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Abstract

This thesis investigates the function of narrative in videogames, challenging
views that games do ribtand should nét have anything to do with narrative. It tests
videogames against literary narrative theories and examines ways in which videogames
have evtved beyond other narratives and narrative theories.

The narrative vs. ludology debate among videogame scholars has, at its core,
the question of whether narrative is possible in videogames. Ludologists, who prioritize
videogames agames argue that arrative is incompatible with play, both interrupting
and interfering with it. My research suggests that videogames often render narrative
and play symbiotic, even inseparable, as the act of playing reveals and produces
videogame narrative. Other objexts to videogame narrative include the argument
that videogame narrative is less sophisticated than narrative forms in other media. My
thesis demonstrates that some videogames contain narrative every bit as complex as
those in literature and film, holdingp to rigorous testing by complex narratological
theories. It further shows that changes in videogame technology and design have
brought about evolutions in narrative that are the result of playing rather than being at
odds with it.

As narrative has @lved in videogames beyond its manifestations in older
media, narrative theories developed to account for older npediee to beinadequate
to explicate videogame narratives. The introduction and first chapter of the thesis
delineate these issues, thesri and debates. The remaining chapters probe how
videogame narrative unfolds in specific aresisch as identityand identification, the
navigation of narrative space, narrative agency and authority, consumer ethics, and
concepts of death and gen Finally, the thesis considethe endings of videogames
andhow death is presented and represented in this medMiynconclusionsummarises
my own work and suggests possibilities for future studies of videogame narratives.
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Video game n. a game played by electronically
manipulating images displayed on a television

screen.

Narrative, n. An account of a series of events,
facts, etc., given in order and with the
establishing of connections between them; a

narration, a story, an account.

(OED Online 2011)
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Introduction

The old and new game components, their dynamic

combination and distribution, the registers, the necessary
manipulation of temporal, causal, spatial and functional

relations and properties not to mention the rules and the goals
and the lack of audience should suffice to set games and the
gaming situation apart from narrative and drama, and to
annihilate for good the discussion of games as stories,
narratives or cinema.

0 EskelinenGamestudies

Explicit in-game narrative caat best only play a superficial
role, e.g., as a largely linear layer on top pure gameplay.

0 Mateas & SternBuild It to Understand It

As the epigraphs highlight, the presence of narrative in videogames has been
contentious. It has been variously azhiridiculed, and treated as a superficial element
of the medium in the brief time since ludology was conceived by Game Studies scholars
in the late twentieth century. Just as narratology was born of a desire to understand
narrative through the analysand exploration of its various structural components,

ludology is an endeavour, by Game Studies scholars, to understand its gaming
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components. The word ludology itself was initially defined by Gonzalo Frasca to refer
totheyetnore x i st ent aOtdi stcugil ¢ 1 eg ame(Frascadl999)l ay a
In the early years of Games Studies, some scholars saw that their primary task to wrest
videogames from narrative Media Studies and did this by stressing differences between
games and narratives, althbtug s o me conceded t hat t hey

s i mi | dFrasch 1989%and although this position has mellowed somewhat, some
Game Studies scholars are still resistant to the presence of narrative in videogames, just
as some literary and narrativehslars are.

The primary goal of this thesis is not only to join other challenges being made to
attacks on narrative in videogames, but also to show that studying narrative in
videogames is essential to understanding tlasnmgamesas well as representatiain
forms. This allows me to argue that studying narrative in videogames is essential to
understanding how narrative is metamorphosing through gaming.

| bring to this study more than thirty years of playing videogames. My
involvement with the medium as gamer predates my academic interest in videogame
narrative; | have been involved with them from their infancy as text based games,
growing up alongside them. | have witnessed -fiestd the change from stories in
videogames being used to justify ludtcustures with little or no regard for narrative, to
designers creating games that rely wholly on narrative for their construction,
justification, and ludic success. My-ewolution as a gamer, therefore, brings added
dimensions to my scholarship, whick based in practieked research as well as
academic study.

