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Abstract

Purpose of this research. It is necessary to analyse a process by which the
interactive experience of computer games is transferred into the narrative
structure of film adaptations, to identify specific features of video game
adaptation in modern cinematography, to determine key challenges in
transforming interactive mechanics into a linear narrative, as well as to
demonstrate the importance of considering the distinctive characteristics of
computer games in the process of their cinematic adaptation. The research
methodology includes the application of the following methods: theoretical
analysis — examination of scientific works addressing issues of intermediality,
adaptation, development of video games as a cultural phenomenon and their
interaction with cinema; comparative method — studying traditional forms of
literary adaptation and the specificity of video game screening, identifying
similarities and differences in the transformation of various media products;
comparative analysis — juxtaposition of characteristics of video games
and cinematography, identifying peculiarities of their semiotic systems
and narrative structures; historical method — tracing the evolution of video
games from early experimental programs to complex interactive media
products; generalisation — systematisation of theoretical approaches to the
problem of adaptation and formulation of conceptual conclusions regarding
the perspectives for hybrid media forms. Scientific novelty. For the first time,
this article studies the film screening of video games as a form of intermedial
reinterpretation that requires the adaptation of both narrative and interactive
experience. It is grounded that the traditional approach to adaptation is
insufficient in the case of video games, as it does not account for the unique
role of the player as an active participant. It is determined that the introduction
of new formats makes it possible to achieve a balance between a viewer's and
a player's experiences while preserving the depth of the original. Examples
of transmedia adaptations demonstrating the successful integration of game
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mechanics and narratives into cinematic art are analysed. Conclusions. The

study reveals the central contradiction of adaptation, such as a necessity

to sacrifice gameplay interactivity in favour of the linear narrative structure

of cinema. Furthermore, the development of new hybrid forms, including

interactive films and VR technologies, which preserve elements of interactivity,

is traced. It is established that a promising direction is the creation of unique

audiovisual products in which viewers may participate in the narrative.
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Problem statement

Screening of computer games as a phe-
nomenon of modern cinematography
evokes a mixed response among critics,
audiences and fans of the original works,
as the process of film adaptation of-
ten presents significant challenges. The
most essential feature of video games
is interactivity, which allows a player to
control a character, observe the devel-
opment of events, actively explore the
world, interact with other characters and
influence the narrative campaign, e.g.,
by altering the game's ending based on
the player's decisions. It is precisely this
unique feature that distinguishes video
games from traditional art forms, par-
ticularly cinema, where the viewer usual-
ly observes a pre-constructed story and
has no influence over its course.

In this regard, a deeper analysis of the
artistic, technical and narrative features
of video game adaptation is required.
Particular attention should be paid to un-
derstanding how interactive experience is
transformed into a linear cinematograph-
ic form. This makes it possible to outline
key directions in the development of hy-
brid media forms that combine peculiari-
ties of both games and cinema.

Such a fundamental difference in the
nature of these media creates adapta-
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tion challenges that have not yet received
systematic theoretical interpretation. In
spite of the growing popularity of video
games as a cultural phenomenon and
their recognition as a form of art, the
specifics of their cinematisation remain
understudied. The relevance of this is-
sue grows alongside the expectations of
the contemporary viewer, who seeks not
merely to passively observe a completed
story but to experience, even if indirect-
ly, the interactivity and deep engagement
characteristic of gameplay in beloved
computer games.

Recent research
and publications analysis

Parallels between games and other
forms of media were drawn by P. Alek-
sandrov (2021), who studied non-linear
narrative and indicated its fundamental
distinction from the traditional structure
of cinematic storytelling.

A. Konoplytska and O. Nakonechna
(2022) considered computer games as
a significant element of modern culture,
asserting that video games have become
a new mode of interaction with infor-
mation, a medium for socialisation, and
a space for cultural exchange. Addition-
ally, the authors emphasised that games
actively influence the formation of think-
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ing, emotional sensitivity, and modes of
self-expression among users.

