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Abstract 
 

During the late 1990s, when digital imaging technologies were rapidly 

developing and becoming situated within visual culture, critics and cultural scholars 

became concerned about the future of the photographic arts and whether we were 

experiencing an irreversible displacement of the photographic image. However, the 

widespread popular use of digital photographic media over the past twenty years 

suggests otherwise. In order to examine whether the photographic image has become 

resituated as part of contemporary networks of cultural production as part of a new 

post-photographic era, this dissertation examine a recent history of a genre that exists 

in the intersections of art and science, technology and society. Virtual in-game 

photography has in the past decade gained considerable attention from the 

videogaming industry and community yet remains largely unexamined by 

photographic scholarship. In order to discuss the cultural significance and historical 

resonances of this developing genre, this dissertation examines how game developers, 

players, artists and photographers have reformed the photographic arts and images in 

the past twenty years. The first chapter traces an early history that leads to the 

conceptual, technical and aesthetic remediation of photography in contemporary 

three-dimensional open-world game spaces. The following chapter explores how 

contemporary artists and photographers, many of whom are videogame players, have 

responded to the cultural convergences of videogames in modern society and visual 

culture. The final chapter explores how institutions and individuals, including artists 

and curators, have exhibited synthetic photographic imagery using various exhibition 

structures and strategies to place the genre of in-game photography into broader 

socio-cultural contexts. The interdisciplinary nature of this study highlights the notion 

that we need to look beyond traditional conceptions and uses of photographic images 

to understand how photography remains essential in contemporary visual culture.  
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An Introduction:  
Setting the Stage for Virtual In-Game Photography 
 

We have entered the digital age. And the digital age has entered us. 
We are no longer the same people we once were. For better or worse.  

 
We no longer think, talk, listen, see the same way.  
Nor do we write, photograph, or even make love the same way. (Page 9)1  
 

 

For nearly two centuries, the photographic arts have experienced a variety of 

socio-cultural and technological developments, applications and employments. From 

the industrial revolution onwards, photography has become an integral part of modern 

society and visual culture. As Martin Lister notes,  

 

For over 160 years we have looked to photography to give us reports on nature, 
for knowledge about others, to arrest time, to document and remember, to bring 
the spatially distant close, to be securely placed as observers in relation to objects 
and events that interest us. Overall, we have used photography to provide a 
picture of a reassuring world in which everything appears to stay in its time, 
space and place.2 

 

 Yet few developments have been as challenging or evolutionary for the photographic 

arts as the digital revolution. For sceptics such as Fred Ritchin and William J. 

Mitchell, the advent of the digital era signalled the demise and displacement of 

photography as it threatened to untether photography from its ontological basis and 

cast a shadow of uncertainty across all photographs. Such perspectives argued that 

‘From the moment of its sesquicentennial in 1989 photography was dead – or, more 

precisely, radically and permanently displaced – as was painting 150 years before.’3 

However, events of the past twenty years suggest that something altogether different 

has occurred. Even at the dawn of the new millennium,  ‘[…] it became increasingly 

clear that digital technology, far from being implicated in photography’s demise, was 

being harnessed to the production of more, not less, “photography”.’4 Although some 

                                                
1 Fred Ritchin, After Photography (New York City: W.W Norton & Company, 2008) 
2 Martin Lister, ‘A Sack in the Sand: Photography in the Age of Information’, Convergence: The 
2 Martin Lister, ‘A Sack in the Sand: Photography in the Age of Information’, Convergence: The 
International Journal of Research into New Media Technologies 13.3 (2007), p. 253 
3 William J. Mitchell, The Reconfigured Eye: Visual Truth in the Post-Photographic Era (Cambridge: 
The MIT Press, 1992), p. 20 
4 Lister, p. 252 
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scholars prophesised the death and destruction of photography, we instead 

experienced the dawn of a new, digital photographic age.  

 

In everyday life today we see a constant stream of photographic images that 

proliferate throughout society in mainstream media and popular culture. The ease of 

access and use of affordable digital cameras in smartphones and other devices, along 

with accessible post-processing and image editing software, has allowed everyday 

consumers and amateur photographers to create and circulate their pictures alongside 

artists and professional photographers.5 Contrary to predictions presented by critics at 

the turn of the millennium, photography continues to flourish as an essential part of 

modern visual culture. This does not mean, however, that we should cease to question 

the historical significance and cultural resonance of digital photographic processes 

and images. Rather, the fact that we are becoming inundated by photographic imagery 

necessitates a continuous re-examination of emerging images that build on the many 

histories and heritages of photography. As Adam Slight notes, we are quick to forget 

‘[…] how intrinsic photography is to our culture. One quick look around, however, 

can quickly remind us that we are surrounded by pictures of things and things that 

take pictures.’6 We need to examine recent photographic invocations in order to 

understand how photographic images continue to shape our perception of reality, even 

as realty becomes digital and to understand whether photography remains a pivotal 

form of visual representation in contemporary networks of cultural production.  

 

This is, however, not to suggest that “photography” and our relationship with 

photographs remain unchanged. The technological forms, social uses and cultural 

associations of analogue photographs and mechanical productions have become 

irrevocably affected by the development and employment of digital imaging 

technologies and processes of algorithmic image construction and circulation. 

Mitchell argues that the difference between the photograph and a digital image lies in 

‘[…] fundamental physical characteristics that have logical and cultural 

consequences.’7 According to Mitchell, much like how photography superseded 

                                                
5 Felix Richter, Smartphones Cause Photography Boom (Statista, 2017) 
<https://www.statista.com/chart/10913/number-of-photos-taken-worldwide/> [accessed 09.07.2018] 
6 Adam Slight, A Legacy of Subtle Things: Digital Invocations of Photo-Realism (unpublished master’s 
thesis, Carleton University, 2011), p. 1 
7 Mitchell, p.4 
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painting in the nineteenth-century, so too would ‘[…] the computer-processed digital 

image supersede the image fixed on silverbased, photographic emulsion.’8 For 

Mitchell, the digital revolution in imaging promised to annihilate traditional 

conceptions of image truth, originality and authenticity by placing photographs in 

digital structures, or  ‘[…] mirror mazes of interpictoriality […]’ that both referred to 

and used other images as material.9. For Mitchell, the technical distinctions between 

analogue and digital representations promised a disruption in the hallowed traditions 

of historical photography that would have had serious ethical and legal consequences 

by dissipating traditional delineations between producers and consumers.10 According 

to Mitchell, the early 1990s served as a historical moment when the rapid 

development of a new technology catalysed a new era of emerging socio-cultural 

praxis and artistic exploration.11 This historical moment, known among photography 

and new media scholars as post-photography is, according to Robert Shore, 

characterized by artists-working-with-photography in a shared technological and 

social context.12  

 

 Other scholars, including Lev Manovich, have challenged such positions 

towards digital imaging by questioning whether the phenomenon truly forces us to 

reconsider fundamental concepts relating to photographic images, including realism 

and representation. According to Manovich, Mitchell restrains the potentials of digital 

photography by limiting himself to ‘[…] abstract principles of digital imaging […]’, 

causing the differences between digital and analogue photographic images to appear 

enormous.13 Manovich instead urges us to examine how concrete digital technologies 

are used to better understand how theoretical delineations between digital and 

photographic images are both negligible and impractical. Or as he states, ‘Digital 

photography simply does not exist.’14 Manovich argues rather that the logic of the 

digital photograph is characterized by a simultaneous historical continuity and 

                                                
8 Mitchell, p.19 
9 Mitchell, pp.47-52 
10 Mitchell, pp.52-53 
11 Mitchell, p.20 
12 Robert Shore, ‘Introduction: Post-Photography Is…’, in Post-Photography: The Artist with a 
Camera (London: Laurence King, 2014), p.7 
13 Lev Manovich, ‘The Paradoxes of Digital Photography’, in Photography After Photography: 
Memory and Representation in the Digital Age, ed. by Hubertus von Amelunxen, Florian Rötzer and 
others (Munich: Verlag der Kunst, 1996), p.59 
14 Manovich, p.59 
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discontinuity that breaks ‘[…] with older modes of visual representation while at the 

same time reinforcing these modes.15 As such, the digital photograph ‘[…] tears apart 

the net of semiotic codes, modes of display, and patterns of spectatorship in modern 

visual culture – and, at the same time, weaves this net even stronger.’16 According to 

Mitchell, digital photographs disrupt traditional conceptions and uses of photographic 

images while also reconstituting them into new forms. While Manovich’s analysis is 

insightful in outlining potential uses for early digital photographs, his argument 

suffers in the light of the day. Originally based on the photo-realistic three-

dimensional computer graphic images in Jurassic Park, Manovich’s analysis has 

become out-dated with time due to the rapid development and employment of 

photographic media as part of advanced digital imaging. of advanced digital 

technologies since the early 1990s and the employment of photographic media as part 

of such technologies. To better understand the continued significance of photography 

in contemporary visual culture, we can follow Manovich’s example and consider a 

concrete, contemporary example of a digital media that incorporates photographic 

images and modes.  

 

In the liminal, intersecting spaces between photography and three-

dimensional, photo-realistic videogames exists a form of new media art that both 

challenges and reinforces traditional conceptions and uses of photographs by placing 

them in the realm of virtual realities. In less than fifty years, videogames have 

surpassed cinema in revenue, becoming a cultural phenomena with considerable 

impact on contemporary culture.17 Videogames have been on a historical growth path 

since the initial establishment of the videogame industry and culture in the 1970s and 

the development of videogame scholarship in the 1990s. In a very short space of time, 

videogames have become a pivotal part of contemporary popular visual culture by 

presenting us with alternative perspectives and realities to experience. The question 

stands therefore what kinds of relationships emerge when we consider the 

                                                
15 Manovich, p.57 
16 Manovich, p.57 
17 Brendan Keogh, You can’t ignore the cultural power of video games any longer (Sydney: ABC 
News, 2016) <http://www.abcnews.net.au/news/2016-04-06/Keogh-why-you-should-care-about-video-
games/7303744> [accessed 03.02.2018]; Trevir Nath, Investing in Video Games: This Industry Pulls 
More Revenue Than Movies, Music (Nasdaq, 2016) < https://www.nasdaq.com/article/investing-in-
video-games-this-industry-pulls-in-more-revenue-than-movies-music-cm634585> [accessed 
22.06.2018] 
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convergences between photography and videogames in the digital, post-photographic 

age? And what kinds of photographic images and processes emerge in these 

intersections?  

 

At an initial glance, in-game photography seems to consist largely of novel, 

virtually simulated photographic images that are created by digital means for the sake 

of entertainment. However, I contend that in-game photography should be considered 

as a new evolution that creates new, synthetic images by combining the ‘[…] 

traditional phenomenology of analogue photography and the computerized nature of 

digital image.’18 Such hybrid images have remained largely unrealized due to 

limitations in computer processing. However, we are beginning to see the creation of 

images that combine human vision with computer processing through picture that are 

‘[…] not an inferior representation of our reality, but a realistic representation of a 

different reality.’19 According to André Carita, such realities include the countless 

three-dimensional virtual worlds in contemporary videogames that  ‘[…] offer an 

aesthetic that invites the player to a closer and attentive look, a deeper contemplation 

and visual immersion.’20 This sense of immersive authenticity in virtual worlds has 

compelled many players, artists and photographers to create images that capture and 

convey a sense of their experiences and perceptions to others. This, according to 

Carita, has lead to players to actively create screenshots and photographs ‘[…] while 

involved in the events of the virtual worlds, while photographers and artists prefer to 

act as observers. The player tries to illustrate his experience while photographers and 

artists seek to disclose the different experiences […] that occur in virtual worlds.’21  

 

 To understand how virtual in-game photography shows us a future for the 

photographic arts in the digital age, this dissertation will explore three facets to the 

genre. The first chapter explores how videogame developers have reconstituted the 

photographic image in virtual realities by remediating the conceptual and cultural, 

technical and aesthetic characteristics of previous photography for today’s active 

media consumer, the videogame player. The dissertation also explores how new 
                                                
18 André Carita, ‘Photography in Video Games: the Artistic Potential of Virtual Worlds’, in 
Computation Communication Aesthetics and X Bergamo, Italy (Bergamo, 2013), p.175 
<http://2013.xcoax.org/pdf/xcoax2013-carita.pdf> [accessed 06.01.2018] 
19 Manovich, p.17  
20 Carita, pp.175-176 
21 Carita, p.177 
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generations of artists and photographers have responded to the cultural proliferation 

and rising prominence of videogame culture and technology using photographic 

images and perspectives in new, hybrid ways. Finally, I also examine how institutions 

have in the past decade-and-a-half advocated the artistic and cultural achievements of 

videogames and how individuals, including curators, have presented critical 

perspectives that dissect social and cultural issues relating to videogames using 

traditional and new exhibition structures and presentational strategies. Each chapter 

presents several case studies as representative of the types of images and bodies of 

work that constitute the broader genre of in-game, virtual photography. It should be 

noted that this dissertation therefore includes s ample of the countless videogames, in-

game photographs and screenshots that have been created in the past two decades. 

This is not to intentionally undermine or neglect the diversity of virtual photographs 

that exist today, but to provide a comprehensive and insightful introduction to a new 

and compelling photographic and artistic genre. Although this dissertation uses a 

moment in recent photographic history as its starting point, it is a necessarily 

interdisciplinary inquiry due to the nature of the subject matter and thus draws from 

photographic histories and theories, new media and cultural studies as well as 

videogame scholarship and journalism. This serves to highlight the complex 

interrelationship between photography and videogames as individual yet 

interconnected facets of contemporary visual culture and the notion that, contrary to 

belief, photography and the photographic image continue to thrive.  
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Chapter 1  
Playing with Photography:  
A History in Remediating Photographic Images and Cameras in 
Videogames 
 

Gazing into the looking-glass of virtual worlds tells us many things about 
ourselves. The sign systems of the offline world are reflected back to us in 
condensed form, giving us more perspective and making semiotic systems more 
readily apparent to us. The looking-glass of computer screens also functions as 
cameras, continuously mediating all experiences and recording them when 
desired. (Conclusion, paragraph 3)22  
 
 

In less than half a century, videogames have risen from obscurity into 

ubiquity, becoming a centrepiece in contemporary culture and media. Much like Alice 

who climbed into the looking-glass, an ever-increasing number of people today climb 

through computer screens to explore and experience many wonderful and weird 

virtual worlds. According to Jane McGonigal, ‘[…] more and more people are being 

drawn to the power of computer and video games – finding themselves engaged by 

them for longer and longer periods of time, for greater and greater stretches of their 

lives.’23 Recent statistics from the Entertainment Software Association’s annual report 

about the computer and video gaming industry show that 64% of households in the 

United States own a device for playing videogames and that the most influential 

factors in deciding what videogames to purchase included the quality of graphics 

(66%), the price of the videogame (63%) and whether it had an interesting story or 

premise (61%).24  These developments have occurred on an almost global scale, 

suggesting that gaming culture is spreading far and wide beyond national or cultural 

borders. McGonigal urges us therefore to consider videogames as influential cultural 

artefacts with serious social impacts on ‘[…] our real societies and our real lives.’25 

                                                
22 Betsy Book, ‘Traveling Through Cyberspace: Tourism and Photography in Virtual Worlds’, in 
Tourism & Photography: Still Visions – Changing Lives (Sheffield: 2003) 
<https://poseidon01.ssrn.com/delivery.php?ID=91910210212511208702711408301500402412501103
80430270561001151120241021170280940931190171220370041030000010160700861021170990070
61002033029023076081115085002100072049009097089070024116016000094027001124080071072
022121086110125097111030100116112008&EXT=pdf>  [accessed 03.06.2018] 
23 Jane McGonigal, Reality is Broken: Why Games Make Us Better and How They Can Change the 
World (New York City: Penguin Random House, 2011), p.11 
24 Entertainment Software Association, 2018 Sales, Demographic and Usage Data: Essential Facts 
About the Computer and Video Game Industry (Washington D.C: Entertainment Software Association, 
2018) <http://www.theesa.com/wp-content/uploads/2018/05/EF2018_FINAL.pdf> [accessed 
11.07.2018] 
25 McGonigal, p.12 
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This notion applies not only to society in general, but also to the traditional media 

sharing the visual culture into which videogames have become inducted.  

 

According to Manovich, the easiest method for understanding ‘[…] how 

digital (r)evolution solidifies (rather than destroys) certain aspects of modern visual 

culture – the culture synonymous with the photographic image […]’ is by ‘[…] 

considering not photography itself but a related film-based media - cinema.’26 This 

linkage between photography, cinema and videogames is one way of tracing a shared 

lineage between traditional media, the photographic image and their digital 

successors, especially with regards to how digital media incorporates elements of 

traditional analogue media, or as Tim Mulkerin states, how ‘[…] new artistic 

mediums have a long history of borrowing from their more established cousins.’27 

Mulkerin argues that where photographers borrowed from the visual aesthetics of 

painting to legitimize photography as an art form, so too does videogames borrow 

from cinema and photography. To better understand how the photographic image has 

been re-employed by modern, digital technologies and media, I will be exploring how 

game developers have incorporated photographic images and cameras as part of the 

contemporary gameplay experience as a method of providing players ways for 

creating their own new meanings and interpretations of videogames. This chapter 

therefore begins with a pre-history of screenshots and virtual photography before 

discussing more recent developments.  