Scholarship is only just beginning to address the narrative dimensions of
videogames, though resistance has been strenuous. In the late 1990s, critics such as

Jesper Juul, Espen Aarseth, and €a@aSonzala began to define and study videogames
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as forms of play, positioning them as a $igtd of Game Studies and focusing on the
study of 0 game dFnadca 1099%iny elecranic igames and a0 a
continuation of traditional games and gaming. The emphasis in Game Studies is on
rules of play rather than narrative structures, and whilst ludology has flourished in this
field, videogame narratives have not been treateld tvé same interest or enthusiasm as
narratives are in other media. However, as more and more games are created
specifically to foreground narrative, suchAlan Wake(Remedy Entertainment 2010)

The Last of UgNaughty Dog 2013)andBeyond: Two Souluantic Dream 2013n

general agreement that narratigeimportant has been gradually emerging. Even so,
some academics and journalists stil!]l mai n
no matter whkely20d®B oMoleaver, svhilg ideogamesre now being
studied in Game Studies, Narrative Studies, and Media Studies, the scholarship of their
narrative remains embryonic compared to narrative scholarship of media in other
disciplines, due to its relative newness and the need for améeg@ methodology; this
thesis aims to redress some of that neglect.

Prior scholarship on videogames has been viewed chiefly from psychological,
sociological, or Game Studies perspectives rather than humanities or narrative ones. For
example, ChristopheEngelhardte t  psycldokgical study contends that exposure to
violence in videogames causes desensitization to violence in the real world, which
increases aggression in individuglBngelhardt, et al. 2011) Karen Dill, having
conducted psychologicakperiments to measure the aggression resulting from playing
vi ol ent vi deogames, j ud g-evamant altimdes including o g a me
attitudes supporting violence against women [including the acceptance of] rape myths
(such as the ideas that womenjoy sexual force, that men should dominate women

sexually and that women who say oMo ar e
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2007, 4) Since these and other scholars such as Marcus Schi@@ke) David
Waddington(2007) Henry Jenkins (who @3 not believe that there is a correlation
between violence and playing videogam&g08) the BBC(BBC 2015) and even the
US Supreme Cour{Ferguson 2013have attended extensively to the relationship
between playing videogames and violent behaviodhénreal world, and because their
research questions lie beyond my own interests and disciplinary expertise, this thesis
will not be replicating or heavily engaging with social sciences, psychological, and
sociological studies. However, it will be addiegsthe politics of videogames in
relationship to narrative and ludology, since a central argument of this thesis is that
ludology and narratology are inseparable and that it is ludology as well as technology,
with their shared emphases on immersion andraativity, which have enabled the
evolution of narrative perspectives in Vi
do not necessarily mean progress or improvement. Instead, | mean that videogames
engage all of the narrative structures anthnéques used by older narrative media such
as fiction, film, and television and that their ludic structures, and the technologies that
enable them, create narrative modes not available to older media. It is in this sense that
videogames have evolved begomprior media, not necessarily in their ideological
narrative sense; a quantative rather than qualitative development.

| am, of course, not the first scholar to consider the importance of narrative in
videogames. Scholars such as Barry Atkins, Jim Bidz@pcTom Calvert, Tanya
Krzywinskg Michael Nitsche, Maridaure Ryan, Gordon Calleja, and Huaxin Wel
consider narrative to be present in, and an important facet of, videogame analysis.
Indeed, Calleja considers the role of narrative and narrative theory in relation to
videogames throughidiwork, as does Krzywinska in her collaborative work with Geoff

King Tomb Raiders and Space Invaders: Videogame Forms and Cofkexts &
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Krzywinskg 2005) and more recently iRing Bearers: The Lord of the Rings Online as
Intertextual Narrative(Krzywinska, Parsler& MacCallumStewart, 2012) However,
most of the analysis of videogames as narrative artefacts is centred on specific aspects of
narrative and gameplay, such as the relationship between time, space, and narrative (for
example Video Game Sires: Image, Play, and Structure in 3D Wor{tstsche 2005)
Time and Space in Digital StorytellinbWVei, Bizzocchi and Calvert 2010and
Embedded Narrative in Game Desigilei 2010) and on narrative in videogame design
rather than on a narratological consideration of the content of videogames.

