 
actions, enriching the dramatization process. 

 
Fight(Brian, Draco)  
 Script: Walk(Brian, Place) 
 User input: Play_sound(FightSong) 
 User input: Talk(Draco, “You foolish! How dare 

 you to challenge my POWER?!”, 12) 
 User input: Talk(Brian, “You naughty creature! 

 Thou shall taste my sword!”, 10) 
Script: Fight (Brian, Draco) 
 
As SES gives the user a high interactivity, it does 

not prevent a logical incoherence in the story. The user 
may deliberately delegate actions without consider the 
main goal of the event, instructing, for example, Draco 
to kiss Brian before they start fighting. 

 
Table 1: Collective actions that actors can perform. 

Action Arguments Description 
Kiss actor1, actor2, 

time 
The actor1 will kiss 
actor2 during an 
amount of time. 

Fight actor1, actor2, 
time 

The actor1 will fight 
with actor2 during 
an amount of time. 

 

Table 2: Environment actions 
Action Arguments Description 
Play File Play sound file once 
Play_loop File Play sound continuously  
Stop  Stops the sounds that’s 

being played 
 
Table 3: Single actions that actors can perform. 

Action Arguments Description 
Walk Actor, place The actor will walk to a 

given place 
Laugh Actor, time The actor will start to 

laugh during an amount of 
time 

Pain Actor, time The actor will simulate 
pain during an amount of 
time 

Cry Actor, time The actor will start to cry 
during an amount of time 

Dance Actor, time The actor will start to 
dance during an amount of 
time 

Talk Actor, msg, 
time 

The actor displays a 
message during an amount 
of time.  

Think Actor, msg, 
time 

The actor’s thoughts will 
be expressed through a 
message that will be 
displayed during an 
amount of time. 

 
Environment actions are those who are performed 

by the environment. They don’t need to be particularly 
filmed (so doesn’t need an idiom mapping) and they 
can happen concurrently with single and collective 
actions. Single actions are performed by one actor and 
need to have an idiom mapping. Collective actions are 
similar to single actions, but their line of interest must 
be defined in function of the actors involved in the 
shooting.  

 
 

7. Dramatization Process  
 

The dramatization process is divided in two defined 
stages: Planning and Execution. In the planning stage, 
all the initialization are made. With the set of facts, we 
first create a queue of facts in some chronological 
order. Since each fact has a set of idioms (or at least 
one idiom), a mapping from one to one is made. With 
this, we have the parameters necessary to pre-create all 
the scenes and shots of the dramatization. Each scene 
has a queue of shots; the shots are initialized by 
defining their duration time and its initial line of 
interest. When all the scenes are pre-initialized, a scene 
sequence is made.  

  
In the execution stage, the dramatization is properly 

done. The renderer takes a scene from the scene 
sequence and then a shot from the shot queue. The shot 
has an update function that calls the cameraman to 



update position and orientation of the camera (that is 
defined by the cameraman’s behavior, which is given 
by the idiom of the current fact that is being 
dramatized), and an update function that invites all the 
actors involved to perform their actions and update 
their positions.  

 
 
8 Conclusions and Future Work  
 
This work proposes a new architecture for specifying 
parameters to enrich dramatization process over an 
existing storytelling environment called LOGTELL. 
As presented, the original architecture was rigid and 
actors and camera, during dramatization, were limited 
to execute to pre-programmed actions on their finite 
state machine.  

 
With the inclusion of a virtual director, both actors 

and camera lose part of their autonomy in order to 
follow not more high level actions, but detailed 
instructions that are originated from user intervention 
plus cinematographic expertise like idioms and camera 
settings. 
 

Techniques and resources upon 3D models could 
not be fully implemented because the limitations of our 
test environment. Possible animations are hard-coded 
on a key-framing animation file. Animations are 
limited to basic actions like walk, fight, stand and die. 
With our proposed architecture, more realistic and 
emotive actions like kiss, hug, among others, are not 
allowed to be graphically visualized. Even not 
implemented, one can see the feasibility of 
implementation of these ideas. These points here 
presented are focus for future works.  

 
We are also planning to incorporate emotions and 

facial expressions to the dramatization. To allow this, 
we must focus specially at the 3D models, because at 
the level of the Scene Creation System, simple 
parameters can provide the required information. 

 
Due to limitations in our test environment, currently 
we have implemented only the SES interface, through 
were user can enter/edit commands to enhance visual 
presentation. It is implemented in Java, the same 
language were used to program the Plot Manager. This 
way, we added an extra button to the popup menu of 
Plot Manager (see figure xxx) to invoke this new 
interface. Those new commands use a modified 
version of the protocol that communicates Plot 
Manager to the Director (old Drama Manager 
implemented in C++). 
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