In the publication by N. Skubina (2024),
narrative video games were examined as a
new form of art that reflects the philosophy
of metamodernism — a cultural phenom-
enon that has followed postmodernism.
The semiotic nature of audiovisual works
was studied by R. Shyrman, S. Kotliar,
A. Suprun-Zhyvodrova (2018); I. Gavran,
S. Stoian, M. Rohozha, I. Vilchynska,
H. Pletsan (2023); G. Chmil, N. Korablova,
0. Bezruchko (2024); G. Chmil, N. Korablo-
va, 0. Bezruchko, N. Zhukova (2024), et al.

At the intersection of literature and cine-
ma worked D. Beznosenko and O. Punina
(2017), who studied screen adaptation as
an intermedial process of transformation.

A comprehensive analysis of screen ad-
aptation as a distinct form of intermedial
interaction between literature and cine-
ma was presented by V. Fedorenko and
N. Sulima (2023). The authors studied
the process of transferring a literary work
to the screen, defined its place in con-
temporary cinema, and outlined the main
strategies of film adaptation.

In the interdisciplinary context, Y. Liu and
L. Shrum (2002) studied how interactivity
affects the perception of a media product.
Their research made it possible to better
understand what is lost when transition-
ing from a player to a passive viewer.

A. Khailo (2021) examined video games
as a multifaceted phenomenon encom-
passing technical, social and artistic as-
pects. The author analysed how video
games are studied across various disci-
plines (from engineering to cultural stud-
ies) and provided an overview of major
domestic and international approach-
es. The study highlighted the potential of
games as instruments of communication,
self-expression and socialisation and
emphasised the necessity of develop-
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ing a Ukrainian academic foundation in
this field. 0. Bezruchko and O. Poberaylo
(2025) investigated the evolution of the
cut scene in interactive audiovisual works.
In his study, V. Karashchuk (2025) ana-
lysed the influence of audiovisual innova-
tions on cognitive processes, emphasiz-
ing that modern technologies, particularly
VR, expand the tools of media and shape
new models of thinking and perception.
N. Marenych (2013) discussed the vid-
eo game as an art form at the boundary
of postmodernism and post-postmod-
ernism, stressing its ability to synthesise
symbolism, irony, aesthetics, and the phi-
losophy of contemporary culture.
Purpose of this article. The article aims
to study the screen adaptation of video
games as a form of media translation
that redefines the boundaries between
the viewer and the player in modern
audiovisual art. The ultimate goal is to
highlight how cinema adapts interactive
gameplay experience and what innova-
tive forms emerge at this intersection.

Main research material

Within the media landscape, computer
games have evolved from a niche hobby
to a widespread cultural phenomenon. As
noted by 0. Pozharytska (2021, p.67) in
her work "Videogames genre taxonomy",
the origins of play as a form of activity
trace back to prehistoric times and even
the animal world, where play served so-
cialization functions, whereas the mod-
ern computer game entered the 21st cen-
tury alongside the development of digital
technologies and, in 2011, gained recog-
nition as an art form in its own right.

The first video games emerged in the
1950s—-60s as simple experimental pro-
grams (e.g., Tennis for Two (William Hig-
inbotham, 1958) or Spacewar! (Steve Rus-
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sell, 1962)). By the 1970s, video games
had become a commercial product and
part of mass culture. In his dissertation
“Video game as a phenomenon of mod-
ern media culture”, Ye. Maliuk (2022, p.43)
noted: “Early video games represent ob-
jects that are fairly simple to analyze, as
their content, game mechanics, and nar-
rative — if any — can be exhaustively de-
scribed in just a few sentences”.