| would like to begin by introducing what | mean when referring to a narrative
based videogame, whi ch wi | Issiob ef dedinitipna.n d e d
Titles such afHeavy Rain(Quantic Dream 2010and Alan Waked i f f er fr om &
games 6 as d@EDand&sdperduu}, which are primarily competitive and
rule based. In contrast to rdb@ased gamesjeavy Rains designedtb e dan emot i o
experience, an emot i on ddendal a0ad)whieylanbMalseee d o0 n
i's marketed as a Opsychol ogical (Remedy | | er 6
Entertainment 2012) Whilst containing ludic components that argegral to the
delivery of the narrative, these games do not foreground the process of play as the sole,
or even the most, important aspect of their maen the ways that traditional games

do. Instead, they focus more on the narrative and the kindmofional experiences

associated with narrative i n the wverbal
interaction with and participation in story. As Deborah Mell ampl
spectator 6s gaze becomes |l ess p adigei v e a ¢

participant in the spectactnd narrativé of a YMelthraphy2818e(original

emphasis)) Chapter 4 will have more to say on gamer identification.
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My research aims in this thesis are tfetd. Firstly, | look at videogames
through a narratological lens, considering them as specifically narrative artefacts rather
than as games. This analysis will show that narrative, even traditionally viewed, is
present in videogames. Secondly, | engage theories in which narrative is a primarily
ideological affair, as in identity politics, to examine how videogames function
narratively in that sense, although narrative structures and narrative ideologies, of
course overlap. My thesis argues that the merging of ludology and narrative results in
ludonarrative,in which ludology is an integral method of narrative delivery. The chief
aim of this thesis is to redress the imbalance and opposition between ludic and
narmtological approaches to videogames, arguing that videogaotesnly involve
narratives, but also that they are influencing and driving the evolution of narrative.
Exploring the extent to which narrative is present in videogames and how it functions in
them, my thesis asks how videogames conform, or do not conform, to existing narrative
theories that have been developed to address other media, and to consider what new
theories of narrative are required to account for them. One of my central arguments
throughout this work is that, although the technologies of videogames have produced
tremendous evolution and progress in the variety of narratological structures they
engage, their narrative ideologies and politics have remained atavistic and regressive,
with few exceptions. Considering videogames ranging from early exangpasewar!
(1961)andPong(1972) to the latest releases, suchlTamb Raider(Crystal Dynamics
2013) The Walking Dead(Telltale Games 2012)the As s as s i nfoaschis€r e e d
(Ubisoft Games2007 - 2013) Alan Wake and Heavy Rain the thesis assesses the
usefulness of examining videogames both through narraidldgyeloped by scholars
such as Mieke Bal, Vladimir Propp, and Gérard Gedetted narrative theories and

approaches that are morencerned with ideological content than formal structures,
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established by scholars such as Seymour Chatman, James Phelan, and Wayne C Booth.
Narrative is not simply a structural and formal matter; it is, as Roland BdBhethes
1993)and many others hawergued a cultural, ideological, and political affair. Using
various narrative theories allows this study to investigate videogame narrative from a
variety of viewpoints, establishing its diversity and richness, and supporting my
hypothesis that, since deogames are relatively new forms of narrative and are
illuminated by existing narrative theories, they require new theories and discourses to
account for their narrative innovations.

While many critics have dismissed narratology as outmoded, there aee thr
reasons why it is essential to this study and to my arguments. First, narratology, in spite
of its perceived dismissal in Games Studies and its rejection by newer humanities
theories, is a useful tool and indispensable starting point for my argunisois a
narrative in videogames. Indeed, this thesis contends that it is because narratology has
not been applied to videogames in sufficient depth that scholars have discredited and
dismissed the presence of narrative in videogam®scondly, narratologgeeds to be
applied to videogames in order to understand how their narratives have evolved beyond
traditional narratological models and narrative forms in other media. Thirdly, after
exploring the pertinent aspects and limitations of narrative theoneadeogames, |
suggest ways in which these models némuhselveso expand and adapt to explicate
videogames more fully; the ongoing evolution of narrative in videogames calls for a
similar evolution of narratological theory.

Not all evolutions in videogame narrative are innovative or progressive;
ideologically and politically, videogame narratives are often conservative, even

regressive. Because they can cost as much as a blockbuster film to create, and need

! There have been narratological studies of specific aspects of narrative in specific videogames, such as
Time and Space in Digl Game StorytellingWei, Bizzocchi and Calvert 2018hd the work of Michael
Nitsche but more work is needed.
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extensive finanail backing, this results in a majority of mainstream games conforming

to financially successful predecessors that have proven to be economically viable. The
most successful games are generally seen as the most violent and sexist; the production
of sequelsand establishment of franchises relating to these games therefore reinscribes
these narrative ideologies, although my study also addresses independent games, such
as Flower (thatgamecompany 20Q9yhose political messages are more progressive.

My thesis juxtaposes the technological innovations of videogames to the cultural
conservatism and stereotypes of their ideological narratives and, in its conclusion,
ponders whether advances in technology and narratology have, paradoxically,
contributed to ideologal narrative regression, or whether such regression is simply the
result of economics.