 
Like many other histories of photography, this one begins with one bright idea 

that has a lasting impact across a variety of disciplines and professions. Much like the 

early histories of photography that originated from interests in chemistry and optics, 

the idea that sparked the beginning of virtual photography in videogames emerged 

from the world of digital computer systems, rather than the photographic arts. From 

1959 into the early 1960s, a team of computer scientists and engineers at the 

Massachusetts Institute of Technology explored the possibility of a creative 

collaboration between human designers and interactive computer systems as part of 

the Computer-Aided Design project, or CAD. Pioneers in early computerized imaging 

                                                
26 Manovich, p.58 
27 Tim Mulkerin, The History of Photography Could Predict the Future of Videogames (New York: 
Kill Screen, 2015) <https://killscreen.com/articles/history-of-photography-could-predict-future-
videogames/> [accessed 09.06.2018] 
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created screenshots as ‘photographs of computer screens’ that were intended for 

creating ‘a new meaning for computers’.28 For pioneers such as Ivan Sutherland, 

computer graphics could be used for artistic and technical purposes as part of human-

computer interaction. The first screenshots were therefore ‘[…] created not only to 

describe what the interactive computer and CAD can do, but also represent the fact 

that they were not merely possibilities, but a reality.’29 According to Matthew Allen, 

most screenshots from the 1960s were somewhat formal as they employed a set of 

conventions that centred on ‘[…] the fact that screenshots are, indeed photographs of 

interactive screens.’30 Image content therefore centred on showcasing potential 

software functionalities and computation through simple abstract shapes and black-

and-white graphics (Figure 1). The combined effect of these factors created, 

according to Allen, ‘[…] an image type that represents the interactive computer and 

the process of using one’.31 These early screenshots represented therefore the virtual 

environments in which humans and computers worked symbiotically to create 

synthetic images that combined the photographic image with the creative application 

of early digital computer processes. 

 

Throughout the 1970s, modern society saw the establishment of the 

videogame industry and videogames as a developing cultural phenomenon.32 Iconic 

videogames, including Space Invaders, shared a visual kinship with images produced 

during the CAD and built on the success of earlier videogames that challenged the 

pragmatic application of computers by applying programming to something fun and 

creative rather than staid and serious.’ (Figure 2)33 The decade also saw the first 

generation of home videogame consoles and personal computers targeted towards 

consumer markets. It was not, however, until the 1980s and 1990s that new avenues 

for creating images using computers began to open ‘[…] for others besides the 

scientist-artist.’34 At the same time, consumers began to realize the cultural and social 

                                                
28 Matthew Allen, ‘Representing Computer-Aided Design: Screenshots and the Interactive Computer’, 
Perspectives in Science, 24:6 (November-December, 2016), p.638 
29 Allen, p.641 
30 Allen, p.655 
31 Allen, p.658 
32 Simon Egenfeldt-Nielsen, Jonas Heide Smith and Susana Pajares Tosca, Understanding Video 
Games: The Essential Introduction (New York: Routledge, 2016), pp.9-11 
33 Tristan Donovan, Replay: The History of Video Games (Lewes: Yellow Ant, 2010), p.9 
34 Robert Hirsch, Exploring Colour Photography: From Film to Pixels (New York: Focal Press, 2015), 
p. 42 



Figure 1: Ivan E. Sutherland, ‘Twinkling Display’, 1963
Screen photograph of graphical output from Sketchpad, scanned by Kerry Rodden



Figure 2: Jagged85, Screenshot of 1978 Space Invaders on arcade console (Giant Bomb, 2014)
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significance of digital imaging systems and videogame technology. The last two 

decades of the twentieth-century are considered essential in the continuing histories of 

digital media and culture due to the major advancements in digital audio-visual 

technologies that allowed game developers, designers, players, photographers and 

artists to explore the creative potentials for creating new images in virtual 

environments by interacting with computers. The 1990s, in particular, saw the 

transition from two-dimensional wire-framed graphics to sophisticated three-

dimensional polygonal graphics that marked the end of the Pac-Man era and the 

beginning of increasingly photo-realistic game spaces in seminal videogames, 

including Doom and Quake.35 These videogames introduced players to the experience 

of immersive first-person perspective gameplay in three-dimensional game spaces 

(Figure 3). They also introduced game developers and players to the notion of 

capturing and creating photographic images that represented their experiences of 

virtual videogame realities.  

 

According to Henry Lowood, iD Software introduced a variety of technical 

innovations and graphics improvements while also providing players with 

unprecedented creative liberties to develop and implement their own modifications 

and meanings into the videogames.36 This resulted in players creating their own 

machine-based, cinematic films known as ‘machinima’. As a result, players gained a 

degree of authorial control over their experience of playing videogames beyond 

traditional conceptions of enjoyment and entertainment by appropriating game 

technology as a narrative tool and artistic medium.37 Lowood argues that machinima 

allowed players to view videogames through their own eyes by combining ‘[…] 

virtual gymnastics, game engine analysis, trickery and expert gameplay.’38 Doom and 

Quake thus repositioned media consumers as active participants and contributors to 

videogame culture alongside game developers, designers and directors. By combining 

cinematic imagery with videogame gameplay, players visualized their experiences of 

games spaces by experimenting with virtual cinematic forms of representation. Early 

machinima thus exemplify how players tested boundaries between different media, 

                                                
35 Egenfeldt-Nielsen and others, p.93-94 
36 Henry Lowood, ‘High-Performance Play: The Making of Machinima’, ed. by Andy Clarke and 
Grethe Mitchell, in Videogames and Art, 2nd edition (Bristol: Intellect, 2013), p.79 
37 Lowood, p.92 
38 Lowood, p.87 
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blurring delineations between traditional cinematic images and human-computer 

interaction. It was not long until the photographic image was pulled through the 

looking-glass as well.   

 

According to Winfried Gerling, screenshots are fundamentally distinct from 

in-game photographs due differences in their use and function where the ‘[…] status 

of a clearly two-dimensional screen graphic […]’ forms the basis for what is 

recorded.39 Gerling argues that screenshots are typically created through the 

perspective of computer-based operations and therefore visualize ‘[…] the use of the 

computer, its culture, intimate things etc.’, including the graphic interfaces and 

appearances.40 According to a survey about in-game photography and screenshooting, 

ten participants found that these practices differ due to differences in the intention and 

purpose of creating the images, noting particularly differences in spontaneity and 

immediacy. One participant stated that ‘A screenshot is simply a quick snap of the 

game as is, with HUD and all, and encapsulates the game experience. In-game 

Photography is about capturing interesting compositions and telling a story with a 

photograph that happens to be through the lens of a video game rather than a camera 

in the real world.’41 

 

It is here we find the practical and conceptual bridge between visual 

representations of human-computer interaction and the photographic arts. On a 

conceptual level, screenshot images are strikingly similar to photographic snapshots 

as amateur spontaneous and unplanned records of events rather than intentionally and 

professionally prepared and composed photographs created for the sake of art. 

According to Catherine Zuromskis, amateur snapshots, whether they are analogue or 

digital by form, should be considered part of a substantial cultural inclination towards 

creating images that constitute a new photographic genre that defies categorization as 

a practice that is ‘At once a machine and instinctual human desire, the product of 

individual impulse and market forces.’42 Screenshots thus share a photographic legacy 

with snapshots as visual representations of everyday occurrences and events of 

                                                
39 Winfried Gerling, ‘PHOTOGRAPHY IN THE DIGITAL’, photographies, 11:2-3 (2018), P.157-159 
40 Gerling, p. 160 
41 Appendix 4, ’Question 4, Reply 2’, p.2 
42 Catherine Zuromskis, Snapshot Photography: The Lives of Images (Cambridge: The MIT Press, 
2013), p.22 



 13 

reality. While ‘in-game photographs’ connote a degree of artistic professionalism, 

‘screenshot’ instead present the perspectives of amateur in-game photographers. 

Viewed together, however, they create ‘a vast and infinitely variable genre and it 

cannot be distilled to a single image.’43 Viewed in light of previous histories of 

snapshot photography and aesthetics, screenshooting and in-game photography 

became deeply intertwined, motivating us therefore to find a shared terminology and 

parlance with which to refer to works by both professionals and amateurs working in 

the virtual environment. Throughout this dissertation I will be therefore using the 

terms ‘screenshot’ and ‘virtual photograph’ where applicable to individual bodies of 

works or images.44  

 

Since the 1990s, game developers have pursued two methods for incorporating 

photography as part of the contemporary gameplay experience. As game technologies 

have continued to develop, game developers have explored increasingly advanced 

photographic incorporations. In a 2007 study, Cindy Poremba argued that 

photography was becoming part and parcel of videogame spaces through the process 

of remediation. According to Poremba, videogames not only remediated the aesthetic 

quality of photographic images and their technical production but also historical and 

cultural conceptions.45 This process, according to Poremba, builds on the hallmarks of 

postmodern photographic works that ‘[…] focus on the practice and aesthetics of 

photography as opposed to photographs, designed to be seen rather than seen 

through.’46 As such, remediated photographic images in videogames incorporate the 

technical and aesthetic qualities of photographs and underlying socio-cultural 

concepts. Poremba also notes that virtual forms of photography in game spaces 

remediate conventional screenshots that ‘[…] serve a similar function, accommodate 

expression and creative control, and co-opt the visual language of the photograph 

[…].’47 According to Poremba, screenshots and virtual photographs share a clear 

kinship in contemporary, post-photographic visual culture due to a shift in our 

                                                
43 Zuromskis, p.25 
44 Robbie Livermore indicates the complex issue in naming the genre due to the variety of images that 
constitute the whole in his article, The Rise of Game Photography – The Now (Arcade Geographic, 
2018) <https://arcadegeographic.com/2017/12/27/the-rise-of-game-photography-part-2/> [accessed 
10.07.2018] 
45 Cindy Poremba, ‘Point and Shoot: Remediating Photography in Gamespace’, Games and Culture, 
2:1 (January, 2007), p.49-58 
46 Poremba, p.53 
47 Poremba, p.53 
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experiences of mediated realities. Referring to Geoffrey Batchen, Poremba states that 

‘What is real and what is constructed is not only becoming increasingly difficult to 

differentiate, but culturally we are less inclined to make such a binary distinction.’48  

 

In the years since Poremba’s initial inquiry into the convergence of 

photography and videogames, the notion of remediation has been used by other 

scholars examining the use of photographic images and screenshots in virtual realities 

as ‘[…] representative of an instance of the physical and embodied encounter between 

player and the game, the hardware and software of the machine and controlling body, 

and the person in front of the screen and behind the frame.’49 The expectations of 

audiences, according to Adam Slight, also affect how digital media, including 

videogames, remediate existing visual conventions and representational traditions 

‘[…] to meet with the demands of a spectator’s visual experience […]’ and to create 

new meanings by co-opting familiar visual languages and socio-cultural legacies of 

analogue media.50 Much like earlier screenshots and machinima, the production of 

virtual photographs in videogames position players as active participants in complex, 

intersecting networks of cultural production between photography, computing, 

cinema and art. By providing players with the photographic means for visually 

representing their experiences, game developers co-opt historical conceptions and 

uses of photographic images and show how digital imaging simultaneously 

disintegrates photography ‘[…] while solidifying, glorifying and immortalizing the 

photographic.’51 The remainder of this chapter will explore how videogames have 

remediated photographic practices in the past twenty years to provide a framework for 

the subsequent chapters.  

 

Released in 1999, six years after Quake, Pokémon Snap was the first time that 

videogame developers included photography as a central part of the gameplay 

experience. The videogame’s central premise places players into the avatar Todd 

Snap, a silent protagonist commissioned by Professor Oak to provide photographic 

                                                
48 Poremba, p.53 
49 Christopher Moore, ’Screenshots as Virtual Photography: Cybernetics, Remediation and Affect’, ed. 
by Paul Longley Arthurs and others, in Advancing Digital Humanities (Basingstoke: Palgrave 
Macmillan, 2014), p.145 
50 Adam Slight, A Legacy of Subtle Things: Digital Invocations of Photo-Realism (unpublished 
master’s dissertation, Carleton University, 2011), p.14 
51 Manovich, p.57 
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supplements to supposedly scientific research findings.52 Armed with a camera 

supplied with sixty-six unexposed frames and various baits and lures, players are 

placed inside a cart-like vehicle that travels through six different environments 

inhabited by creatures and critters from Pokémon fauna (Figure 4). After completing 

each level, players can edit a selection of photographs for the professor to evaluate 

and score by basic compositional criteria, including ‘Pose’, ‘Size’ and ‘Technique’.  

 

Snap introduced players to a new generation of Pokémon videogames that 

departed from familiar two-dimensional, top-down graphics of Pokémon Red and 

Blue on the handheld Nintendo GameBoy for colourful, three-dimensional game 

spaces and first-person perspective on the Nintendo 64. The videogame also showed 

the gaming industry and community how photography could be included as a central 

gameplay mechanic serving a pivotal purpose in the videogame. While the developers 

at HAL Laboratory intended to provide players with an innocent, immersive way to 

engage with the Pokémon, they inadvertently caused a quite different effect. 

According to Alexandra Orlando and Betsy Brey, Snap engages players in 

photographing Pokémon according to a set of pre-determined photographic 

conventions that perpetuate a simplistic, one-sided visual exploitation of subjects.53  

Much like other iterations in the franchise, Snap builds on the premise of collecting 

Pokémon ‘[…] for their unique abilities and aesthetics, that could be trained, evolved 

and used to battle against other “pocket monsters”.’54 By emphasising the act of 

visually collecting subjects and confining players to a rail-based system with limited 

representational options, Snap restricted players to a single photographic discipline 

that condensed the technical practice and aesthetic quality of the photographic image 

into a single gameplay experience.  

 

Snap exemplifies early forms of integrated virtual photography in videogames 

that included photographic practices and images as concrete and abstract gameplay 

                                                
52 Peter Bartholow, Pokemon Snap Review (Gamespot, 1999) 
<https://www.gamespot.com/reviews/pokemon-snap-review/1900-2545005/> [accessed 11.07.2018] 
53 Alexandra Orlando and Betsy Brey, Press A to Shoot: Pokémon Snap-Shots and Gamespace 
Ownership (Waterloo: First Person Scholar, 2015) <http://www.firstpersonscholar.com/press-a-to-
shoot> [accessed 22.05.2018] 
54 Sonja C. Sapach, ‘Gotta Catch Em’ All: The Compelling Act of Creature Collection in Pokémon 
Snap, Ni No Kuni, Shin Megami Tensei, and World of Warcraft’, Loading… The Journal of the 
Canadian Game Studies Association, 10 (2016), p.54 



Figure 4: Collage of screenshots of 1999 Pokémon Snap (HAL Labraotry /Nintendo) 
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mechanics. According to Poremba, such forms varied between abstract, content-

centred approaches that required players to create images during missions for points 

missions in videogames such as Grand Theft Auto: San Andrea while other 

videogames, including Wild Earth, utilised the ‘[…] rules and practices of 

photography as a framework for play’.55 These were, however, only some methods for 

remediating photography in videogames and players would soon experience a 

different way that photography could be incorporated. 

 

Released in 2004 to critical acclaim and commercial success, Gran Turismo 4 

included what industry professionals and players know today as a ‘Photo Mode’, short 

for photography or photographic mode. As part of a popular automotive videogame 

franchise, GT4 allowed players for the first time to create their own automotive 

photographic images using an in-game photographic camera. With over five-hundred 

automobiles, sixteen geographical locations and fifty racing courses, players were 

spoiled for subject choice. The mode also provided players with a plethora of 

photographic techniques to create their images, including focal length, zoom factor, 

aperture size, depth of field, lens adjustments and the ability to adjust the point of 

view and camera position (Figure 5). Players could also adjust the brightness and 

white balance of images while manipulating the placement and spatial rotation of 

objects within the game space.56 According to Kazumori Yamauchi, CEO for 

Polyphony Digital, the modes was included to offer ‘[…] a new way for players to 

enjoy Gran Turismo from a different angle, with infinite possibilities.’57 Unlike the 

abstract screenshots from previous decades, players could use the photo-realistic 

graphics of the videogame and its comprehensive photographic remediation to create 

complex compositions, present their own versions of automotive imagery and 

participate in mainstream car culture. Much like photographic images, videogames 

are deeply embedded in the cultural consciousness of modern society and therefore 

tied to other cultural artefacts and practices. According to Katie Salen and Eric 

Zimmerman, ‘Games are embedded in lifestyles, media, ideologies, histories and a 

                                                
55 Poremba, p.54-55 
56 Ed Lewis, Picture Perfect: Gran Turismo 4’s Photo Mode (Ign.com, 2005) 
<http://uk.ign.com/articles/2005/01/26/picture-perfect-gran-turismo-4s-photo-mode> [accessed 
10.07.2018] 
57 GamesRadar US, Gran Turismo 4 Photo mode exposed (GamesRadar, 2004) 
<https://www.gamesradar.com/gran-turismo-4-photo-mode-exposed/> [accessed 02.08.2018] 
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range of social contexts.’58  These social and technological contexts have become 

even clearer as an increasing number of videogames continue to remediate the signs 

and system of photographic images as gameplay mechanics or additional features.  