Since then, the video game industry
has made tremendous progress — from
arcades and game cabinets to complex
narrative-driven projects and high-per-
formance computers, consoles, and more.
As A. Khailo (2021, p.26) notes in "Object
of study: video games": "When comput-
ers entered everyday life and their pur-
pose changed, transformations in their
development also took place. At a certain
stage, one of the reasons for the develop-
ment of new technologies and the mod-
ernisation of existing ones became the
desire to improve video games".

It is necessary to mention that the evo-
lution of video games is no longer limited
to technical improvement; they are now
expanding their aesthetic and narrative
capacities. Due to the growing popularity
and cultural visibility of the medium, we
currently observe its convergence with
other artforms, particularly cinema. Video
games increasingly adopt compositional
principles, visual styles, and methods of
emotional impact characteristic of film.
As a result, they acquire cinematic quali-
ties in both narrative delivery and overall
perception. Likewise, in film adaptations
of successful video games, cinema also
incorporates visual solutions, plot mo-
tifs, and even interactive mechanisms
characteristic of gaming. P. Aleksandrov
(2021), in his work “Non-linear narrative
in media culture about What journal-
ism has in common with video games”,
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confirms that contemporary cinema has
begun to adopt elements of interactivity
from video games.

It is also worth referring to the observa-
tions of J. Robson and A. Meskin (2019,
p.971) in "Videogames and film", who
emphasised that comparisons between
video games and films are now wide-
spread. The researchers note that critics
often describe video games as “cinemat-
ic" or refer to certain titles as "interac-
tive movies". This is due to shared fea-
tures between the media, particularly in
technical implementation and narrative
construction. However, fundamental dif-
ferences also exist — attributes such as
interactivity are typical of video games
but are not standard in cinema.

Given the increasing interpenetration of
video games and cinema, the question of
the nature and specificity of film adapta-
tion in this context becomes inevitable.
If, in the traditional sense, adaptation re-
fers to the transfer of a literary text to the
screen, then in the case of video games, it
involves transforming an interactive ex-
perience into a linear audiovisual form. In
“Film adaptation as a result of the inter-
mediate reading of literary work (based
on Irene Rozdobudko's prose)”, D. Bez-
nosenko and O. Punina (2017, p.15) not-
ed that literature provides cinema with
a narrative line, but cinema does not
simply duplicate it; rather, it transforms
it according to its own artistic laws and
the specifics of the screen, thereby creat-
ing a new work. This principle can be ap-
plied to video game adaptations as well,
since both cases involve not mechanical
copying but the creation of a new media
product while preserving the central idea.
Therefore, adaptation should be viewed
not merely as a technical or narrative
translation but as an intermedial inter-
pretation that accounts for the differenc-
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es between the semiotic systems of vid-
eo games and cinema. A similar position
is articulated by V. Fedorenko and N. Suli-
ma (2023, p.214) in “Screen Adaptation in
Modern Audiovisual Production", where
they emphasize that one of the key chal-
lenges of adaptation lies in the tension
between literal reproduction of the source
and the pursuit of artistic independence.
According to them: “In the process of ad-
aptation, a director may omit secondary
storylines, details, and minor characters,
or, conversely, introduce new episodes
absent from the original work but which,
in the director's view, better convey the
core idea through cinematic means".
Considering the mentioned above in the
context of video game adaptation, such
a contradiction becomes even more pro-
nounced, since it involves not only the
narrative but also gameplay as a key com-
ponent of the experience. When adapting
a game, the director or screenwriter is
often compelled to abandon interactivity,
variability, and the open structure of the
game world in favour of a unified, linear
narrative form characteristic of cinema.
For example, in the series The Last of Us
(directed by Craig Mazin, Jasmila Zbanig,
Neil Druckmann, Jeremy Webb, Ali Abba-
si, 2023), based on the video game of the
same name (The Last of Us, Naughty Dog,
2013), the creators retained the main sto-
ryline while simultaneously developing
a full dramatic arc for Bill and Frank (sec-
ondary characters who were presented
much more fragmentarily in the game). In
the series, the viewer follows their relation-
ship over several decades, something that
would be impossible to realize in the game
format without sacrificing dynamism and
player engagement. Thus, in this case, ad-
aptation not only preserves the core ideas
of the original but also expands its seman-
tic horizons, employing cinematic means
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to deepen immersion into the game world
and reveal new character layers. All this
supports the notion that intermedial in-
terpretation presupposes not literal repro-
duction but reinterpretation adapted to the
possibilities of the new medium.