Methodology, Materials, Limitations.

In selecting videogames for analysis in this thesis, | have chosen to focus primarily on
otriple AOG rat ed have dlargegoadget sigh legets mfepromoatidm,a t
command the highest retail prices, and have a wide, global circulation. These games
reflect the status of narrative in the highd mainstream market, which has the largest
number of players. | have also inded some smaller games that have a specifically
narrative focus in order to widen my arguments beyond the mainstream. Even with
these parameters, | have had to be selective as to which videogames feature as case
studiesi with more than 140 releasesd013 alongReilly 2013)and several thousand

ot hers prior to that (even without the i nc
cover them all. Within mainstream, higind videogames, | omit most shooting games,
such as th€all of Duty, Halo, and Medal of Honourfranchises; these games, although

containing narrative, focus more on the ludic elements and pay only secondary attention
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to their narratives, al t hou @pgec Qpb: dledinear e t
(Yager 2012)positions itself against, as | will argue in chapter 6. | also exclude
simulation games, such as those involving sports and racing activities, as these are
generally virtual representations of a real world activity and their engagement in
narrative is linited.

My experience as a gamer is also central to determining which games | analyse;
| have used my own playing experiences to assist in the selection of games that offer
scope for different kinds of narrative analysis. Firstly, desktop research hasdsek
to compile a list of potential case studies, using reviews and personal experience to aid
my sear ch. The resultant ' ist was then |
headings iNarrative Discourse: An Essay in Meth@@enette 1980)o helpme select
the games that | believe would be the best case studies for narratological analysis. In
addition to selecting games that might best enable their narratological analysis, |
selected games that would enable scrutiny of how narrative ideologtiohmadn
videogames. Once | had outlined the structure of the thesis, the case studies were
revisited and reconsidered for their relevance in each chapter. This has been an
ongoing, evolving process, with new games being added to the thesis, and ekler on
being deemed less relevant and discarded as the thesis has progressed. Each of the
videogames | use as case studies have been subject to a primary playing experience; that
is, I have played them all, at least once. This gives me the ability to disooweyself
the juxtaposition of ludology and narratology, and to investigate how immersion within
a videogame works through play, rather than through observation. Whilst observing
play and conducting qualitative and quantative research is useful mdagbiplines, for
this study, personal and primary interaction with the texts are more relevant. A primary

playing experience allows me to consider the role of ludic identification and how this
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influences, challenges, and disrupts prior narrative idedogFurthermore, whilst this
study of videogame criticism and theory sets narratology in dialogue with narrative
ideology, the primary playing experience allows me to test theory with practice rather
than imposing theory upon practice.

The scope of thishesis is limited to the study of narrative in videogames. It
cannot and does not attempt to address ev.
I am not myself a narratologist but rather a critic seeking to understand how far
Genett ebs bt hppliedto @deogamasy as well as their limitations. In the
same way, the thesis cannot cover every aspect of narrative ideology, but can only
select and probe a few aspects of this enormous field. The thesis also sets formal and
ideological narrativeheories in dialogue, with an aim to integrate both, and to inform
narrative in videogames more broadly and generally.

This thesis focuses on the secdedel narratives created by computer
programming rather than the language of computer programminf itdech lies
beyond my expertise and training. This is not to say, however, that programming is
superfluous to the construction of narrative in videogames; as my thesis repeatedly
demonstrates, the game design team is responsible for authoring a garaaddhat
includes its programming, which deter mi nes
and the ways in which users can engage them. As the chapters expand in more detail,
contemporary Triple A videogames shave de
technology, game design, and player expectations change. This thesis will demonstrate
that videogames can be more narrative than ludic. As my thesis argues and Grant
Tavinor explains, Opl aying videogames, it

pl ayi ng(20899, 8&p me 0
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My research extends from scholarship to blogs, as well as using videogames for
my primary research materials. Whilst not usually used within academic studies,
resources such as blogs allow me to consider how other players ded react to the
games | use within this study. The expertise that other players bring to games and their
own primary playing experiences also offers new avenues to explore, just as
collaboration does in other disciplines. As the critical commerdmideogames in
literary academia is limited, these sources are important to my understanding of the
player involvement and narrative experience of videogames.