 

In the decade since Gran Turismo 4, videogaming has seen an increasing 

number of remediated photographic images and cameras. The accessibility of 

advanced personal computing hardware and home console systems has allowed game 

developers to incorporate increasingly believable photo-realistic graphics and 

extensive photographic modes. Likewise, the development of advanced physics 

engines and open-world, non-linear gameplay has afforded players a significant level 

of freedom for exploring diverse virtual realities in videogames. According to the 

website Arcade Geographic, in 2017 thirty-three individual videogames included 

photo modes, allowing players to create photographic representations of their 

experiences across a variety of videogame genres and graphic styles.59 Alongside 

internal photo modes, hardware developer NVIDIA announced their extensive capture 

tool in 2016, gradually releasing the software to individual videogames.60 Named 

after famed photographer Ansel Adams, the ground-breaking capture tool allows 

players to overcome software limitations to create virtual photographs in videogames 

that have no photographic modes. Prior to photography modes or advanced capture 

tools, videogame photographers and artists used exclusive developer builds and 

development kits, custom tools, modifications and screen capture utilities such as 

Bandicam. Photography modes and virtual cameras thus allow players to claim their 

own place in the genre of virtual in-game photography by creating and sharing high-

quality virtual photographs and screenshots in videogames such as Assassin’s Creed 

Origins and Firewatch.  

 
The photography mode in Assassin’s Creed Origins provides players with 

tools and techniques similar to those in Gran Turismo 4 to create images as they 

explore highly detailed and believable simulated representations of Ancient Egypt 
                                                
58 Katie Salen and Eric Zimmerman, Rules of Play: Game Design Fundamentals (Cambridge: The MIT 
Press, 2004), p.552 
59 Arcade Geographic, The Photo Mode List – A List of All Games with In-Game Photography Modes 
(Arcade Geographic, update in June 2018) <https://arcadegeographic.com/photo-mode-list/> [accessed 
10.07.2018] 
60 Andrew Burnes, NVIDIA Ansel: Revolutionizing Screenshot Capture for GeForce GTX Gamers 
(NVIDIA GeForce, 2016) <https://www.geforce.com/whats-new/articles/ansel-revolutionizing-game-
screenshots> [accessed 11.07.2018] 
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during the Ptolemaic dynasty. Upon initializing the photographic mode, the gameplay 

is suspended, removing any interruptions and providing the player the time and space 

to create their virtual photograph. Unlike GT4, players are not limited to a single 

subject matter, photographic style or genre. Instead, they can picture a plethora of 

photographic subjects, including people, places and details using a combination of 

photographic techniques (Figure 6). Traditional lens-based techniques including 

camera position, zoom and orbiting, exposure, brightness, focal depth and aperture 

can be freely combined with post-processing effects such as noise or grain, vignetting, 

saturation and tint alongside unconventional techniques, including time of day. The 

photographic mode also indicates an interest in remediating traditional compositional 

principles by providing a grid-patterned overlay ‘following the Rule of Third’s 

principle.’61 The most compelling technical remediation of photographic images and 

processes in videogame photography modes are the many included filters, picture 

frames and borders. In Assassin’s Creed Origins, players can choose between a 

number of filters that simulate the visual effects of physical and digital photographic 

filters and processing techniques, including cross-processing, sepia and red-coloured 

filters intended for black-and-white photography, each affecting the over-all colour, 

contrast and tonal rendition of the picture (Figure 7).  The thematic and technical 

variety of photographic modes such as the one in Origins provides players with 

different methods to visually represent their experience of interacting with the game 

environment and its historical setting. By combining these filters and techniques 

photographic techniques, players can explore a variety of photographic styles and 

disciplines to picture their chosen subject matter and represent their interpretation of 

the simulation.   

 

Although the technical remediation of photography in videogames is 

compelling it itself, the social and cultural remediation of historical representational 

traditions is equally significant. Considering the socio-cultural embeddedness of 

videogames, as suggested by Zimmerman and Salen, we need to consider how various 

histories of Orientalist representations converge in the remediation of photography in 

Origins’ photographic mode. By placing players as active interpreters and creators of 

                                                
61 Ubisoft, ‘Photo Mode’, Assassin’s Creed Origins – 1.0.3 Patch Notes (Montreal: Ubisoft, 2017) < 
https://forums.ubi.com/showthread.php/1778695-Assassin-s-Creed-Origins-1-03-Patch-Notes-PC-
PS4> [accessed 10.06.2018] 



Figure 6: Rebecca Sandelin, Collage of in-game photographs showcasing the visual complexity and various subjects 
players can photograph/screenshoot using the Assassin’s Creed Origins Photo Mode (By author, 2017-2018)
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new meanings in an ‘authentic’ simulation of Ancient Egypt, Origins simultaneously 

dissipates and reinforces a picture of an exotic and fantastical Egypt that has 

proliferated throughout modern society in paintings, panoramas, world exhibitions, 

photography and cinema. As Ali Behdad notes, Orientalism is not a singular image 

but a ‘[…] network of aesthetic, economic and political relationships that cross 

national and historical boundaries […]’, alongside social and technological ones.62 

This network includes realistic, full-scale representations of Egyptian cities that were 

included in world exhibitions during the nineteenth-century.63 According to Timothy 

Mitchell, these spectacular constructions organized the real world into a disciplined 

picture of objective truths for ‘[…] an audience as an object on display, to be viewed, 

experienced and investigated.’64 Framed as visual and ideological commodities for 

European audiences, such exhibitions influenced how Europeans perceived and 

experienced Egypt once they travelled there themselves. According to Mitchell, 

European travellers experienced a sense of disorientation when their picture of an 

ordered Egypt was confronted by the chaos of the real, causing Europeans to create 

pictures that reinstated a sense of visual order.65  

 

Much like these exhibitions, Origins places the player in the cities and 

landscapes of Ancient Egypt where they can freely explore various environments and 

observe the simulated lives of ancient Egyptians. Unlike European travellers who 

sought out vantage points to create order from visual chaos, Origins embraces the 

disorderly of reality encouraging players to adopt various viewpoints by positioning 

the protagonist and his avian companion within the game space. Rather than 

attempting to present a complete, objective image of Ancient Egypt, the game 

developers have created the videogame knowing that much remains unknown about 

the daily lives of ancient Egyptians and that objective knowledge of the historical past 

remains uncertain. Where history has been insufficient in constructing an accurate 

image, the creative input of artists working alongside historians and Egyptologists has 

attempted to illustrate and capture ‘[…] the look and overall feel of what Ancient 

                                                
62 Ali Behdad, Camera Orientalis: Reflections on Photography of the Middle East (Chicago: The 
University of Chicago Press, 2016), p.19 
63 Timothy Mitchell, Colonising Egypt (Berkeley: University of California Press, 1991), pp.7-13 
64 Mitchell, p.6 
65 Mitchell, p.23-24 
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Egypt would have been like at the time.’66 Walking around the vibrant and detailed 

recreations of Ancient Egypt in Origins, players are made aware that the worlds they 

explore and experience are constructed by a team of people with different 

backgrounds and professions who together create an detailed and immersive, picture 

of Egypt.67 Unlike other recent videogames that construct a ‘[…] “fantastical” Middle 

East, using quasi-historical elements in order to give the player an oriental impression 

[…]’ using generalized and stereotypical imagery, Origins instead presents the player 

with a visually complex and thematically varied world picture built on history.68 

Where nineteenth-century audiences accepted representations of Egyptian cities as 

objective truths, players picturing the virtual landscapes and cities of Ptolemaic Egypt 

are aware of the fact that the worlds they experience are intentionally made by others 

to communicate a sense of time and place. The diversity of the photographic mode is 

perhaps therefore appropriate for allowing players to explore different photographic 

styles and disciplines. 

 

Although photographic modes have become the primary method for game 

developers to incorporate photography as part of the gameplay experiences, others 

have experimented with placing a virtual photographic camera in virtual hands of 

players similarly to Snap. In Firewatch, players are provided with a disposable, 

single-use camera equipped with eighteen frames. With each picture taken, the 

camera makes the audible sound of a shutter releasing that is followed by the 

animation of the game’s protagonist spooling the film. The camera functionalities are 

fairly rudimentary and players cannot adjust exposure or brightness of images, apply 

any filters or use a flash. Camera movement and position is limited to the avatar’s 

virtual being with no option to evade these technical restrictions The camera is a 

simple box with a shutter, a lens and some film that the player can use to 

photographically commemorate their stay in the Shoshone National Park during the 

summer of 1989 (Figure 8). In other words, it functions in a similar way as most 

                                                
66 Alessio Palumbo, Everything You Wanted to Know of Assassin’s Creed Origins, including Ubisoft 
Studying NASA Documents (WCCFTECH, 2017) < https://wccftech.com/everything-about-assassins-
creed-origins/> [accessed 12.07.2018] 
67 Holly Nielsen, Assassin’s Creed Origins: how Ubisoft painstakingly recreated ancient Egypt (The 
Guardian, 2017) <https://www.theguardian.com/technology/2017/oct/05/assassins-creed-origins-
recreated-ancient-egypt-ubisoft> [accessed 10.07.2018] 
68 Vít Šisler, ‘Digital Arabs: Representation in Video Games’, Cultural Studies, 11.2 (2008), p.207 
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physical disposable, cardboard cameras once did. As such, it is more what is beyond 

the photographic camera that interests us.  

 

While exploring the forest and the various footpaths during the story, the 

player becomes aware of a sense that this is an intentional design choice to remediate 

the technical limitations of traditional, film-based disposable cameras as a way of 

evoking a sense of nostalgia. At every level of the game design, from art to story and 

audio-visual, Firewatch is suffused in a warm glow of nostalgia that precipitates 

every layer of the videogame in order to create a sense of stepping into a different 

time and place. Kelsey Sidwell notes that the promotional material and art design of 

the videogame are highly reminiscent of posters designed and used by the National 

Park Service during Roosevelt’s Second New Deal (Figure 9). According to Sidwell, 

the warm-toned colour palette, ‘simple and striking’ design ‘with crisp and clear 

lines’ suffuse the player with a feeling that ‘[…] makes you want to go out into the 

woods and discover your path.’69 According to environment artist Jane Ng, art 

director Olly Moss ‘[…] was in fact inspired by those posters and the resulting art 

direction was definitely intentional.’70 In the same post, Ng emphasises that the 

videogame’s colour palette was created ‘to communicate a mood and a tone’ and 

conjure a sense of the videogame’s ‘spirit’. Audio-visually, the game design 

accentuates a sense of stepping into a natural landscape by primarily featuring 

birdsong and the sound of a gentle, summer breeze that is occasionally interrupted by 

the crackle of the walkie-talkie provided to the player as part of the narrative. 

 

The remediation of the disposable photographic camera in Firewatch serves a 

dual purpose. Firstly, it is intimately linked with the core premise of the videogame 

wherein the protagonist Henry flees to the wilderness of Wyoming to get away from 

the realities of his everyday life where his wife has early-onset dementia. For the 

player, the disposable camera in Henry’s hands functions both as a mnemonic tool to 

retain their memories of time spent in the park while also serving as a therapeutic tool 

to visualise their thoughts and emotions of their explorations and experiences. In other 

                                                
69 Kelsey Sidwell, Firewatch’s Design is Rich with American History (New York: Kill Screen, 2014) 
<https://killscreen.com/articles/firewatchs-design-rich-american-history/> [accessed 10.07.2018] 
70 Jane Ng, From the Blog: 10/22/2014, Q&A Part 2 (San Francisco: Campo Santo, 2014) 
<http://blog.camposanto.com/post/100680711679/i-asked-twitter-if-anyone-had-questions-about-the> 
[accessed 06.07.2018] 
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words, Henry’s camera, and the images created using it, serve what André Bazin sees 

as a vital function of photographics image as embalmers time, ‘[…] rescuing it simply 

from its proper corruption.’71 However, the camera also severs the player from 

Henry’s previous memories from the time before he entered the park. Although 

players are introduced to Henry and his wife, Julia, through a short textual 

introduction, actual gameplay does not begin until Henry leaves his home in Colorado 

for Wyoming. As a result, the images created using the camera represent Henry’s 

efforts in compartmentalizing memories. This notion of compartmentalizing memory 

is more reflective of Roland Barthes’ conception of the photograph as a blocker of 

memories rather than embalmer of time.72 The camera thus fulfils two functions 

simultaneously by severing the player from Henry’s previous memories while 

embalming others. Firewatch thus immortalizes two traditional conceptions of 

photographic ontology.  

 

Secondly, the disposable camera fulfils a symbolic function as a visual and 

experiential reference to the late 1980s when disposable photographic technologies by 

Kodak and Fuji were entering their golden age.73 According to Ng, game developers 

focused on trying ‘[…] to make world feel like a place a real Henry could have 

experienced in that specific time and space.’74 As a result, they created a game 

environment full of objects and details that recalled a bygone era with walkie-talkies, 

typewriters, maps and compasses. The videogame only includes objects that pre-date 

the digital age to further emphasis a sense of nostalgia. This concept extends beyond 

the internal logic of the videogame by allowing players to order physical prints of 

their images and immerse themselves further into the nostalgic narrative of the 

videogame by bringing a material photographic past into the present.75 Although this 

is a novel method of remediating photography in digital media, it nevertheless 
                                                
71 André Bazin, ‘The Ontology of the Photographic Image’, Film Quarterly, 13:4 (Summer, 1960), p.8 
72 Roland Barthes, Camera Lucida: Reflections on Photography (London: Vintage Classics, 1993), 
p.91 
73 Della Keyser, Pictures First, Cameras Second: The History of Disposable Cameras (Disposable 
America: The History of Disposability through Object Stories, 2014) 
<https://disposableamerica.org/course-projects/della-keyser/kodak-and-fuji-square-off/> [accessed 
10.07.2018] 
74 Jane Ng, From the Blog: 11/17/2014, Q&A Part 3 (San Francisco: Campo Santo, 2014) 
<http://blog.camposanto.com/post/102893584324/i-asked-twitter-if-anyone-had-questions-about-the> 
[accessed 12.08.2018] 
75 Ben Kuchera, Firewatch can “develop” and mail you your in-game photographs (Polygon, 2016) 
<https://www.polygon.com/2016/2/8/10940370/Firewatch-photos-hey-there-delilah> [accessed 
10.07.2018] 
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immortalizes a photographic image that is increasingly vanishing from contemporary 

cultural consciousness and imagination. The camera effectively grounds the 

videogame narrative and setting by conveying a ‘[…] nostalgic narrative of loss and 

decline […]’ of memory, technology and culture. In immortalizing the disposable 

camera by simulating it in a virtual reality, Firewatch halts ‘[…] a process of aging 

that has never happened yet, and never will happen (at least in the form that it is 

simulated).’76 By combining a remediated disposable photographic camera with a 

carefully constructed game environment and art design that evoke a strong sense of 

narrative and visual nostalgia, Firewatch utilises the cultural power of photography as 

a memory-making tool that remains an essential part of modern visual culture.  

 

Since the very early days of human-computer interaction, photographic 

images have been used to represent the realities of computers as experienced by 

human users. In less than fifty years, screenshots and virtual cameras entered into 

mainstream media and popular culture due to the continued interest of game 

developers and players in developing and incorporating visual forms of representation 

into videogames. This has meant that the signs and symbols of traditional media and 

the real world have become essential for those creating and picturing increasingly 

complex and engaging game environments. Although the remediation and simulation 

of photographic images and cameras in videogames has disintegrated traditional 

physical forms of photography, the photographic arts have become immortalized in 

the virtual realm through the efforts of game developers. As a result, the photographic 

image in all its variety has become virtually immortalized as part of an increasingly 

complex, intersectional and multi-faceted visual culture. The following chapter 

explores how artist and photographers have used this convergence between 

photography and videogames in a variety of ways.  

 

 

 

 

 

 
                                                
76 Dominik Schrey, ‘Analogue Nostalgia and the Aesthetics of Digital Remediation’, ed. by Katherine 
Niemeyer, in Media and Nostalgia (Basingstoke: Palgrave Macmillan, 2014), p.29-35 
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Chapter 2:  
Virtual Cameras in Actual Hands:  
Artists and Photographers in Virtual Videogame Worlds 
 

Games are spaces of experience as much as entertainment.  
 