It should be noted that the adaptation
of video games represents an attempt to
translate an experience that is inherently
built on action, choice, and personal in-
volvement into a form in which the view-
er is only an observer. While literature or
theater typically present a story in a fixed
form, a video game offers something sig-
nificantly more (a symbiosis of narrative,
mechanics, decision-making, and dy-
namic interaction with the game world).
During gameplay, the player does not
merely observe the protagonist but con-
trol and embody them. In this sense, vid-
eo games enable fundamentally different
experiences that are difficult to replicate
in cinema without loss. As M. J. P. Wolf
(2008, p.285) notes in “The video game
explosion: A history from PONG to Play-
station and beyond", this constitutes
a shift from simulation to empathic em-
ulation: "While film audience members
watch a character's involvement in vari-
ous situa tions provided by the storyline,
perhaps imagining what it would be like
if they were in a similar situation them-
selves, in the video game, the player
causes on-screen events to happen by
acting or reacting". For instance, in the
Mass Effect series (BioWare, 2007-2017),
the player decides whom to save, which
relationships to pursue with other char-
acters, and whether to choose aggres-
sion or diplomacy. These choices affect
not only the plot but also the perception
of characters, the moral tone of the story,
and the ending of the game. As N. Sku-
bina (2024, p.257) observed in “Narrative
video game as metamodern art"; “Against
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the backdrop of heightened interest in
theories of simulation and the decentral-
isation of the subject, video games have
become a unique space that grants play-
ers significant freedom within interactive
narratives, allowing them to actively in-
fluence the development of events in vir-
tual worlds".

In conventional cinema, such variability
is nearly impossible, though it does exist.
The audiovisual work experiments with
preserving the interactive nature of nar-
rative (Bezruchko and Manuliak, 2019).
A hybrid form has emerged that combines
elements of both games and films (the
interactive film). This is a specific type
of audiovisual product in which the view-
er is able to influence the course of the
narrative by choosing the character's ac-
tions or the direction of events. The most
well-known example of this format is the
special episode of the anthology series
Black Mirror — Bandersnatch (directed
by David Slade, 2018), in which viewers
are offered numerous choices that affect
the plot and ending. Interactive films rep-
resent an attempt to preserve the idea of
the “player as co-creator”, which is fun-
damental to video games.

Unlike traditional cinema where the plot
unfolds in a fixed manner, the interactive
format allows the viewer to make deci-
sions that directly influence the course
of events. For this reason, the experience
approaches that of gameplay. P. Aleksan-
drov (2021) introduced a concept of “in-
teractive narrative nonlinearity”, referring
to a type of interaction that involves the
user in constructing the narrative, ena-
bling multiple story trajectories and var-
iable endings that may differ with each
viewing or playthrough. Such a principle
underlies a number of game-centered
film projects that experiment with modes
of audience participation. Alongside the
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aforementioned Bandersnatch (2018), it
is also worth mentioning Late Shift (di-
rected by Tobias Weber, 2016), in which
the audience makes decisions for the
protagonist in real time, without the pos-
sibility to pause or rewind. The film con-
tains 180 decision points that influence
the narrative and lead to one of seven al-
ternative endings.