If a dependence on technology has worked to differentiate videogames from
other games, it haalso worked to make them more accessible and diverse, and to
evolve their narratives beyond their forms in other media. Technological advances
allow videogames to encompass a variety of media, including written text, film and
video footage, music and othaudio recordings, carrying them from games and Game
Studies into other academic fields, including Narrative Studies and Media Studies.
Their multimedial modes of delivery also mean that they can be played by many people,
not | usdadr et ag ampaterprogpammets, as was the case only 30 years
ago. Technological development has also expanded videogame consumption by making
them available on a variety of platforms; they can be displayed on a dedicated screen
attached to a handheld console, saslthe Nintendo Gameboy, DS, or Playstation Vita,
on television or computer screens, or on mobile phones and other handheld electronics,
such as the i Phone and i Pad and other o6sm
essential everyday technology the TwentyFirst Century. Technology has thus
increased access to videogames; where players once had to go to dedicated arcade halls
or find a specialist shop, they can now u

download videogames and pldyem almost anywhere. This means that videogames
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are increasingly becoming more casual, accessible, and portable; many people have
smart phone$ personal computersand games consofewithin easy reach on a daily
basis. It is as easy in the Tweitkyst century to pick up and play a videogame as it
was to read a book in the nineteenth, or to watch a film or television in the Twentieth.
Therefore, the ramifications of new videogame technologies for narrative are as far
reaching as the introduction die printing press in 1440, film in 1895, television in
1925, or the World Wide Web in 1989.

More fundamentally, this thesis will show that videogames themselves integrate
ludology and narratology rather than oppose them; each feeds into and shapes the
others. Tavinor claims that there are two ways that game designers are attempting to
6reconcile the gaming and narrative aspec
the differences between narrative and gameplay and those who use gameplay to furnish
strongly interactive narrative¢Tavinor 2009, 120) Both of these methods are
attempting to integrate narrative into videogames, rather than to treat either narrative or
play as mutually exclusive to the creation of a successful videogame. Therefore, th
levels of sophistication that these methods are engendering facilitate a literary, rather
than ludic, analysis of the field.

Both ludic and narrative aspects of videogames continue to change rapidly:
playerauthored videogame narratives, although redhivrare, involve a method of
narration that Murray considered impossible only fifteen years ago, when she stated that
ounl ess the imaginary world [of videogame
empty avatars, al |l o f rmanbes will have beeracalledint® s p o

being by the dMuiray 197 15R)nTgdayaplayehsare @ble to play

2Apple sold 39.2 million iPhones in the Q4 of 2014 in the US, with a 38% market share of Smartphones
in that quarter(Lowensohn 2014)

® There were 306 million new PCs sold in 2k 2015)

*There were nearly 45 million consoles sold worldwide branded by Sony, Microsoft and Nintendo in
2014 (Statista 2015)
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games in which they can author their own narratives, and interactivity has become
increasingly popular and prevalent as simulation gaseh asThe SimgElectronic

Arts 2001)havebecome one of Electronic Arts besglling game franchises evefhe
chapters that follow make clear that changing definitions and technologies of
videogames and their engagement with other media mean tiestgaime scholarship
benefits from being flexible and open to new developments, as and when they become
apparent in this relatively novel field of study, rather than seeking to constrain the
medium to universal principles, rules, or structures.

Chapter Summaries

Depending on the theoretical interests of the individual, some chapters will appeal more
than others. Narratologists will find the first part of the thesis to be of use, whilst
scholars who are interested in narrative ideology will gravitates irmavards the second

half of the thesis, where this is the dominant theme. Chapter One revisits earlier
narratological and ludological approaches to videogame scholarship, situating this thesis
within prior discourse to demonstrate the veracity of thesithas part of Narrative
Studies. Chapter Two considers the videogame as a specifically narratological: artefact
usi ng Ger aNadrative ®isoeurse:eAd Essay in Methad a template, the
chapter analyses the videogame franclise s a s s i n qUbisof Gamnesl200F

2011) to ascertain whether the game can withstand a specifically narratological redding
doing so, the chapter shows the strengths and weaknesses of using narratology to
establish the presence of narrative in a videogame. &@haéptee explores the role of
narrative space in videogames, and how interactions with a landscape, setting, and even

building can bring about narrative understanding and cohesion. Chapter Four rounds