It shouldn’t surprise us that the photographic gaze, that eye for composition and 
purely visual aesthetic, finds ample opportunity for snapshots in these virtual 
spaces.77 

 

In 2012, games journalist Rainer Sigl expressed some surprise to the fact that 

virtual in-game photography and artistic screenshots had yet to be acknowledged as a 

legitimate art genre. Rather than advocating the conventional use of screenshots as 

visual documents of gaming achievements, Sigl instead promoted the idea that 

screenshots and photographs of virtual worlds presented new perspectives on how 

players experienced virtual game spaces as real places of experience. Sigl was not 

alone in his attempt towards advocating virtual photography and screenshots as a 

pivotal artistic genre for the twenty-first century. Eron Rausch argued that virtual in-

game photographs condensed the breadth and variety of historical photographic 

genres into a new kind of “photography” that combined vernacular, artisan, amateur 

perspectives into ‘[…] sophisticated, nuanced and complex topics that sometimes tell 

us boring things, or show us pretty things, and can also convey deep truths about our 

complicated virtual modern lives.’78 Although Sigl remarked on the similarities 

between works by virtual photographers and screenshot artists and that photographers 

such as Ansel Adams, Andreas Gursky and Robert Capa, he did not attempt to justify 

the genre’s legitimacy. Instead he provided an insightful, if limited, overview of 

photographers and visual artists working in virtual game environments to create 

images that expressed ‘[…] their own tastes and their unique viewpoints to their 

art.’79 Despite the descriptions of each project and artistic practice, Sigl’s article did 

not provide any further social, technological or cultural context for the works nor did 

he reflect on their significance in relation to modern society. This chapter hopes to 

                                                
77 Rainer Sigl, The Art of in-game Photography (Wien: VideoGameTourism, 2012) 
<http://videogametourism.at/content/art-game-photography> [accessed 03.06.2018] 
78 Eron Rauch, Virtual Light: Exploring In-Game Photography and Photo History (Wien: 
VideoGameTourism, 2012) <https://videogametourism.at/content/virtual-light-exploring-game-
photography-and-photo-history> [accessed 03.06.2018] 
79 Sigl, Photo Bomb (New York: Kill Screen, 2013) <https://killscreen.com/articles/photo-bomb/> 
[accessed 03.06.2018] 
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address some of those issues by exploring works by contemporary artists and 

photographers who continue to explore the creative potential of videogames.  

 

Having outlined a history in how the photographic arts have become incorporated 

into videogaming by game developers, I would like to discuss how a new generation 

of artists and photographers have responded to the social and technological 

development of videogame culture. Many of these creators have grown up playing 

videogames and are thus sensitive towards the technical, social, cultural and practical 

issues regarding their chosen media. The bodies of works and images discussed in this 

chapter are chosen as representatives of a broader genre of virtual in-game 

photography that consists of an inexhaustible variety of artistic approaches and 

photographic perspectives. As such they are indicative of the many images that 

together create the complex network of artistic approaches, perspectives and 

photographic virtual images that constitute a complex network of cross-cultural and 

multidisciplinary artistic and photographic practices. The practices and images 

discussed in this chapter vary from aesthetical representations of the artistic 

achievements in videogame graphics to critical visual examinations of videogame 

graphics and culture and photographic images that explore the melding of virtual and 

physical reality. Although these works are part of a broader, interdisciplinary genre of 

game art, I will discuss work that specifically combines photography with 

videogaming. These images exemplify a developing genre that attempts to celebrate 

and subvert conventional conceptions of screenshots as visual documents of gameplay 

and experiment with traditional notions of analogue lens-based media in the digital 

world of videogames to examine issues pertaining to an increasingly digital society.  

 

Although photographic modes have enabled players to create visually compelling 

in-game imagery, professional in-game photographers and artists typically use a 

variety of tools, including game modifications, screen capture software, game 

development builds and ‘debug modes’ that allow savvy players, artists and 

photographers ‘[…] to explore the game in a different way, with a different focus, 

from a different perspective.’80 Rather than focusing on recording gameplay, artists 

                                                
80 Jason Dafnis, Game-By-Frame: The Importance of Photo Mode in Games (GameInformer, 2014) 
<https://www.gameinformer.com/b/features/archive/2014/12/08/game-by-frame-the-importance-of-
photo-mode-in-games.aspx> [accessed 10.07.2018] A debug mode, or menu, is implemented in 
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and photographer use various combinations of tools and techniques to create 

photographs and screenshots that present alternative perspectives on the experience of 

virtual realities in videogames. The images discussed in this chapter are highly 

intersectional in nature and combine aspects from different media, including 

photography and cinema. The artists and photographers discussed throughout this 

chapter show us how photographic image can be combined with videogames as 

narrative tools and expressive mediums to explore issues relating to contemporary 

society and culture.  

 

Before discussing an experimental approach towards creating virtual 

photographs, I would like to discuss images by artists that celebrate and promote 

recent artistic achievements in videogaming and by creating visually and technically 

refined screenshot as works of art, rather than spontaneous recordings of events 

experienced while playing a videogame.. As one of the most recognizable screenshot 

artists in gaming, Duncan Harris has created a new identity as a “screenshotter”, a 

visual artist who creates highly evocative and compelling images in the liminal spaces 

between photography, cinema and videogames to celebrate the artistry of 

videogames.81 According to Harris, who is a veteran games journalist, his images are 

based on the idea that ‘[…] the story should be the game, the art belongs to the 

developers, and that someone covering them in a vaguely journalistic capacity should 

remain as invisible as possible.’82 Conceptually, Harris’ imagery combines elements 

of visual art, photography and cinema to communicate a sense of story by 

representing important characters, locations, events and environments. The cinematic 

quality of Harris’ screenshots suggests that his work carries on the legacy of cinema-

related photography. As Sigl notes, Harris’ images share some similarities with ‘[…] 

still photography in movie production, and like movie stills, his work is increasingly 

                                                                                                                                      
computer programs and videogames to allow users and players to view and manipulate internal 
processing systems. Although debug modes are intended for finding and resolving issues in computer 
programmes, debug modes are also used to access unused features in videogames to change coding. 
81 In a 2016 interview with Trevor Talley, Harris states an ambiguity towards the title of artist and 
argues that he is not a photographer. He also distances his images from traditional and in-game 
photographs as entirely separate types of images. Dead End Thrills Talks Screenshots and Art (New 
York: Kill Screen, 2015) <https://killscreen.com/articles/dead-end-thrills-talks-screenshots-and-art/> 
[accessed 19.07.2018] 
82 Paul Buttle, The Sunday Discussion – Duncan Harris, Screenshot Artist and Owner of 
Deadendthrills.com (Nexus Mods, 2016) <https://www.nexusmods.com/Skyrim/news/12975> 
[accessed 19.07.2018] 
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professionally used by game companies to promote their products.’83 As we will come 

to see, Harris’ images combine elements of traditional reportage photography with the 

cinematic quality of contemporary videogames to present us with highly stylized yet 

deeply evocative imagery. Rather than showcasing gameplay mechanics or features, 

Harris instead creates images that communicate a visual story that reflects the spirit of 

a videogame experience.   

 

Among the thousands of images, and countless galleries presented by Harris on 

the website DeadEndThrills, his series of twenty images from Brothers: A Tale of 

Two Sons exemplifies his method of creating images that reflect the mood and 

atmosphere of individual videogames.84 Described by Harris a ‘touching, intimate 

story’ and an ‘epic journey’, the central premise revolves around two brothers who 

must journey beyond the comfort of their home into new, exiting and potentially 

perilous lands to save their ailing father. Along the way, players can interact with 

various non-playable characters, solve puzzles and make decisions that shape the 

ultimate fate of the brothers. Ryan McCaffrey describes the videogame as a fairy tale 

that is ‘[…] as much about your emotional response to what’s happening on the 

screen as it is about puzzles or game mechanics. It’s an adventure game in the literal 

sense; it’s not meant to be difficult.’85 By including moments of comedy and tragedy 

and atmospheric environments, the videogame, like a fairy tale, conveys an 

emotionally engaging story about literal and figurative adventure. As a result, the 

videogame was met with both commercial and critical acclaim, garnering several 

nominations at the Bafta 2014 game awards of which it won the category for Game 

Innovation.86 Harris’ screenshots attempt to communicate the emotional story of 

Brothers through evocative images that encapsulate some of the themes and subjects 

explored by the videogame by painstakingly modifying the videogame, to the point of 

                                                
83 Sigl, The Art of in-game photography 
84 Duncan Harris, Brothers: A Tale of Two Sons (DeadEndThrills, 2013) 
<http://deadendthrills.com/gallery/?gid=89> [accessed 10.06.2018] 
85 McCaffrey, Ryan, Is Starbreeze’s Brothers The Next Journey? (Ign.com, 2012) 
<http://uk.ign.com/articles/2012/10/29/is-starbreezes-brothers-the-next-journey> [accessed 
12.08.2018] 
86 The British Academy of Film and Television Arts, Games Awards 2014 (British Academy Game 
Awards, 2014) <http://awards.bafta.org/award/2014/games> [accessed 12.08.2018] 
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unplayability, with texture enhancements and increased field-of-view, and by 

spending hours screenshooting with a focused and thoughtful ‘photographer’s eye’.87  

 

As one of the most eye-catching pictures of the series, ‘Long Road Ahead’ 

crystallizes a sense of journey and adventure that Harris attempts to convey with 

regards to the central narrative of Brothers (Figure 10). In that same way that Caspar 

David Friedrich’s The Wanderer Above the Sea of Fog establishes a sense of depth, 

exploration and contemplation through the use of diagonal lines that lead the viewer’s 

eye towards the red-headed figure in the image’s middle; ‘Long Road Ahead’ leads 

the viewer’s eye diagonally through the image using a triangular composition that 

guides us into the landscape, compelling us to step into the environment and scale the 

mountains rising before us. Both images connote a sense of self-discovery by 

traversing the great unknown. However, unlike The Wanderer where the viewer is 

intentionally lead towards the red-headed protagonist, ‘Long Road Ahead’ leads us 

away from the siblings standing undaunted in the corner of the image, contemplating 

the obstacles they face on their journey. Instead we are lead towards the mountains 

and surrounding landscape and presented with our destination, a human settlement 

barely distinguishable from its surroundings, in far background. The sense of a open 

explorations is further emphasises by the light, earthy colours and bright sunshine that 

present us with an inviting place, rather than as an intimidating or perilous space.. 

 

In stark contrast to the open landscape of the mountains, we are transported into 

darkly forbidding and oppressive places in images such as ‘Reunion’ (Figure 11).  

Picturing the younger of the titular brothers falling into a cave filled by an 

overwhelming darkness and unwelcoming rocky outcrops, the image conveys a sense 

of hopeless desolation, isolation and loneliness. ‘Reunion’ thus serves as a thematic 

and visual juxtaposition to ‘Long Road Ahead’. No longer are we in an open 

mountain range with blue skies and a lush treeline. Instead the viewer is moved to an 

isolating place void of any sense of comfort or human presence. The image also 

emphasis a sense of anxious uncertainty and unknown dangers by picturing dark veins 

rising and falling in the dark gloom of the cave between the light cave opening and 

dark floor. In a similar fashion to the previous images, ‘Reunion’ uses a diagonal 
                                                
87 Kirk Hamilton, The Man Behind the World’s Best Video Game Screenshots (Kotaku, 2011) 
<https://kotaku.com/5866739/the-man-behind-the-worlds-best-screenshots> [accessed 03.06.2018] 



Figure 10: Duncan Harris, ‘Long Road Ahead’, Brothers: A Tale of Two Sons (DeadEndThrills, 2013) 



Figure 11: Duncan Harris, ‘Reunion’, Brothers: A Tale of Two Sons (DeadEndThrills, 2013)
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composition and vertical image frame to connote a sense of vertical downwards 

movement, rather than upwards or horizontal. The texture of the rock faces 

surrounding the plummeting boy are similar in style to those of the mountain faces in 

‘Long Road Ahead’, suggesting both a close proximity and a narrative continuity. 

These compositional features, combined with the dark grey colours and limited light, 

impart notions of loss and isolation from the fraternal dedication and familial love 

suggested by other images in the series, including ‘Long Road Ahead’. Much like a 

photo-story, it is through the complete series of images that we can know the entire 

story. However, these images have been chosen to represent the series in its entirety. 

 

Harris’ screenshots exemplify an artistic approach towards creating images of 

videogames that emphasise a visual clarity and narrative stillness over the hectic 

immediacy of gameplay. His rejection of post-processing for purely in-game captures, 

although highly and laboriously modified, underlines the notion of representing 

videogames as multimedia totalities with real emotional effects on players. The time-

consuming method Harris uses for creating screenshots, combined with his 

apprehension towards defining it as photography, dispels conventional notions of 

screenshots as spontaneous records of events. As such, Harris’ screenshots exists in 

the liminal spaces between photographic and cinematic representations and 

videogames by creating a sense of narrative progression and movement of escapist 

fantasies in cinema combined with the photographic stillness of reportage 

photography. According to David Campany, neither of these aspects is inherent to the 

media they are traditionally associated with but rather share technical and social 

likenesses.88 Harris’ screenshots serves as a digital successor and ‘[…] halfway point 

between photography and cinema […]’ by combing the visual and cultural codes of 

cinema and photography with videogames.89 By creating open-ended visual stories 

with limited clues to sequence of events, Harris compels his viewer, many of who are 

players and game developers, to experience the game spaces and stories.  

 
Screenshots artists such as Harris are, however, not the only ones exploring the 

representative and expressive potential of virtual photographs and screenshots. Others 

approaching the medium with a more experimental perspective, videogames present 

                                                
88 David Campany Photography and Cinema (London: Reaktion Books, 2010), p.19 
89 Campany, p.19 
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new compelling ways for exploring issues pertaining to increasingly digital societies 

and cultures. Artists such as Kent Sheely use an intersectional methodology to 

examine and deconstruct the technical and cultural constructs of videogames while 

using the technical, aesthetic and social facets of photographic images.  

 

According to Sheely, whose oeuvre includes photographs, screenshots and 

videos, ‘Games are perfect art-making tools, because like art, they already abstract the 

real world and can provide new perspectives on it. They’re also a window into both 

current and nostalgic popular culture, since they have grown up alongside our current 

generations.’90 For over a decade, Sheely has explored the boundaries of virtual 

realities by creating and exhibiting in-game, virtual photographs. Sheely’s first foray 

in 2007 resulted in screenshots that ‘were strikingly reminiscent’ of his real world 

photographs due to similarities in subject matter and compositional framing.91 This 

initial experiment later expanded into an interactive installation titled Grand Theft 

Photo after the videogame Grand Theft Auto: San Andreas. The installation presented 

visitors with a modification that removed all violent gameplay, allowing them to 

observe the game space and create their own virtual photographs of the game 

environment, story, people and props. These photographs were subsequently 

incorporated into the installation alongside the modified game and Sheely’s own 

images.92 Sheely and the participating visitors thus, and rather fittingly, appropriated, 

or ‘stole’, the videogame to create new images that mirrored their experience of the 

peaceful, experimental game modification. By exhibiting the videogame, images and 

the method used for creating the images, Sheely presented his version of in-game 

photography as an interdisciplinary genre of that incorporates other media. 

 

Like many of his peers working in digital arts, who became deeply interested in 

the potentials of advanced videogame graphics, Sheely further explored the 

convergence of photographs as visual snippets of a ‘single moment in time’ and 

videogames as ‘abstractions of reality’ by comparing the visual quality of 

                                                
90 Sigl, “Games Are Perfect Artmaking Tools”: An Interview with Kent Sheely (Wien: 
VideoGameTourism, 2012) <http://videogametourism.at/content/games-art-perfect-artmaking-tools-
interview-kent-sheely> [accessed 22.07.2018] 
91 Appendix 2: Kent Sheely, Interview Answer 12, p.5 
92 Kent Sheely, Grand Theft Photo (2007) <http://,www.kentsheely.com/grand-theft-photo> [accessed 
22.07.2018] 
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photographic images and photo-realistic videogame graphics.93 Creating juxtaposing 

diptychs of a real world photograph and a virtual screenshot picturing similar subjects 

using similar compositional framing and photographic style, Sheely questioned 

whether photographs have truly become disintegrated by digital technology, or if they 

had been given new, virtual incarnations (Figure 13). Sheely’s pairing of two 

strikingly similar objects, including the blue car surrounded by leaves of trees and 

grass, compel us to look closely and identify any differences. Slowly but surely the 

viewer begins to pick apart the images and notice the small yet significant differences 

between the photograph and the screenshot, particularly in textual surfacing and the 

repetitive, mosaic-like structure of the trees in the right-hand image that suggest a 

virtual origins of the image. Sheely’s diptych illustrates a long history in visual 

culture that continues today with the development of photorealistic computer graphic 

images.  