In his work “The Hyperimmersive Turn
and the Metaverse: Gamification of the
Audiovisual Landscape”, |. Pecheranskyi
(2025, p.166), likewise confirms the idea
that gamification exerts a significant in-
fluence on the digital audiovisual environ-
ment, transforming the role of the viewer
from a passive recipient into an active
participant in the narrative. Due to the de-
velopment of digital media and streaming
services, the audience gains the ability
to influence the development of the plot,
which contributes to the dismantling of
the traditionally fixed narrative structure of
film and television products and ensures
deeper emotional engagement.

There exist even deeper forms of immer-
sion, in which a person becomes simul-
taneously a player, a viewer, and an actor
fully transferred into the world of the game.
The opportunity to combine the most ad-
vanced achievements of both the film and
video game industries emerged with the
arrival of VR technology, which enables
the user to experience a full sense of pres-
ence in a virtual world. The user is able to
control the character's body, move, and
interact with objects and the environment.
According to V. Volynets (2021, p.233) in
the work "Virtual, augmented and mixed
reality: essence of concepts and specifici-
ty of relevant computer systems”, "Virtual
reality (VR) is a three-dimensional envi-
ronment created through technical means,
with which a person can interact and
which is transmitted through visual, audi-
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tory, tactile, or other sensations. The task
of VR-immersion technologies is to simu-
late the brain's perception of the visible as
real by means of specialised technological
systems”.

Using the example of the game
L.A. Noire: The VR Case Files (Rockstar
Games, 2017), 0. Bezruchko and O. Ani-
kina (2021, p.46) in their article "Modern
Audiovisual Art within the Space of Inter-
net Network: New Aspects of Interaction”
note that it "allows the player to watch
a movie and at the same time act as a de-
tective”. Combined with the development
of artificial intelligence, video streaming
and intelligent interfaces, VR technology
opens fundamentally new possibilities for
the film industry to experiment with film
adaptations of video games.

Conclusions

As aresult of this study, it is established
that the screen adaptation of computer
games represents a complex intermedi-
al process that goes beyond the simple
transfer of a storyline to the screen. The
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theoretical analysis demonstrated that
a successful adaptation of a video game
requires not a literal reproduction of the
gameplay experience but a creative rein-
terpretation that takes into account the
specific features of cinematic language.

It is determined that the key challenge
of video game adaptation lies in the
transformation of an interactive experi-
ence into a linear narrative form. At the
same time, cinema is discovering new
ways to preserve elements of interactivity
through interactive films and VR technol-
ogies, which indicates a growing inter-
penetration of these media forms.

This research shows that the most
promising direction for development is
not the opposition of video games and
cinema but the search for hybrid forms
that combine the strengths of both media.
Technological advancements, particular-
ly virtual reality and artificial intelligence,
open new possibilities for the creation
of unique audiovisual products in which
viewers can become active participants
in the narrative while retaining the aes-
thetic qualities of the cinematic art.
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AHoTauif