®The Simshe first game in the franchise, has sold more than 100 millionesopioridwide at a retail
cost of over $2.5 billioTerdiman 2009)
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off the specifically narratological section of thedise using narrative theory to examine
identification, probing focalisation and perspective in vidleogames as a narrative device,
establishing a further perspective viewpoint that is dominant in videogames: the
decentred perspective. The second sectiothefthesis begins with Chapter Five,
changing the focus from narratology to narrative ideology, and returning to
identification as a representation of complex ideas, histories, worlds, and value systems
that invite the player to engage with systems thatain belief structures that the player
may not share. Chapter six looks more widely at the ideological structure of a society,
and how players own judgements in a fictional world can be formed through interacting
with videogames that espouse differergalbgical processes, conducting an in depth
reading ofBioshock(2K Games 2007) an adaptati on ofAtladyn Ral
Shrugged (Rand, Atlas Shrugged 2007) Chapter seven continues this theme,
considering choice and ethical actions societally, igefioing on to consider how these
actions affect the individual personally. Chapter eight finishes the thesis with a study of
videogames and endings: narrative, ludic, and cultural. As a whole, this thesis is
designed to establish and interrogate thecephof the videogame as a narrative carrier,

in a specifically narrative capacity, reflecting the growing prominence of the range of

narratives that are found in videogames in the Tweéinist Century.



Part One:
Narratology and
Formal Narrative

Structures
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Chapter 1: Definitions and Debates

The opening chapter of this thesis is concerned with defining the key terms that will be
used throughout its entirety, as well as revisiting earlier debates over narratological and
ludological approaches teideogames in light of recent developments in videogame
technology, design, narrative, and genre. This will establish the veracity of the thesis as
part of Narrative Studies, as opposed to Game Studies (although | would like to stress
that it does not rect Game Studies as a valid model of analysis). | begin with

definitions of the primary terminology that will be used in the thesis.

Definitions and Terminology

One of the first tasks for the scholar considering narrative in videogames is to define
exadly what is meant by key terms, such as narrative and videogame, and even basic
terms such as text. As this is primarily a narrative based thesis, | begin with narratology.
Defined as Othe ensemble of theoracless of
event s; cul tur al a (Bal 0% 8)tnarratdlogyais part eflthe a s
structuralist movement in the humanities, becoming a distinct subdiscipline in the late
1960s after Tzvetan Todo Gamniase du Décamérant i o n
found wide i nt e (KmdandMuler 2003 wix &he disciplioeewas
initially Oheavily i nfluenced by Russi a
| i nguibid)t, i oksedcthnaréative theory [in the form of stdrs such as] Barthes,
Kristeva, T o d obidpleading nhd field,tahdeculsibating in the more

accessible work of scholars such as Gérard Genette and Mieke BBdlconsiders
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narratology to be O0the ensengtexts, imafjes,t heor
spectacl es, event s; c u l(Ball2008§, I3)and astpartf ohlet s t h
introduction to Travelling Concepts in the Humanities: A Rough Guidses the
mul tiple interpretations of fusioh that diferenh 0 s u kb
understandings of a term can bring, thereby highlighting the importance of establishing
what is meant by a tergBal 2002, 5) Often the words narrative and story are used
interchangeably, one standing in for the other; for the tiagracholar, however, this is
not the case. In her widely cited teMarratology: An Introduction to the Theory of
Narrative, B a | di fferentiates narrative from stoc
t hat (Bale®00,&b)and therefore a compent of narrative, rather than as the
narrative itself. However, the term is applied variously in different media fidhdf§im
studies, for example, the definition of narrative can beemtlompassing and broad;
David Bordwell and Kristin Thompson defie narr ati ve as O6a cha
causéef fect relationship occurring in time
narrative is what (BadwelanddHompson200& fAdhebelpy st or
ignoring the differences between the tteoms. Roland Barthes supports a multimedia
understanding of narrative more suited t
narratives, considering that it i's oOofirst
themselves distributed amongst differentb sut a nBaghesd 1993, 251)which
includes

myth, legend, fable, tale, novella, epic, history, tragedy, drama,

comedy, mime, painting, stainggass windows, cinema, comics, news

item, conversation. ilfid)
While most of these are recognisable as textshe oral precursors to texts, Barthes

includes nortraditional structures as narrative carriers in his list. Stagtess
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windows, for example, whilst recognised as carrying a story, are not typically thought of
as narratives. French theorist Genedigthor of the influentiaNarrative Discourse: An
Essay in Methohgr ees with this broad definition,

representation of a real 0Qenetteil@76, il)vhiclo us e v

Bal f ur t hertexeix phictaanragent arsubjéch conveys to an addressee a
story in a particular mediumd (Bal 2009, ¢
be a Il inguistic textad, t o be Hmguistiasign v e , a

system[s gch as], the visual imag@Bal 2009, 4) This is elucidated inTravelling
Conceptsvher e she argues that O6éthere are, for
i mages or f (Bal22, 263 fASkatgoés on to explail
ental various assumptions, including the idea that images have, or produce, meaning,
and that they promot e s u(Bhl 2092 a6) A narratie | act
text, then, does not have to be language or word based, but this term can be used to
describe images, filndsand videogames.