 

Since the early 2000s, game developers, digital artists and photographers have 

increasingly sought to create coherent and believable images of virtual realities by 

using the visual languages, styles and signs of photographic images in physics game 

engines.94 The ability for photographic images to accurately and authentically render 

lighting and colour is especially important for anyone seeking to virtually simulate or 

represent reality in full detail. According to Matthew Paterson, certain visual cues 

including lighting, texture repetition, rendering and surface detail, shadow coherence, 

colour and subject plausibility affect how viewers perceive and differentiate between 

photographic or photo-realistic images.95 Sheely’s project thus illustrate a pre-

photographic cultural desire to ‘[…] create representations to a high level of 

verisimilitude’ by aligning computer generated images ‘[…] with the qualities of 

photographic imaging in an attempt to allow audiences to interpret the images of a 

                                                
93 Kent Sheely, MachiniMediated (2008) <http://www.kentsheely.com/machinimediated> [accessed 
22.07.2018] 
94 Keith Stuart, Photorealism – the future of video game visuals (London: The Guardian, 2015) 
<https://www.theguardian.com/technology/2015/feb/12/future-of-video-gaming-visuals-nvidia-
rendering> [accessed 03.06.2018], This history predates photography itself and can be traced back to 
the initial interest in realistic representations that began during the Renaissance. This subject matter of 
photorealistic representations before, during and after photography and videogames is beyond the 
scope of this dissertation.  
95 Matthew Paterson, Gaming and Photography: Investigating the Elision of Illusion and the Actual 
(unpublished master’s thesis, Victoria University of Wellington, 2012), pp. 69-72 
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virtual space as though it were a physical space.’96 Although Sheely’s virtual 

photographs are remarkably similar to their real counterparts, they also show the 

imperfections and failings of what are supposedly perfectly crafted, visually accurate 

representations of reality. Or as Sheely notes, ‘[…] the facsimile always falls short of 

the mark, but at the same time causes the viewer to see the original with more 

attention to detail.’97 Sheely has since explored this notion of the failings of virtual 

realities in another project.   

 

As part of one of his latest projects, Sheely has created images that strip away 

the elaborate, realistic façade of videogames to reveal the underlying technical and 

cultural structures consisting of snarled, maze-like networks of intersecting wire that 

conventionally support the surface typically seen by players while playing 

videogames (Figure 16). Much like virtual photographer Robert Overweg, who 

ventures into ‘the outskirts of the virtual world’ to photograph the glitches and ends of 

reality, Sheely reveals the substrate of videogames to show us an alternative view of 

the landscapes that players to eagerly dedicate time and effort in exploring.98 By 

revealing the vectors and vertices used for constructing videogame environments, 

Sheely also show us the glitches and imperfections that are often an unavoidable 

consequence of creating elaborately constructed realities.99 While Sheely’s image of 

visually reminiscent Ivan Sutherland’s screenshot, it also toys with the concept of 

glitch art that, according to Jonas Downey, is ‘[…] fundamentally representational in 

concept, since most glitches are direct depictions of (mangeled) data.’100 Sheely 

subverts the conventional use of screenshots and glitch art as representations of in-

game events by acknowledging the intermediary status of the screen and by ‘[…] 

capturing the experience of living in worlds that I am fully aware of aren’t real.’101 As 

                                                
96 Paterson, p.138 
97 Matteo Bittanti, Interview: Kent Sheely’s videogame photography between documentation and 
experimentation (Milan: Gamescenes, 2011) <http://www.gamescenes.org/2011/11/interview-kent-
sheelys-videogame-photography-between-documentation-and-experimentation.html> [accessed 
22.07.2018] 
98 Robert Overweg, Art <http://www.robertoverweg.com/Art> [accessed 22.07.2018]; Mathias Jansson, 
Interview: Robert Overweg, A Virtual Photographer in Virtual Worlds (Milan: Gamescenes, 2010) 
<http://www.gamescenes.org/2010/11/interview-robert-overweg-a-virtual-photographer-in-online-
worlds.html> [accessed 22.07.2018] 
99 Kent Sheely, Rewired (2017) <http://www.kentsheely.com/rewired> [accessed 22.07.2018] 
100 Jonas Downey, ‘Glitch Art’, eds. by Jodee Stanley and others, Ninth Letter (Champaign: University 
of Illinois Urbana-Champaign, 2006) <http://jonas.do/assets/essays/glitch-art-jonasdowney.pdf> 
[accessed 12.08.2017] 
101 Appendix 2: Kent Sheely, Interview Answer 3, p.1-2 



Figure 13: Kent Sheely, ‘Untitled’, Rewired (KentSheely.com, 2017) 
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a result, Sheely causes us to question any preconceived ideas we might have about 

physical and virtual realities and the structures that support them.  

 
Finally, I would like to discuss photographic responses to the socio-cultural 

development of videogames created by contemporary photographers working in the 

digital, post-photographic moment. According to Sheeley, the rising popularity of 

videogames and screenshots in mainstream media and popular culture had compelled 

‘[…] a lot of talented artists to the scene (particularly photographers), and we’re 

seeing a lot of work that can respond to and subvert the prevalence of screenshots in 

popular culture.’102 In other words, the development of screenshot art and in-game 

photography has compelled a number of photographers to delve into the virtual 

worlds of contemporary videogames. Work by photographers such as Leonardo Sang 

and Benoit Paillé exemplify a photographic approach towards virtual in-game 

photography that blurs the boundaries and legacies of real-world photographs and 

screenshots.  

 

Leonardo Sang focuses on photographing smaller, pedestrian details that often 

overlooked that are often overlooked players as part of a project he calls “virtual 

reality photography” that attempts to show how photographic concepts can be applied 

to open world and sandbox videogames.103 Inspired by Overweg’s work, Sang 

attempts to express photography in a different way by combining elements of 

analogue and digital photography with photographic modes and screen capture tools, 

including those discussed in the previous chapter, to create pictures that are 

compositionally and thematically similar to his “real world” photographs.104 Sang’s 

experiment has thus far resulted in various photographs, including humorous yet 

poignant images of shoes worn by protagonists, supporting characters, enemies and 

non-playable characters (Figure 14).105  Baring a striking similarity to as René 

Magritte’s 1935 The Red Model and Vincent Van Gogh’s 1886 Shoes, Sang’s 

photograph of a pair of boots tucked beneath a bed points to a notion of shoes as 

                                                
102 Appendix 2: Kent Sheely, Interview Answer 8, p.3 
103 Leonardo Sang, VRP <http://leosang.com/vrp/#/vrp-project/> [accessed 27.07.2018] 
104 Matteo Bittanti, Interview: Leonardo Sang’s Game Photography (Milan: Gamescenes, 2015) 
<http://www.gamescenes.org/2015/07/interview-leonardo-sangs-game-photography.html> [accessed 
12.08.2018] 
105 Leonardo Sang, Shoes for Virtual Feet (2018) <http://leosang.com/vrp/#/shoes/> [accessed 
27.06.2018] 
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autobiographical objects worn and used by people living their everyday lives. The 

photograph also highlights the absurdity in simulating a pair of shoes intended for 

physical use in a virtual environment. By focusing on picturing a mundane item in 

virtual reality, Sang simultaneously uplifts the common mundane details of virtual 

realities while pointing to their absurdity, thus challenging the visual habits and 

customs of players who typically informed such details. In picturing shoes worn by 

avatars and non-playable characters as shoes ‘that are made for virtual walking’, Sang 

humanises the virtual lives of videogame characters.106 According to Katherine 

Isbister, avatars and NPC’s ‘[…] offer us, as humans, a new bag of tricks for walking 

in another’s shoes and reliving situations in the present tense.’107 Sang thus raises a 

question for us living in an increasingly virtual world about the relationship we have 

with those around us. 

 

Benoit Paillé blurs the boundary between physical and virtual realities by 

simulating the photographic image in videogames as ‘[…] a response to the 

proliferation of visual projects that take place in virtual spaces.’108 Paillé’s stated 

interest lies in illustrating how conceptual photography can be used in videogame 

spaces using the same sensitivities that photographers apply to their real-world 

subjects. His experimental photographs present us with a hybridized, synthetic image 

that layer the real world on top of the virtual (Figure 15). The bottom layer of the 

image consists of a virtual landscape photograph in Grand Theft Auto V, a videogame 

that has become popular among amateur videogame photographers. The topmost layer 

is a reconstruction of the conditions that prevailed in the videogame when Paillé 

photographed the bottom layer and matches weather, lighting and colours to create a 

believable and visually coherent image. The combined effect of this is a highly 

arresting, even confusing simulacrum that merges the two worlds ‘with both elements 

blurring their respective realities.’109 This results in what Evon Narcisses describes as 

                                                
106 Matteo Bittanti, Game Art: Leonardo’s Sang’s SHOES FOR VIRTUAL FEET (2018-Ongoing) 
(Milan: Gamescenes, 2018) <http://www.gamescenes.org/2018/07/game-art-leonardos-sangs-
vrp_shoes-2018-ongoing.html> [accessed 12.08.2018] 
107 Katherine Isbister, How Games Move Us: Emotion by Design (Cambridge: The MIT Press, 2016) 
p.41 
108 Benoit Paillé, Crossroads of Realities (2014) <https://gbuffer.myportfolio.com/crossroad-of-
realities> [accessed 29.07.2018] 
109 Randy Kalista, Photographer wants to punch reality in the face with his Grand Theft Auto V project 
(Gaming Nexus, 2014) <https://www.gamingnexus.com/News/32768/photographer-wants-to-punch-
reality-in-the-face-with-his-Grand-Theft-Auto-V-project> [accessed 29.07.2018] 



Fi
gu
re
 1
4:
 L
eo
na
rd
o 
Sa
ng
, ‘
U
nt
itl
ed
’, 
Sh
oe
s f
or
 V
ir
tu
al
 F
ee
t (
Le
oS
an
g.
co
m
, 2
01
8)
 



 35 

‘a bit of a head trip.’110 By virtually simulating past and present forms of 

photography, including a 4x5 large format camera, Paillé’s image illustrates a 

moment when the distinction between the pictures of the real and the virtual become 

almost indistinguishable, causing us to question ‘[…] our use of technology, 

authorship, analog photography and photography as a whole, in a world that is 

increasingly becoming digital.’111 Paillé’s image suggests that photography functions 

on many levels as a conceptual construct and pictorial content in the digital age.  

 

This chapter has explored three primary methods used by artists and 

photographers in creating virtual photographs and screenshots. The continuous 

development of digital technologies and videogame culture since the 1990s has 

compelled contemporary creators to launch various investigations into the boundaries 

between analogue and digital realities. These creators have developed, and continue to 

develop, emergent images that challenge, expand and subvert traditional conceptions 

and disciplinary delineations. In 1999, Geoffrey Batchen stated that digitisation was 

abandoning the rhetoric of truth that had been fundamental for the photographic arts 

since their first inception, arguing that the digital process ‘[…] actually returns the 

production of photographic images to the whim of the creative human hand.’112 As 

the images discussed throughout this chapter suggest, the creative human hand has 

begun to understand how to create works of art using computer-based processes and 

programmes, allowing for the creation of synthetic images using different aesthetical 

and conceptual approaches. The following chapter hopes to discusses how hybrid 

images emerging from the convergences of traditional and new media can be 

exhibited as new images or incorporated into existing structures.  

 

 

 

 

 

                                                
110 Evon Narcisses, A Different Kind of GTA V Trick Photography (Kotaku, 2014) 
<https://kotaku.com/a-different-kind-of-gta-v-trick-photography-1557778655> [accessed 29.07.2018] 
111 Jeff Hamada, Benoit Paillé Photographs the Virtual World of Grand Theft Auto V (Vancouver: 
Booooooom, 2014) <https://www.booooooom.com/2014/05/01/photographs-created-using-virtual-
world-grand-theft-auto-v/> [accessed 29.07.2018] 
112 Geoffrey Batchen, ‘Ectoplasma: Photography in the Digital Age’, ed. by Carol Squiers, in Over 
Exposure: Essays on Contemporary Photography (New York: The New Press, 2000) p.15 



Figure 15: Benoit Paillé, ‘Untitled’, Crossroads of Realities (Benoit P, 2014) 
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Chapter 3:  
Institution and the Internet:  
Places for Presenting In-Game Photography 
 
 

As a result of the popularization of videogames, the proliferation of player-

produced content in mainstream culture and the rising number of professional 

practitioners exploring the social and cultural issues relating to videogame, an 

increasing number of institutions have realized the cultural significance of 

videogames and begun to actively include them as part of their programmes in order 

to promote videogames as new, legitimate form of art. In the meanwhile, independent 

galleries and individual curators have experimented in combining innovative ways for 

presenting hybrid forms of art with existing structures and systems.  This chapter 

looks at the broader social-cultural context of virtual in-game photography by 

discussing how museums, independent galleries and curators have exhibited 

conventional and critical images of videogames in the past decade in order to suggest 

future practices in presenting artworks emerging from the convergences of 

photography and videogames. The chapter also discusses how the Internet is by 

players to share their virtual photographs and screenshots and gain a more central role 

in the production of contemporary culture to suggest that no single institutional 

framing can fully present the diversity and variety of images that constitute the 

developing genre of virtual in-game photography.  

 

Since the seminal 2002 exhibition Game On, an increasing number of 

museums have presented exhibitions that highlight the artistic, technological and 

cultural achievements in videogaming.113 Likewise, institutions such as the Museum 

of Modern Art have focused on collecting and conserving videogames as modern 

cultural artefacts.114 According to Neil McConnon, head of the Barbican International 

Enterprises, such inclusions are essential in ‘[…] recognizing video games as part of 

the broader project of acknowledging aspects of contemporary popular culture as 

                                                
113 Such exhibitions include but are not limited to, Game On (2002, The Barbican and international 
touring exhibition) and Game On 2.0 (2010, The Barbican and international touring exhibition), Game 
Masters (2012-2015, Australian Centre for the Moving Image and National Museum of Scotland) and 
The Art of Video Games (2012, Smithsonian American Art Museum). 
114 Paola Antonelli, Video Games: 14 in the Collection, for Starters (New York: The Museum of 
Modern Art, 2012) <https://www.moma.org/explore/inside_out/2012/11/29/video-games-14-in-the-
collection-for-starters/> [accessed 02.08.2018] 
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significant with important historical implications.’115 Over the past decade museums 

and institutions across the world, including the National Museum of Scotland, the 

Smithsonian and Tekniska Museét in Stockholm, have presented videogames as an art 

form in its own right, providing some closure to the long debate about whether 

videogames are a meaningful and culturally important art form or a technological 

novelty. Videogame scholars, including Aaron Smuts, have argued for the artistic 

legitimacy of videogames using different aesthetical theories relating to sport, 

painting, theatre and sculpture.116 As such, the institutional practice of collecting and 

conserving videogames as multimedia works of art, pioneering technological artefacts 

and evocative design objects suggests that videogames are now widely recognized as 

a serious art by the global art establishment. These exhibitions have, however, 

primarily presented videogame culture through interactive installations, videogame 

consoles and arcades, concept art and cosplay (or ‘costume play’) and conventional 

screenshots.117 As a result, more critical and experimental approaches towards 

videogame images have become excluded from the institutional image of videogames 

as cultural objects that are deeply enmeshed into modern society. Exhibitions such as 

The Art of Videogames have, according to Alexandra Salter, offered some tantalizing 

glimpses into how digital objects can be incorporated into traditional exhibition 

structures.118  In recent years, museums have begun to experiment further, leading to 

the changing perception and presentation of video-game related art in exhibition such 

as the Victoria and Albert Museum’s Videogames: Design/Play/Disrupt. At the time 

of writing, the exhibition has yet to be revealed but it promises to present critical 

images towards videogaming culture and ‘[…] provide new perspectives and insights 

into the craftsmanship and inspiration of ground-breaking contemporary 

                                                
115 Keith Stuart, How the Barbican turned videogames into a global arts tour (London: The Guardian, 
2015) <https://www.theguardian.com/technology/2015/mar/03/barbican-video-games-global-tour-art> 
[accessed 02.08.2018] 
116 Aaron Smuts, ‘Are Video Games Art?’, Contemporary Aesthetics, 2 (2005) 
<https://quod.lib.umich.edu/c/ca/7523862.0003.006/--are-video-games-
art?rgn=main;view=fulltext;q1=video+games> [accessed 06.01.2018] 
117 See Chris Melissinos and Patrick O’Rourke, The Art of Video Games: From Pac-Man to Mass 
Effect (New York: Welcome Books, 2012) for example of how exhibitions have presented screenshots 
according to conventional conceptions of such images. 
118 Alexandra Salter, ‘Playing Through the “Art of Video Games” Exhibit at the Smithsonian American 
Art Museum’, Journal of Digital Humanities, 1.2 (2012) <http://journalofdigitalhumanities.org/1-
2/playing-through-the-art-of-video-games-exhibit-by-anastasia-salter/> [accessed 12.08.2018], 
paragraph 14 
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videogames.’119 By exhibiting concept art and consoles alongside critical artistic 

works, V&A hopes to present a broader, more inclusive image of videogaming by 

including the inquisitive perspectives presented by artists and photographers who lead 

‘[…] critical discussion and debates that challenge not only the ideas about 

videogames and what they should be, but how this relates to society as a whole.’120 

Such inclusion may also show us how institutions will grapple with the collection, 

conservation and public presentation of an increasing number of artworks and 

photographic works that combine analogue and digital media into hybrid images.  