MeTacTaTTi — npoaHaniayBaTu npoLec nepexony iHTepakTMBHOIO AOCBIAY KOMM'FOTEPHUX iFop y HapaTUBHY
CTPYKTYpPY KiHOafanTauiv, BU3HAUMTU cneuundiky ekpaHisauii Bigeoirop y cyyacHoMy KiHematorpadi,
BCTAHOBUTM KJIHOYOBI TPYOHOLLI Mif 4yac TpaHcdopMmaLil iHTepaKTUBHUX MEXaHiK Yy NiHIMHUNA HapaTus,
[OBECTU BaX/MBICTb ypaxyBaHHS 0cO6GMMBOCTEN KOMM'FOTEPHUX irop Yy mpoueci ix KiHemaTorpadiyHol
apanTauii. MeTogonorisi AOCRifgXeHHs NOJIArae y 3acTOCyBaHHI TakUX MeTOfHiB: TEOPEeTUYHOro — Afs
aHanisy HaykoBWX Mpalb, L0 BUCBITNOTL NpobneMaTuky iHTepMefianbHOCTI, eKpaHisallii, po3BUTKY
Bifleoirop sik KynbTypHOro siBULLA Ta iX B3aeMOLil 3 KiHeMaTorpadom; MOPIiBHANBHOr0 — AN [OCHiAXEHHS
TpaguuinHux opM ekpaHisalii niTepaTypHux TBOpIB Ta cneuudiku aganTauii Bigeoirop, BUSBNEHHS
CMiflbHUX | BIAMIHHMX puc y npouecax TpaHcdopMalil pi3HUX MefianpofyKTiB; KommnapaTUBHOIo
aHanisy — aJis 3iCTaBNEHHS1 XapaKTepuUCTHK Bifeoirop Ta KiHemMaTorpada, BCTaHOBNIEHHS 0COBMBOCTEN
TX CEMIOTMYHMX CUCTEM Ta HapaTUBHUX CTPYKTYP; iCTOPUYHOro MeTomy — [ONsi BUCBITNIEHHS eTaniB
eBositoLil  Bigeoirop (Bif MPOCTUX €eKCMEPUMEHTaNbHUX MNPOrpaM [0 CKMaAHUX IHTEPaKTUBHUX
MefianpoayKTiB); MeTofy y3arasibHeHHs — AJ1A CUCTEMaTM3aLil TEOPeTUYHUX MigxodiB Ao npobnemu
ekpaHisauil Ta opMyntoBaHHSI KOHLIENTYyaslbHUX BUCHOBKIB LLOA0 NEPCNeKTUB PO3BUTKY FiBPUIAHUX
Mefiachopm. HaykoBa HOBU3HA. Y cTaTTi BrepLue po3rfsiHyTo NpoLec ekpaHisauii Bigeoirop sik hopmy
iHTepMefjianbHOro MepeocMUCIIeHHs, Lo noTpebye apjanTauil CroXeTy Ta IHTepaKTUBHOro [OCBigy.
O6r'pyHTOBAHO, L0 TpaAULINHUIA NigXin 0o eKpaHi3aLil € HeoCTaTHIM y Bifleoirpax, OCKiflbKu He BpaxoBye
YHiKanbHoOl posii rpaBuUsi SIK aKTUBHOIO y4yacHuKa. Bu3HauyeHo, Lo came yepes BMPOBALXEHHS HOBMX
cdopmMaTiB MOXIMBO JocArtTM GanaHcy Mix rnagaubkvMM Ta irpoBMM AoCBifoM, 36epiratoun raméuHy
nepwomxepena. lpoaHanisoBaHo NpuKNagu TpaHCMeOiNHWMX afanTauid, fKi OEMOHCTPYHTb YCHilUHY
iHTerpauito MexaHik i HapaTuBIiB 3 Bifieoirop y KiHoMUcTeLTBO. BUCHOBKWU. Y [OChifXeHHI BUSBNEHO
KJIFOYOBY CynepeyHicTb afjanTtauil — HeobXigHICTb XepTBYBaTH iIHTEPAKTUBHICTIO FeMIIE0 Ha KOPUCTb
NiHINHOT HapaTUBHOI CTPYKTYpU KiHO. KpiM TOro, NpocTeXeHO pO3BUTOK HOBUX KOMOiHaLii, 30Kpema
iHTepakTuBHUX (PiNbMiB Ta VR-TEXHONOrIN, siKi 306epiratoTb efleMeHTU iIHTepakTUBHOCTI. BcTaHOBNEHO, LU0
NepcrneKkTUBHUM HarnpsiMOM € CTBOPEHHS YHiKaslbHUX ayfioBidyanbHUX NPOAYKTIB, fe F1sfaay Moxe 6paTtu
yyacTb Y HapaTuBi.

KniouoBi cnoBa: koMn'toTepHa rpa; Bigeorpa; KiHoafjanTtalisi; eKkpaHisauisi; HapaTuB; IHTEPaKTUBHICTb;
MUCTELTBO; Mefia
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