Debate over the use of literary terminology is found in Games Studies as well as in
narrative studies. An ongoing notion that narrative is literary contributes to Game
Studies scholars seeking to excise it from fieéd as a literary encroachment upon
gaming territory; Markku Eskelinen has, in the past, been an outspokemagative
schol ar , considering that 60st owrappisgstar e j u
games, and laying any emphasis on studyirese kinds of marketing tools is just a
waste of ti (&kskeliaen 2001¢ At ¢he gthedend of the spectrum, Grant
Tavinor gives a generic definition of na
chosen for their contribution to an unfolchg pl ot 6 ( Tavinor 200 ¢
agreement with Bal and Genette, but such a general definition is considered to be

unhelpful by other Game Studies scholars. Jesper JudbihReal: Video Games
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Between Real Rules and Fictional Worlds ght |y points out that
such a wide range of contradictory meanings and associations for different people and in
di fferent theories that it is practically
2005, 156), going on toffer six definitions of the term to highlight his theory that
narrative has become a term used to descr
productiond and that, since t hibid, thérdisaur s bc
need to define # term and other related terms more precisely so as to prevent
confusion. Juul, however, does not bring a unified redefinition of narrative to the
debate, but instead uses the definition he feels fits best for a particular example, and
further considerdtat scholars who criticize narrative in games use the following as their
definition:

1 Narrative as the presentation of a number of events. This is the original and

literal meaning of the word: stasfling

2 Narrative as a fixed and predetermined sequeneganfts.

3 Narrative as a specific type of sequence of evelith#d) (
He juxtaposes these definitions with those he considers advocates of narrative in
videogames to use, as follows:

4 Narrative as a specific type of thetnbumans or anthropomorphic entities

5 Narrative as any kind of setting or fictional world

6 Narrative as the way we make sense of the wditud)
Whilst all of these definitions come from other sources than Juul (see Juul, 2005, 156
157 for his sources), ardb define narrative in a broad senghey are not necessarily
literary definitions such as those of Bal and Genette cited earlier.

In this thesis, | consider narrative to be the presentation of an event (or series of

events) that constitutes a stndudgsthewayl | owi
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the story is presented, its narrator and narration, setting, characters, and the medium it is
delivered through. This definition is both specific enough for my analysis and broad
enough to encompass the understanding of narrative witli@nastit media disciplines.
Following this understanding, story is one of the elements that constitute a narrative,
although some definitions, such as that in@dord English Dictionarydo not make
this distinction. TheDEDd ef i nes st ove, \frueaspresumed mosbe trua,t i
relating to important events and celebrated persons of a more or less remote past; a
hi storical r e(OEDtONlioen201@&r anecdot ed

But, there is more to narrative than narrative structures and forms: there are also
narrative contexts and contents. Stories and narratives gmesented to viewers,
readers, and players inhabiting various social, cultural, political, and econonmegtspnt
they are inevitably infused with the ideologies and values of their producers and
consumers. Therefore, narrative has to be understood in these terms dsanellive
ideology, the frame of values informing a narrative, instils hierarchicaliceddtips
between pairs of oppositional teriftéerman and Vervaeck 2013YVhen artists create a
medi a wor k, their own as wel |l as their
invariably be present and reflected in the finished product. These cahdaltgape of a
simple good versus evil dichotomy, or can engage with more diffusely aesthetic
elements in order to attach beauty and ugliness, for example, to political or social values.
Texts that engage with narrative ideology also provide ways of alipthie consumer to
reconsider the real world through interrogating a fictional situation, and allowing a
reader, viewer, listener, or player to consider the ways the narrative and real worlds
work through interactions between consumer, context, andHexman and Vervaeck
2013) Most narratives can lead to multiple ideological consumer interpretations,

regardless of producer intent, and part of this thesis considers how the interactivity and
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immersive aspects of videogames enable or hinder freedom evprigtiation for the
player.