 

The V&A exhibition is not the first time that a major institution exhibits 

experimental approaches towards videogame art.  According to Bruce Wands, the first 

major exhibition featuring work by artists who incorporate game structures and 

themes was arranged in 2001 by the Massachusetts Museum of Contemporary Art.121 

According to Wands, this type of new media art, called Game Art, ‘[…] uses 

commercial gaming software or incorporates elements of play and role-playing.’122 

This genre is therefore delineated as concerned with socio-cultural issues relating to 

digital videogames rather than focusing on, as Matteo Bittanti notes, ‘videogames as 

art’, ‘art as a game’, art design or ‘Art Games’.123 The genre thus consists of ‘[…] any 

art in which digital games played a significant role in the creation, production and/or 

display […]’ of artwork.124 According to Sheely, the genre also ‘[…] pulls from 

traditions of appropriation, interactive media, video, photography, and more than I 

can possibly detail.’125 It is thus, within this broader context, that virtual in-game 

photography and screenshot arts exist in relation to other forms of videogame-related 

art.  

 

 

                                                
119 Victoria and Albert Museum, About the Videogames exhibition (London: V&A, 2018) 
<https://www.vam.ac.uk/articles/about-videogames-exhibition> [accessed 02.08.2018] 
120 Victoria and Albert Museum 
121 Bruce Wands, Art of the Digital Age (London: Thames & Hudson, 2006), pp.165-166 
122 Wands, p.162 
123 Matteo Bittanti, ‘Game Art: (This is not) A Manifesto (This is) A Disclaimer), in Gamescenes: Art 
in the Age of Videogames (Milan: Johan & Levi Editore, 2006),p.7 
124 Bittanti, p.9 
125 Game Video/Art, Interview: Kent Sheely (Milan: International University of Language and Media, 
2016) <http://www.gamevideoart.org/news/2016/6/25/interview-kent-sheely> [accessed 22.07.2018] 
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Through the careful and considered efforts of artists and curators, in-game 

virtual photography has gradually gained more attention among the photographic 

community through exhibitions and publications. In 2017, Noorderlicht House of 

Photography introduced the synthetic photographic images by digital artists and 

photographers who explore the boundaries between real and virtual realities and 

interconnected cultures. Based on the concept that ‘It’s becoming somewhat of a 

challenge to distinguish between images that represent reality and images that depict 

reality’, the exhibition included work by Eelco Brand, Justin Berry and Robert 

Overweg as examples of alternative perspectives that examine the virtual realities that 

pervade contemporary popular culture.126 According to the gallery’s newsletter, some 

of these artists manoeuvre through ‘[…] computer games with a virtual camera, like 

real reportage photographers in a virtual reality. Others construct their own images 

from scratch, revealing to us a new world that is barely distinguishable from 

reality.’127 By exhibiting these images using conventional presentational strategies, 

including framed photographic prints, the exhibition emphasised the visual quality, 

conceptual framework and cultural context of each works as artistic and aesthetical 

objects (Figure 16). However, more experimental presentational strategies, including 

large-scale unframed prints connotative of flat screen television and computer 

screens, suggesting an awareness of the dual origins and nature of the exhibited 

pieces, showed a method of presenting hybrid images that combined conventional 

methods for exhibiting photography as art with an innovative and engaging way to 

relate the photographic image to other media technologies. 

 

Alongside established and internationally recognized museums and galleries, 

independent artist-curators such as Marco deMutiis, Matteo Bittanti and Eron Rauch 

have developed multidisciplinary and multiplatform methods for presenting Game Art 

and virtual in-game photography to various audiences using physical exhibitions, 

online survey projects and articles and published books, many of which have been 

referenced throughout this dissertation. Rauch, together with Kent Sheely and others, 

has arranged a number of gallery exhibitions, most recently SCREEN 

KNOWLEDGES in 2017, in an effort to generate public interest for virtual in-game 
                                                
126 Noorderlicht House of Photography, Simulacrum (Groningen, 2017) 
<http://www.noorderlicht.com/en/photogallery/simulacrum/> [accessed 02.08.2018] 
127 Noorderlicht House of Photography, Newsletter: Simulacrum (Groningen, 2017) 
<http://www.noorderlicht.com/en/newsletter/simulacrum/353/> [accessed 02.08.2018] 
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photography among contemporary audiences.128 According to Sheely, such 

exhibitions have attempted to bridge the gap between artists, art institutions and the 

gaming community by presenting complex new media art through accessible 

distribution channels and informal exhibitions.129 By appropriating traditional means 

and methods for presenting and distributing photographic art images in combination 

with new channels, contemporary artist-curators can advocate new, alternative and 

potentially challenging perspectives and raise the profile of virtual photographs and 

artistic screenshots as unique and valuable collectibles.130  

 

Although physical presentation of virtual photography in museums, galleries 

and art books is important for establishing a legitimacy and legacy for the genre, they 

nevertheless remain an essential part of Internet culture from where they originated 

and where images still are uploaded to image sharing platforms and are discussed by 

professional practitioners and players. Kent Sheely notes that ‘Having work online 

feels more loyal to the “old ways” of sharing screenshot art’, emphasising that ‘[…] 

while I do enjoy occasionally showing work in galleries, I’ve always preferred 

leaving my work open to the public & freely experienced through the Internet 

[…].’131 Online forums and communities provide players, as amateur virtual 

photographers and screenshot artists, to share their images with others, including 

professionals, and further their creative practices and the genre in general. These 

vibrant, thriving communities reminds of the democratic potential of photography and 

its vernacular use among amateurs and semi-amateurs whose photography is equally 

significant as that of the professional.  

 

As outlined in the first chapter, videogame developers have since the late 

1990s implemented various design choices that afford players a greater degree of 

authorial control and agency over their gameplay experiences by implementing 

photographic and cinematic cameras into game spaces. As mentioned in the 

                                                
128 Matteo Bittanti, SCREEN KNOWLEDGES (November 11, 2017 – Los Angeles, California) (Milan: 
Gamescenes, 2017) <http://www.gamescenes.org/2017/11/event-screen-knowledges-los-angeles-
california.html> [accessed 02.08.2018] 
129 Appendix 2: Kent Sheely, Interview Answer 7, p.3 
130 In the past two years, several photographic art books featuring virtual photographs have been 
released as limited editions, including Ollie Ma’s Open World (Handmade by artist, 2017) and 
COLL.EO’s Boring Postcards From Italy (Concrete Press, 2016). 
131 Appendix 2: Kent Sheely, Interview Answer 7, p.3 
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introduction, André Carita argues that contemporary three-dimensional open-world 

videogames invites players to immerse themselves and contemplate the environments 

and events they experience.132 For players, this immersive contemplation is combined 

with the tools provided by videogame hardware and software as technical and creative 

means for visualizing their views of videogame realities. According to Ellen Sandor 

and Janine Fron, this allows players to treat game environments as ‘21st Century art 

studios’ where they can experiment with virtual forms of visual representations as 

expressive and narrative tools and assume the identify of non-professional artists. Or 

as they describe it, ‘Like photographers standing before they subjects, engaging the 

camera in the game world can provide players with a feeling of creative control of the 

game’s destiny.’133 This practice becomes especially tangible when viewing the 

discussion threads and forums on platforms such as Reddit and Flickr where 

individuals share and discuss their images, allowing others to comment on their 

work.134 

  

Despite noticeable differences in degrees of formality, these groups share a 

number of similarities with nineteenth-century cameras clubs that ‘[…] served both 

technical and social needs of amateurs […]’.135 Similarly to clubs, these subreddits 

provides players with a forum for presenting and discussing compositional and 

technical aspects of their images by using various tools, including a favouring system 

of ‘upvotes’ and ‘downvotes’ to express appreciation or dislike and an open 

commenting field to engage in deeper discussions. While these subreddits do not 

produce any journals or exhibitions, they do function as public galleries by 

emphasising the importance of the image, rather than text, on the webpage. Much like 

early camera clubs, these forums are not the sole domain of amateurs but rather a 

creative environment shared by professionals and amateurs to discuss the praxis of 

virtual photography and screenshot art. Other online sharing platforms, including 
                                                
132 André Carita, ‘Photography in Video Games: the Artistic Potential of Virtual Worlds’, in 
Computation Communication Aesthetics and X Bergamo, Italy (Bergamo, 2013) 
<http://2013.xcoax.org/pdf/xcoax2013-carita.pdf> [accessed 06.01.2018], pp.175 
133 Ellen Sandor and Janine Fron, ‘The Future of Video Games as Art: On the Art of Playing with 
Shadows’, in Playing on the Rules: The Cultural Policy Challenges of Video Games (Chicago: The 
University of Chicago Cultural Policy Center, 2001) 
134 The groups include but are not limited to the Video Game Photography 
(https://www.reddit.com/r/gamingphotography/) and Game Screens 
(https://www.reddit.com/r/GameScreens/) subreddits. 
135 John Hannavay, Encyclopaedia of Nineteenth-Century Photography, Vol. 1 (New York: Routledge, 
2008), p.33 
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Twitter, Instagram and Flickr are instrumental for players sharing their images.136 The 

active participation of players in the genre and art has resulted in many photographic 

competitions and real-world exhibitions arranged by community members with the 

support of game developers. For example, in 2017 an exhibition featuring screenshots 

by players of the videogame Horizon Zero Dawn was arranged in conjunction with 

the PAX 2017 gaming culture festival.137  

 

Much like their nineteenth-century predecessors, modern forums and groups 

contribute to the continuing history of virtual in-game photography through their 

active participation in contemporary culture. Poremba argues that player-produced 

content ‘[…] emerges due to a convergence of both technological and social 

imperatives […]’, suggesting therefore a pivotal shift in our understanding of the 

authorship and agency of contemporary media consumers.138 Commonly seen through 

cheats, hacks and modifications created by players, such content shows how players 

use and subvert original design rules in videogames, thus blurring ‘[…] relationships 

between producer/consumer, fan/developer and programmer/hacker.’139 Such content, 

including player-produced photographs and screenshots, complicate and challenge 

traditional roles between media consumers and producers and resituate the viewer and 

user of photographs and computers as an active participant in the production of new 

cultural meanings by opening up ‘[…] the digital game as a means of expression.’140 

 

Whatever methods or strategies are used for presenting virtual photographies 

in the future, we can be sure to see more of them. By advocating the historical and 

cultural significance of virtual photographs as serious form of art and photography 

can we begin to understand how institutions and society has resituated photography in 

relation to new media art. By acknowledging the input of professional practitioners 

                                                
136 Appendix 4, Question 29, p.10 
137 Jeremy Ray, “Horizon Zero Dawn” Has Its Own Exhibition at PAX AUS (FANDOM, 2017) 
<http://fandom.wikia.com/article/horizon-zero-dawn-art-exhibition-pax-aus> [accessed 10.07.2018]; 
The festival also included a panel discussion about the Photo Mode in Horizon Zero Dawn and the use 
of videogames as galleries, see PAX AUS 2017 – Photo Mode: Turning Games into Art Galleries 
<https://www.youtube.com/watch?v=EvySTdKMyFc> [accessed 27.05.2018] 
138 Poremba ‘Remaking Each Other’s Dreams: Player Authors in Digital Games’, in New Forms 
Festival (Vancouver, 2003) 
<https://pdfs.semanticscholar.org/f522/6e787047d8eabf200ddb1b1a823dca9222c4.pdf> [accessed 
03.02.2018], p.3 
139 Poremba, p.6 
140 Poremba, p.6 



 43 

and players into the production of new virtual artefacts can we gain a clearer picture 

of the digital future in the visual arts. For now, however, we remain in the present and 

so we should do our best to find new methods for presenting new types of images that 

combine established practices with innovative presentational techniques.  
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A Conclusion: Leaving the Curtains Open 
 
 

In the survey targeted towards members of the Video Game Photography and 

Game Screens subreddits, I posed a question asking whether the participants 

considered virtual in-game photography as part of photography’s past, present and 

future.141 Although one participant considered the notion before rejecting it, five 

others stated it was part of photography’s present and future. Firstly, I found it curious 

that despite all the prophecies of death and doom of the photographic image that were 

heard during the late 1990s, photography was deemed as having a future beyond this 

point in time and that secondly, that one such future could be found in virtual in-game 

photography and virtual photographs. When Lev Manovich predicted the existence of 

the hybrid synthetic photograph in 1995, he was closer to predicting a photographic 

future than he may have intended. And although the physical photographic image may 

have become diminished or dissipated due to the popularity of digital photography, it 

nevertheless remains an essential part of modern visual culture due in large to the 

ways that new media technologies and cultures, including videogames, have 

incorporated the photographic image into their realities. As we continue to venture 

further into a hybrid form of being existing in virtual and physical realities 

simultaneously, the photographic images and its synthetic form remains a friendly 

reminder and a bridge between the past and the future and thus ‘[…] continues to 

surprise us with its presence, long after its original manifestations is supposed to have 

departed from the scene.’142 Yet photography has not become a dearly departed 

friend, but rather the soul of the LAN party who stays after the playing session ended.  

 

Yet for now we remain in the present and I am therefore compelled to suggest 

some directions and topics for future research and photographic inquiries based on 

this dissertation. Subjects such as the remediation of photographic realism by 

contemporary videogame graphics, the relationship game developers have towards 

such concepts and the photographic appropriation of their art and the sociocultural 

significance of amateur virtual photography and screenshot art are all interesting 

topics worthy of consideration as they could not be included in this study, despite my 

                                                
141 Appendix 4, Question 36, p.14 
142 Geoffrey Batchen, Burning With Desire: The Conception of Photography (Cambridge: The MIT 
Press, 1997), p.216 
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best efforts. The future of photography is bright and intriguing yet it requires us to 

step beyond traditional disciplinary borders, take example of professional 

practitioners, players and game developers and engage in open and active dialogue 

with other fields of study and research and embrace the new, unknown and 

unexpected. For whatever awaits the photographic arts and its practitioners and 

scholars in the future, no one knows. But rather than closing the curtains and 

proclaiming the end of time, we can try our best to plan ahead and leave the curtains 

open to let in the light of the coming dawn.  
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Appendix 2: 
 
Interview Questions presented to Kent Sheely via email, answers received in kind on 
the 13th of July, 2018. 
 

1. Firstly, could you tell me a bit about your personal and professional 
background and how and why you became interested in in-game 
photography/screen shooting? 

a. I went to school at the University of Oklahoma for graphic design 
(which I’m still doing professionally), but in my Junior year I was 
essentially recruited by a professor in the Film/Video department to be 
part of a new intersectional media program they were putting together. 
I played a lot of video games, but had no idea there were other artists 
already dabbling with using games as a medium to make art until I ran 
across their work during that program; frankly up to that point I’d 
considered games (as much as I loved them) to be too low-brow for 
anyone to take seriously as an art form, so this was really eye-opening 
for me. 
 
I was already familiar with the process of taking screenshots, but as a 
very objective form of documentation, like taking pictures of your 
vacation. I was also really getting into photography at the time, and 
seeing the transformative & critical images artists had been making 
using games pushed me to start considering my screenshots as if they 
were real photos. Everything just escalated from there. 

 
2. Could you tell me what or who inspires your work? For example, do you find 

inspiration in artistic and photographic work by others or from games 
themselves? 

a. I’m often inspired by looking at what other artists are doing & 
realizing I have something to add to the conversation they’ve started, 
but for the most part the driving force of my work comes from reacting 
to some experience of playing the game. Sometimes I find out that just 
playing a game “the wrong way” is all I need to push me in the right 
direction, and then I obsessively dedicate myself to playing it that way 
until I can’t proceed any further. For example, one of my favorite 
subjects is documenting game glitches, and the best way to get glitches 
is to break the game by doing something the developers didn’t expect. 
 

3. Looking at the work that you have created for over a decade now, what are 
some things that prompt you to explore certain subject matters? And has this 
changed over time? 

a. When I started out, a lot of my peers in the digital arts were mapping 
out the psychological divide between video game space and our 
perception of the real world, and where those two experiences meet. A 
majority of my work at the time was leaning in that direction, 
especially with my screenshots; video games at the time were starting 
to get a lot more realistic, and I wanted to know what effect that would 
have on the perceived importance of authenticity in image-making. I 
was asking questions like “Is it possible to make images in virtual 
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space that can trigger the same emotional responses as real photos?” 
 
While I’m still fascinated by the concept, I’ve moved on to other 
things since then. I’m more interested now in acknowledging the 
existence of the screen and engaging with game worlds with full 
awareness that what we’re seeing is a fabrication. For example, I used 
to remove things like ammo counters, crosshairs, and other UI 
elements from my shots, trying to maintain the illusion that what I’ve 
taken is a photograph. In more recent years I’ve abandoned the ruse, 
and now I focus a lot more on capturing the experience of living in 
worlds that I am fully aware aren’t “real.” I think that’s been a product 
of a few different trends over the years, such as games becoming more 
photorealistic, and a shift in my own personal tastes regarding what 
kinds of artworks are more satisfying for me to make and see. 
 

4. What is your process like? How do you decide what games to create images 
of? Do you first decide a visual or conceptual approach to the subject matter? 

a. My process is organic; I usually end up making art as a response to 
some combination of the game I’m playing and what’s happening in 
the world and my life at the time. If there’s something specific I want 
to comment on I’ll start with the concept & find a game that best suits 
the mood I’m going for, but usually it just comes out of playing games 
with an open mind & one finger on the screenshot button. From there 
I’ll pick a direction to take it and start narrowing down an idea of what 
I’m trying to say.  

 
5. What kinds of tools do you use? Do you use in-game mechanics, like camera 

or photo modes, photographic equipment or game mods and dev kits?  
a. For capturing screenshots and video, my tool kit is very simple: I use a 

screen capture utility called Bandicam, with the “shutter” key mapped 
to one of the extra buttons on my mouse. That way I can grab images 
without even having to lift my hands off the keyboard and mouse. I 
know a lot of people who swear by tools like Ansel that can simulate 
trappings of physical photography, such as depth of field and aperture 
diameter. However, you can’t use that software with every game in 
existence, and I always get too fixated on the minutiae anyway, so 
those things have never caught on with me. 
 
I try not to use the in-game photo modes provided by a lot of more 
modern games, and I think that just stems from my rebellious side. 
Besides, using more unconventional means usually produces more 
interesting results. 

 
6. What do you think are some social or cultural institutions and spheres that in-

game photography/screen shooting could be part of? For example, do you 
think that this kind of work should be included as part of the broader practice 
of ‘game art’ or appreciated as a separate genre? 

a. As a concept, screenshot photography has been considered “game art” 
as long as I’ve been aware of it, which I think is more than appropriate. 
I try not to get too wrapped up in definitions, but I think screen 
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shooting is right at home as its own subgenre within game art. It’s also 
a very loosely-defined term with a lot of room for experimentation, as 
we’ve seen over the years in the ways artists have used screenshots to 
create more elaborate multimedia pieces that go beyond photographic 
representation.   

 
7. Where would you like people to see and experience your work and why? 

a. Having the work online feels more loyal to the “old ways” of sharing 
screenshot art, which usually involved posting JPEGs to online forums 
& chatting with other artists on message boards about their practice. 
While this method is the best way of reaching a large audience and has 
kind of a “zine” feel to it, it also seems to cheapen the art by 
distributing it through the same channels you would use to share cat 
photos.  
 
On the other hand, there’s something deeply satisfying about crafting a 
discrete object that exists in the real world & seeing it larger-than-life 
on a gallery wall. Changing the context provides a new perspective on 
the subject that you can’t get from a computer screen. This also 
ensures audiences will take you more seriously as an artist, because 
museum and gallery spaces obviously lend more gravitas to anything 
hanging on the walls & illuminated by track lighting. 
 
In short, while I do enjoy occasionally showing work in galleries, I’ve 
always preferred leaving my work open to the public & freely 
experienced through the Internet, and that’s how I design a lot of it 
from the beginning. 

 
8. Do you think that in-game photography or screen shooting has changed in the 

past twenty years with the technological and cultural development of video 
games? 

a. I touched on this a bit earlier, but screenshot photography has been 
absolutely transformed by the advancement of graphics, as well as the 
proliferation of built-in photo modes in games. It used to be difficult to 
take screenshots on games consoles, which is why a lot of the early 
pioneers in the genre used actual film cameras on tripods, rather than 
software, to grab an image of what’s on the screen. Now anybody can 
take photos of their adventures and share them on social media with a 
click.  
 
The drawback to screen shooting becoming more mainstream is that  
because it’s become so prevalent, and the graphics are so convincing, 
that it’s difficult to discern between shots taken for the sake of art & 
those that are meant to promote the game itself and/or show off how 
pretty the graphics are. Luckily, that popularity is drawing a lot of 
talented artists to the scene (particularly photographers), and we’re 
seeing work that can respond to and subvert the prevalence of 
screenshots in pop culture. 
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9. Do you think there are any possible connections between photography and 
video games? 

a. Peering through a camera viewfinder offers the same view of the world 
as a computer screen does, requiring the operator to skillfully 
manipulate their point of view through a rectangular frame. It also 
requires knowledge of the various available controls, and what effects 
they each have. Taking screenshots is a natural extension of that, and 
as tourists in virtual worlds, we have a strong impulse to document our 
travels. 
 
There was an early (and very popular) photography simulator on the 
Nintendo 64, their first 3D game console, so it’s clear that someone 
made the connection when entertainment technology was first starting 
to make that jump. Since then, the number of games with “photo 
modes” has skyrocketed.  

 
10. How do you identify yourself in relation to your work? Do you see yourself as 

an artist, photographer, player, screen shooter or a bit of everything? And what 
kind of a role do you see yourself fulfilling, do you see think you participate in 
the gaming industry, creative industries or art world at large. And do you think 
these roles and industries could, or should, overlap?  

a. I think all of those identities merge together when I sit down with a 
game intending to make something transformative. It’s hard to 
categorize myself explicitly as any one of them, just because I think all 
of the experiences I have playing those parts come into play when I’m 
making art, and I have no doubt that my skill set has been informed by 
every role that I’ve played. 
 
I’m a strong advocate for intersectionality and cross-pollination 
between practices, especially when it comes to collaboration between 
people working in what would otherwise be unrelated fields, because it 
lends additional depth to the work they create. I’m not sure I could 
work directly in the game development industry, but I do hope my 
perspective as an artist making art out of video games is somehow 
equally valuable to the people making those games as it is to the 
people who play them and to the people in various art communities 
who view my work. 

 
11. What do you think are some possible uses of and for in-game photographs or 

screenshots?  
a. Practically speaking, screenshots are flattened slices of individual 

moments in time, frozen in place. They can be a record of an event or 
an accomplishment, like scrapbook photos. Like in the real world, we 
take screenshots to help us remember where we’ve been. All captured 
images can tell stories, whether they were taken in a video game or 
with a camera in the real world.  
 
Screenshots can also be expressive and evocative, sometimes 
unintentionally so. The act of taking a screenshot is an imperfect 
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simulation of taking a real photo, but the end result is almost always an 
image that meant something to the person who took it. 

 
12. Do you think are any differences or similarities between traditional analogue 

photography and digital forms of image-making, including in-game 
photograph/screenshots? Has things changed over the past twenty years? 

a. Mechanically, the two processes are obviously quite different. 
Traditional photography is all about controlling the way light hits your 
film (which can be simulated with various software and 
modifications), but the only artifact left over with pure screen-shooting 
is the act of framing your subject. You can download software to 
simulate some of the control you get with a regular camera, but I like 
to think about screenshotting as its own art form, its own medium 
entirely.  
 
That being said, I’ve noticed that many of the same instincts we have 
when taking photos are carried over into the game worlds we inhabit. 
My first foray into screenshotting was in Grand Theft Auto: San 
Andreas, and the style of the photos I took within the game’s virtual 
city matched up strikingly with my real-world photographic style, 
because I was naturally drawn to the same subjects and tried to frame 
them as if they were real. 

 
13. Finally, do you think that the art establishment, gaming communities and 

industry has changed over the past two decades, especially regarding 
intersectional cultural practices that exists between two different media, such 
as in-game photography/ screen shooting? 

a. Video games and other “lowbrow” art have long been looked down 
upon by both the arts and by gaming communities, but that’s 
absolutely changed in recent years. Games used to be seen by the arts 
community at large as purely vapid entertainment, incapable of being a 
tool for genuine expression. On the other hand, gaming communities 
were often confused by what the artists were doing, & probably felt a 
little alienated seeing their pastime become appropriated by what they 
saw as the stuffy institution of the Fine Arts.  
 
In recent years, various arts institutions and people like me who have a 
hand in both communities have been trying to bridge that gap by 
creating more exposure for upcoming artists, distributing through more 
accessible channels, and putting on more informal exhibitions of game 
art, among other things. Those measures, along with growing trend of 
artistic collaboration with experts from other fields, have done 
wonders for the public validation of game art. 
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Please read the attached document before you proceed!

Feel free to download a higher-quality version from: https://bit.ly/2lb58Cj
18 out of 19 people answered this question

What platform(s) do you use to play and take images in video games?
19 out of 19 people answered this question

On average, how many hours per week do you play video games?
19 out of 19 people answered this question

18 / 100%1
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On average, how many times per session do you take a picture in-game?
19 out of 19 people answered this question

Do you prefer to play and take pictures by yourself or with others?
18 out of 19 people answered this question

Do you participate in the gaming community or follow games industry events, such as E3 or Gamescom?
19 out of 19 people answered this question
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Do you participate in the art world or creative industries?
19 out of 19 people answered this question

What is your preferred genre for playing and taking in-game pictures?
19 out of 19 people answered this question

1 / 5%5

0 / 0%6

6 / 32%1

6 / 32%2

3 / 16%3

2 / 11%4

1 / 5%5

1 / 5%6
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Other
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What is your favourite subject matter for in-game photography/screenshooting/video game-related photography?
What do you take pictures of the most?
19 out of 19 people answered this question

Do you play video games with the intention to take in-game pictures or do you take pictures while playing the game?
19 out of 19 people answered this question

While playing and taking in-game pictures, do you see yourself as a player, screenshooter or photographer?
19 out of 19 people answered this question

16 / 84%1

12 / 63%2

12 / 63%3

8 / 42%4

7 / 37%5

6 / 32%6
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2 / 11%8
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0 / 0%5

Environmental Landscapes and Places (Rural and Urban)

Atmosphere

People

Details

Interiors
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Still Life

Glitches and Bugs

Other

I take in-game pictures while primarily playing the game

Undecided

I primarily focus on taking in-game pictures

Other

A bit of everything

Player

Photographer

Screenshooter

Undecided
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Do you think that playing a video game and taking pictures of it are similar or different?
18 out of 19 people answered this question

Do you use game modifications or developer tools, such as NVIDIA's Ansel, to take in-game pictures?
19 out of 19 people answered this question

Do you use existing in-game camera or photo modes and game mechanisms to take in-game pictures?
19 out of 19 people answered this question

Do you use any real-life photographic equipment to take in-game pictures, for example using a smartphone or an
external camera on a tripod?
19 out of 19 people answered this question

Once taken, do you alter or post-process your pictures using image processing softwares such as Photoshop or
others?
19 out of 19 people answered this question
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6 / 33%2

3 / 17%3

10 / 53%1
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What elements would you say are essential for video games, especially when screenshooting or photographing?
19 out of 19 people answered this question

Does the visual apperance and aesthetics of a video game affect whether you take pictures of it?
19 out of 19 people answered this question

How important are photo-realistic visuals in video games for you, especially when creating in-game pictures or
screenshots?
19 out of 19 people answered this question
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18 / 95%1
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Other
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Very
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In relation to photography, I would characterize myself as:
8 out of 19 people answered this question

Please indicate your age:
8 out of 19 people answered this question

Please indicate what gender you identify by:
8 out of 19 people answered this question

Please indicate your region:

5 / 63%1

2 / 25%2

1 / 13%3

0 / 0%4

0 / 0%5

4 / 50%1

3 / 38%2

1 / 13%3

0 / 0%4

0 / 0%5
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0 / 0%3

0 / 0%4
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60+

Under 18

Male
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8 out of 19 people answered this question

I own other photographic equipment
8 out of 19 people answered this question

I own other gaming equipment
8 out of 19 people answered this question

3 / 38%1

2 / 25%2

1 / 13%3

1 / 13%4

1 / 13%5

0 / 0%6

0 / 0%7

8 / 100%1

2 / 25%2

1 / 13%3

1 / 13%4

0 / 0%5

8 / 100%1

7 / 88%2

4 / 50%3

4 / 50%4

3 / 38%5

3 / 38%6

2 / 25%7

North America
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Africa

Asia

Middle East

Australia

South America

Smartphone

DSLR Camera

Pocket Camera

Various accessories and peripherals, including lenses, filters, tripods and light meters

Analogue Camera

Smartphone

PC

Laptop

Playstation Console

Portable gaming devices

Xbox Console

Various accessories and peripherals, including VR equipment

8 / 100%

8 / 100%
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I have read and understood the information sheet.
8 out of 19 people answered this question

I have been given the opportunity to ask questions about the study.
8 out of 19 people answered this question

I have had my questions answered satisfactorily.
8 out of 19 people answered this question

I understand that I can withdraw from the study without having to give an explanation.
8 out of 19 people answered this question

I understand that my data once processed will be anonymous and that only the researcher(s) (and supervisors) will
have access to the raw data which will be kept confidentially.
8 out of 19 people answered this question

I agree to my data (in line with the conditions outlined above) being kept by the researcher and being archived and
used for further research projects/by other bona fide researchers.
8 out of 19 people answered this question

I have been made fully aware of the potential risks associated with this research and am satisfied with the information
provided.
8 out of 19 people answered this question

8 / 100%1

8 / 100%1

8 / 100%1

8 / 100%1

8 / 100%1

8 / 100%1

8 / 100%1

Yes

Yes

Yes
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Yes

Yes

Yes
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I agree to take part in the study.
8 out of 19 people answered this question

8 / 100%1 Yes 8 / 100%
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Appendix 4: Open Text Question Answers arranged according to 
Question and by respondent 
 
Question 10: What are your favourite games from the past decades or so 
for in-game photography or screenshooting?  
19 out of 19 people answered this question 
 
Assassin’s Creed, Arma, Batman Arkham, GTA V 
25 days ago 
Batman: Arkham Games, Mad Max, Shadow of Mordor, GTA V 
a month ago 
Horizon: Zero Dawn, Batman: Arkham Knight, Assassin's Creed: Origins 
a month ago 
Mirror's edge catalyst, Ghost recon wildlands, Unravel 
a month ago 
Final Fantasy 14, Horizon Zero Dawn 
2 months ago 
Mass Effect series, Skyrim, Final Fantasy 14 + 15, The Sims 
2 months ago 
FF XIV, Phantasy Star Online 2 
2 months ago 
Firewatch 
2 months ago 
Day of Infamy, Arma 3, Mad Max, BioShock Infinite, Freeman Guerrilla Warfare 
2 months ago 
Black Desert Online, World of Warcraft, Final Fantasy XIV. 
2 months ago 
Doom (2016), dishonored 2, far cry 4,  
2 months ago 
FFXIV 
2 months ago 
Black Desert Online and Guild Wars 2 
2 months ago 
Rise of the Tomb Raider, Fallout 4, GTA V 
2 months ago 
final fantasy xiv, skyrim 
2 months ago 
Skyrim Fallout 
2 months ago 
Dishonored 2, Assassin's Creed Origins 
2 months ago 
Life is Strange, Elite: Dangerous, Skyrim, Fallout 4, Tomb Raider (Reboot) 
2 months ago 
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Final Fantasy XIV, Final Fantasy XV, Planet Coaster, GTA V 
2 months ago 
 
Question 14: Would you say that "in-game photography" and 
"screenshooting" are similar, different or related practices and for what 
reason? What do you think about these different terms?   
16 out of 19 people answered this question 
 
Dedicated camera modes and in game screenshots can be the same or radically 
different. Depending on the player / photog 
25 days ago 
Completely different. A screenshot is simply a quick snap of the game as is, with 
HUD and all, and encapsulates the game experience. In-game Photography is about 
capturing interesting compositions and telling a story with a photograph that happens 
to be through the lens of a video game rather than a camera in the real world. 
a month ago 
A screenshot is a raw, un-edited shot of the game - it *can* be in-game photography 
but is not necessarily so. The difference is in the intention and purpose of the 
practice.  
a month ago 
I think in game photography is a section of screenshoting where you try to make the 
screenshot look good. 
a month ago 
Similar. The tools may be different, but the end product is to create art by taking a 
photo, in hopes of capturing the essence of that moment. 
2 months ago 
N/A 
2 months ago 
They're pretty much the same, because you're able to angle your shots and add 
lighting and effects to enhance your shot and what not.  
2 months ago 
Different. In-game photography implies that I meant to take this photo on purpose, 
while screenshooting implies something happened and I wanted to save that moment. 
2 months ago 
I would say that "screenshooting" is generally associated with taking quick 
screenshots to share a moment in-game with friends later on. In-game photography, I 
would associate more with taking the time to tweak the game for a photo (such as 
removing the UI in some cases, turning graphical settings higher than what you would 
normally play at, etc) and taking the time and effort to compose the pictures.  
2 months ago 
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Different. Gsming photography require tools to eliminate hud and other game elemnts 
from the photo 
2 months ago 
Different, in-game photography sounds more professional. Screenshooting sounds 
like something unplanned. 
2 months ago 
As mentioned above, in one way it's similar as (for me) it's like choosing to grind, but 
i chose to go and take screenshots. 
2 months ago 
Different since in-game photography I tend to spend time getting an angle I like, try 
to capture atmosphere or emotions as well. 
2 months ago 
For me, screenshotting is taking instant shots of gameplay moments, bugs etc, 
whereas ingame photography involves an element of positioning the camera to get a 
desired angle 
2 months ago 
They are quite different. Reason being, a screenshot (or screengrab) is simply taking a 
still image of the scene as you play, but now with tools like Nvidia's Ansel, you can 
compose and edit your shot any way you like, which I would call 'in-game 
photography'. More systems like the PS4 and Nintendo Switch now let you do similar 
things in their games, and some (like Mario: Odyssey) encourage using their in-game 
tools to take pictures and submit them into competitions. 
2 months ago 
In-game photography requires much more scrutiny and preparation. You aim to take a 
more realistic photograph that you would take similarly in the real world. 
2 months ago 
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Question 15: Would you call a picture taken in an in-game environment 
a "screenshot", a "photograph" or a "virtual photograph", and why? 
19 out of 19 people answered this question 
 
Screenshot describes it best for me 
25 days ago 
I suppose a virtual photograph. A screenshot to me means, like I said above, a picture 
whose purpose is to convey a sense of the game itself, whereas a virtual photograph is 
enjoyable on its own as a piece of art. 
a month ago 
I'd call them all three, leaning more-so towards the latter two. The picture is 
unarguably a screenshot but if intended as art then the latter two apply. Same logic as 
"All thumbs are fingers" etc. 
a month ago 
Screenshot because that's the general term for it. 
a month ago 
Screenshot, just to differentiate the process. Photographs to me are of the physical 
world, which uses a distinct set of actions to capture a moment. Screenshots are more 
reflective of the action used to take an in-game photo; you're not physically there, but 
you are still experiencing the moment none the less. Never used virtual photography 
before. 
2 months ago 
either screenshot or virtual photograph depending on the complexity and the intention 
2 months ago 
Virtual Photograph. Because an actual photograph, for me, requires a physical camera 
to do. 
2 months ago 
Virtual photograph, as it's in a virtual environment. 
2 months ago 
Depending on the context of why the picture would taken, it could be either. 
Screenshots are a blanket term, but for me more associated with quick sharing of in-
game moments. Photograph and virtual photograph can be interchangeable for me, 
because while the environment might be within the confines of software, it is still a 
photograph, and could also have been taken using similar composition techniques as 
conventional photography. 
2 months ago 
I would call it a screenshot... I don't know why. It's just how things are because ..I 
don't know.. I would still call bread a bread even if theres something else in it. 



 5 

2 months ago 
Virtual photo 
2 months ago 
Virtual photograph, sounds more fitting. 
2 months ago 
Screenshot since it's a picture of your current screen in that moment. Never thought of 
it as virtual photograph. I think if you take better screenshots you could start stating 
them as virtual photos  
2 months ago 
Photograph, even if it's a vitual world you still consider the same aspects that you 
would in real life.  
2 months ago 
screenshot 
2 months ago 
well id call it a screenshot. because thats what it is. but i like to think its a photograph 
2 months ago 
I would call it a screenshot. I can't really say why, it just feels like the word that fits 
the definition best 
2 months ago 
I think I would still call them a screenshot, simply because it's not based in the real 
world, and you are still simply taking a screenshot of an image... on your screen! 
2 months ago 
Mostly screenshot since it is the more common term. But games that specifically 
focus on the "camera" aspect, like in Final Fantasy XV, I would call them photos. 
2 months ago 
 
Question 17: What are the mods and tools that you use to create your in-
game pictures? 10 out of 19 people answered this question 
 
GCam for arma. Ansel for Ghost Recon, camera mode for GTA, Arkham, Halo etc 
25 days ago 
Ansel, Cinematic Tools 
a month ago 
Nvidia ansel or a built in photo mode such as in games like mad max, batman arkham 
knight, and shadow of mordor. 
a month ago 
ReShade 
2 months ago 
sometimes flycam if the mod exists, reshade/sweetfx, photoshop for additional editing 
afterwards 
2 months ago 
Console commands, tweaking of configuration files 
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2 months ago 
Ansel, cheat engine 
2 months ago 
Ansel, Reshade, Free Camera Mods 
2 months ago 
I don't tend to use mods and tools... Maybe a touch of Photoshop, but not to any great 
extent. 
2 months ago 
Sometimes a bit of Photoshop to touch up photos 
2 months ago 
 
 
Question 20:  
Which games do you think have the best photo/camera modes and why? 
19 out of 19 people answered this question 
 
 
The best are those that allow the camera to be moved freely and with distance. Their 
should be a focal zoom option and focus blur is ideal Cameras that can target, orbit 
and track subjects are fantastic 
25 days ago 
Any game which provides you with full control over the camera's position, the depth 
of field, the focal length of the lens and exposure. Most game's photo modes provide 
all of these. 
a month ago 
Horizon: Zero Dawn, Assassin's Creed: Origins (in that order). The vast amount of 
settings available to simulate a real camera, along with additional options of pre-set 
poses that would otherwise be unavailable, as well as options to change the time of 
day etc. 
a month ago 
All the games I've played that have a photo mode are pretty equal. They all allow me 
to pause the game and go into a free cam to take pictures which is all I need in a 
photomode. 
a month ago 
This is a hard question as games regularly patent their photo mode tools. Horizon 
provided the most versatility in taking photos for me so far. 
2 months ago 
N/A 
2 months ago 
FFXIV and Phantasy Star Online 2. Lots of customization options ranging from a 
depth of view option, lighting, screen effects, picture filters, variable zoom, and the 
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option to record a specific animation and grab that into the photo mode for cool action 
poses. 
2 months ago 
GTA V 
2 months ago 
I have limited experience in games that have their own camera modes. Based on this 
limited exposure though, I would pick Mad Max. Mad Max's camera mode can be 
accessed at any time in-game, and freezes the entire game in a 3D space, not just a 2D 
photograph. It also allows you to implement filters, some basic color tweaking, and 
the most important one of all, being able to move your camera in a 3D space around 
the immediate scene to recompose your photograph. 
2 months ago 
Black Desert Online because it offers alot of camera angles, filters, positions.. And 
XIV for being able to make characters super pose-able. 
2 months ago 
Dunno 
2 months ago 
FFXIV, variety of filters and changing atmosphere. 
2 months ago 
Black desert Online. You can turn/tilt the camera, you have filters, you can chose 
depth of field - you can even do slow-mo movement while in screenshot mode. 
2 months ago 
Mass Effect Andromeda and Hellblade 
2 months ago 
final fantasy xiv 
2 months ago 
I like skyrim because its not limited by the "photo mode" but rather has limitless 
options and control through console commands 
2 months ago 
I've only played 2 that do, namely Assassin's Creed Origins and The Crew, but I feel 
their photo modes are good because they have numerous options for manipulation 
such as zooming and tilting the view, as well as applying filters. The Crew 
specifically also allows the player to change the time of day in the shot, and I think 
weather as well 
2 months ago 
Games like The Witcher 3 because of Ansel, and The Last of Us on PS4 and Mario: 
Odyssey on Nintendo Switch, simply because you can pose and frame your images so 
easily. 
2 months ago 
Final Fantasy XIV has a fantastic screenshot tool built in, being an MMO, there are 
many different themed areas, so it is fantastic for photo taking. 
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2 months ago 
 
 
 
 
Question 22: 
What elements of your pictures do you post-process and edit and how? 
6 out of 19 people answered this question 
 
Vibrance, Cropping, highlights 
2 months ago 
depends on the initial screenshot. from colour correction to complete modification of 
some elements. 
2 months ago 
While I do not do post-processing often, when I do I usually edit contrast and 
saturation using very basic tools.  
2 months ago 
Mostly filters trough photo editing apps. 
2 months ago 
Maybe adding something like solar flare, or sharpening. Nothing much, and I hardly 
ever do. 
2 months ago 
Fix contrast and brightness, sometimes the levels. 
2 months ago 
 
Question 25: Feel free to comment further! (Following Question 24) 
14 out of 19 people answered this question 
 
Video games offer great subject matter, conflict, science fiction, beauty, history, cool 
pop culture characters. The high fidelity graphics, models, texture, lighting are all 
present as you play. The games can be further explored with game cameras that allow 
alternate views of the subjects and environments Most camera modes let you stop 
time and choose a camera shot. This can be done experimentally but also using 
traditional composing techniques that a photographer would apply. With games 
looking better and better, every game should have a camera mode. I believe the next 
noticeable graphics milestone for games will come from improvements in lighting and 
dhadow. 
25 days ago 
The only factor into whether or not I take photos in a game is how easily I can hide 
the HUD to get nice shots. 
a month ago 
:) 



 9 

a month ago 
If a game has an artstyle I really like it doesn't matter as much if it has photo realistic 
graphics or not. An example of game like this would be The Witness. 
a month ago 
N/A 
2 months ago 
I'm more of a casual in-game screenshotter but I do hope that my humble opinions 
help you out in your progress for greatness. Cheers from the Philippines my dude. 
2 months ago 
The art style, aesthetic variation, generally the different ways artists choose to 
represent what's in the game are usually what appeal to me when taking photographs. 
Having that variation and the means to share it, recompose it, reframe it, are what 
appeals to me when I go on in-game photography sessions. 
2 months ago 
. 
2 months ago 
Good luck! 
2 months ago 
no comment :) 
2 months ago 
I am more interested in Photography since I started taking in-game photos. 
2 months ago 
Games such as Dishonored 2 and Assassin's Creed Origins drive me to take 
screenshots of them because I am enamored with, in Dishonored 2, the design of the 
city of Karnaca and in Assassin's Creed Origins, the rendition of the desert. 
2 months ago 
The art style and/or locations have to interest me, otherwise I tend to just enjoy the 
game and not bother taking any screengrabs. 
2 months ago 
I enjoy taking pictures of realistic features within video games, the little hidden 
details that many don't notice and/or appreciate. 
2 months ago 
 
Question 27: Feel free to comment further! (Following Question 26) 
4 out of 19 people answered this question 
 
I'd say I'm more likely to take screenshots a game with photo realistic graphics. 
a month ago 
. 
2 months ago 
no comment 
2 months ago 
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Taking Assassin's Creed Origins as an example, the visuals that inspire me to 
screenshot the game include, for example, the haze of dust in the air when deep in the 
desert, and the mirage effect on objects in the distance during the day 
2 months ago 
 
Question 28: What do you think about the implementation of camera 
modes in video games? Should game developers continue to develop and 
include photo modes in video games?  
8 out of 19 people answered this question 
 
Yes 
25 days ago 
I love it when games include a photo mode and hope more do in the future. 
a month ago 
Yes 
2 months ago 
Yes please 
2 months ago 
Yes 
2 months ago 
yes 
2 months ago 
yes 
2 months ago 
I feel strongly that camera modes need to be implemented into more games because 
they can be used to produce beautiful images, especially in the modern age of game 
graphics 
2 months ago 
 
Question 29: What do think about presenting your work online or 
physically? What is your preferred way of sharing your pictures with 
others? 8 out of 19 people answered this question 
 
Reddit 
25 days ago 
I post screenshots on reddit and flickr. 
a month ago 
Through image hosting sites. 
2 months ago 
Instagram (@tr3chew) 
2 months ago 
Instagram 
2 months ago 
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Twitter! 
2 months ago 
Reddit, imgur, flickr 
2 months ago 
So far I have mostly shared my screenshots anonymously online, but I do 
occasionally show them to people physically. 
2 months ago 
 
Question 30: How about the art world and the photographic industry - 
Do you think that in-game photographs and screenshots should exhibited 
in museums and galleries? Or do they belong somewhere else?  
8 out of 19 people answered this question 
 
In a museum is possible but they would have to have a hook. I believe their is room in 
the medium for artists to be groundbreaking, perhaps with typography  
25 days ago 
I think if screenshots were going to go in a gallery if would have to be one exclusively 
for showing off video game art. 
a month ago 
A gallery created for in-game photography. 
2 months ago 
Would be nice in a museum 
2 months ago 
Magazines maybe 
2 months ago 
hmm, no. Maybe online gallery?  
2 months ago 
somewhere else, but itd be cool if thy could be at galleries 
2 months ago 
They can certainly be exhibited, but I feel that in such cases credit should also be 
given to the developers of the games because they are the people who have spend 
years on producing the visuals shown 
2 months ago 
 
Question 31: What do you think about screenshots and in-game 
photography as an artistic or photographic genre? Could it be considered 
as such and do you think that in-game photography is part of a 
contemporary artistic or photographic culture?  
8 out of 19 people answered this question 
 
Yes 
25 days ago 
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I think so because you definitely need to talent to get a really good looking 
screenshot. 
a month ago 
It can be a genre, and I feel that it is part of an artistic culture, seeing as it is an 
expression of self albeit in a different medium. 
2 months ago 
Yes 
2 months ago 
Yes 
2 months ago 
If the game actually has tools to take a unique picture, then yes. But most games it's 
just a showcase of a character or a scene which anyone can see. With depth of field 
blur and filters you make it more personal and unique  
2 months ago 
i feel as if its not considered art, but should be 
2 months ago 
I am unsure of this 
2 months ago 
 
Question 32: How and why did you get into in-game 
photography/screenshooting? 8 out of 19 people answered this question 
 
Attractive subject matter and the means to examine it and take pictures 
25 days ago 
I wanted to take some pictures of cool looking landscapes in open world games. 
a month ago 
I saw something beautiful, and I took a picture. 
2 months ago 
. 
2 months ago 
Chance 
2 months ago 
Black Desert just has the option to do so, usually i'd just screenshots going from A-B 
if i saw something nice. i did not really take time to do so 
2 months ago 
saw other peoples work and thought id try it 
2 months ago 
I instinctively take photos of scenes that I find beautiful in real life, and thus I 
naturally started doing the same in games 
2 months ago 
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Question 33: Would you say that in-game photography/screenshooting 
has affected your photographic skills or artistic activity?  
8 out of 19 people answered this question 
 
Yes 
25 days ago 
Probably not. 
a month ago 
No 
2 months ago 
No 
2 months ago 
Yes 
2 months ago 
no 
2 months ago 
yes 
2 months ago 
I don't think so 
2 months ago 
 
Question 34: What about the relationship between photography and 
video games? Has in-game photography/screenshooting affected your 
perception of any relationships between photography and video games? 
8 out of 19 people answered this question 
 
Yed 
25 days ago 
I've seen how good games can look with well taken screenshots. 
a month ago 
Yes, video games with aesthetics that appeal to me allowed for me to take more in-
game pictures. 
2 months ago 
No 
2 months ago 
Yes, more appreciated  
2 months ago 
no 
2 months ago 
yes 
2 months ago 
I don't think so 
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2 months ago 
 
Question 35: How do you think that in-game photography or 
screenshooting has developed or changed over the past twenty years? 
8 out of 19 people answered this question 
 
Halo 3 camera was groundbreaking for me. Arma camera is amazing. The major 
advancement is composing the shot..as opposed to a straight in game screenshot 
25 days ago 
It's gotten more popular with the introduction of photo modes and other tools. 
a month ago 
The camera modes have become more advanced 
2 months ago 
Too young artistic movement atm  
2 months ago 
Idk 
2 months ago 
dont know, black desert is the only game i know of which introduces options for your 
screens 
2 months ago 
idk 
2 months ago 
I am unsure about this 
2 months ago 
 
 
Question 36: Do you think in-game photography is part of photography's 
past, present and future? 6 out of 19 people answered this question 
 
Future, including videography 
25 days ago 
Not so much the past but the present and future. 
a month ago 
Present and future 
2 months ago 
hm, no 
2 months ago 
yes 
2 months ago 
Yes 
2 months ago 
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Question 44i: Consenting Signature: Name (Reddit Username)  
8 out of 19 people answered this question 
 
osolo71 
25 days ago 
Kawflynn 
a month ago 
pugnicorn 
2 months ago 
Trechew 
2 months ago 
Snow 
2 months ago 
Denive 
2 months ago 
fullskee707 
2 months ago 
Darxicus 
2 months ago 
 
Question 44i: Date 
8 out of 19 people answered this question 
 
7/20/2018 
25 days ago 
July 1 2018 
a month ago 
28/6/2018 
2 months ago 
26 june 
2 months ago 
27 June 2018 
2 months ago 
27.June.2018 
2 months ago 
6/27/2018 
2 months ago 
2018-06-27 
2 months ago 
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