Narrative perspective, defined as the features that determine the way a story is
told, and that includes the perspective of the reader/viewer/listener/Nigelerhoff
2011) and the role of the narrator in representing theatige to her audience, is a
crucial aspect of both traditional narratology and narrative ideology, and features
prominently in this thesis as a link between the two. It is also central to my argument
that videogame technologies have caused narratologficectures to evolve beyond
those of other media, and yet, that a failuradéwelopequally in terms of narrative
ideologies has led to their being used to support reactionary, regressive, often
oppressive ideologies. The immersion and physical inteitgcof videogames means
that the narrative perspective of the player can substantially differ from that of other
media, even in those games whose perspective resembles print eviaudianedia,
even in comparison with immersive theatre, cinema, amdinagtallations, whose
relationship to videogames is closer than traditional media. Narrative perspective
includes the ability of videogames to allow the player to identify with and as a
protagonist, and includes the gender, sexuality, race, nationalig/, occupation,
(dis)ability, and even humanity of the protagonist and those with whom the player
engages in the course of a game. Mainstream videogames have been widely critiqued
for their sexism and violence, particularly those that allow and everreggjayers to
enact extreme and stereotypically sexist acti@@sang 2013)(H. J. Brown 2008)
(Beck, et al. 2012) Perspective is not only an issue in videogames; it is also an issue of
videogame scholarship: prior scholarship on issues such as @cdentc sexism has
been viewed from chiefly psychological, sociological, or Game Studies perspectives

rather than narrative ones. Whilst | will not be considering specifically psychological
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and sociological positions, other than in relation to narrativell be addressing these
in relationship to ludology, since a central argument of this thesis is that ludology and
narratology are inseparable and that it is ludology as well as technology, with their
emphases on immersion and interactivity, which haveledahe evolution of narrative
structures in videogames.

The evolution of videogames is evident as titles suchlessy Rain(Quantic
Dream 2010rnnd Alan Wake(Remedy Entertainment 2018)i f f er fr om O v i de
as defined by th©ED and Juul, which a primarily competitive and rule based. In
contrast to ruldbased game$jeavy Rain s desi gned to be O6an emc
emoti onal | our n e \fKerda 2040)white Alani\Wakde maskéted asH
a Opsychol ogi c alal welbsiteifdr theegardgRemedy Entertainroehtf i c i
2012) Whilst containing ludic components that are integral to the delivery of the
narrative, these games do not foreground the process of play as the sole, or even the
most important, aspect of their malgg in the ways that traditional games do. Instead,
they focus more on the narrative and the kinds of emotional experiences associated with
narrative in the verbal and visual arts,
participation in, astory,. AsDebor ah Mel |l amphy notes, 0t he
less passive as the spectator becomes a more active participant in the spadtacle
narratved of a (Melthrephyg201B)eWhen referring to a narrative based, or
narrative videogame within thteesis then, | mean any videogame that foregrounds the
narrative elements over, or as equal to, the ludic elements of that game. This is in

contrast to those games that are predominantly ludic.
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A Brief History of Videogames

If definitions areindispensable to field introductions, so too are histories. Since
videogames are best defined via their history, this section does double duty, offering a
brief overview of videogame history, including its contested definitions of videogames.
In 1961, MIT fellows Steve Russell, Wayne Witanen, and Martin Graetz created a
computer programme to show off the capabilities of the new-PDB&mputer system
and to give visitors to the department the opportunity to interact with this new
technology(Donovan 201010). CalledSpacewar!the program allowed two people to
play a game against each other, using the computer system to do so. It has become
generally accepted that this was the first videogame, although this is not uncontested in
the videogame communitwith other contenders for the title includibhgm, created in
time for the Festival of Britain in 195{Donovan 2010, 4)and Tennis for Twop
developed in 195Newman 2005, 1) Whichever game came first, it is clear that
compared to other media, the vid@me is a very young medium; however, it has
quickly established itself as a powerful multimedial form that can tell stories, express
emotions, and engage cultural ideas in new technologies that engage consumers in new
ways.

The technological, ludic, @nnarrative evolutiorof the videogame can, to a
degree, be traced in the changing definitions of its baseline terminology Oxfoed
English Dictionaryd e f i nes a video game (two wor ds
electronically manipulating images displayed an t el ev i s(OEDnOnligecr e e n 0
2011) This definition, first published in the 1986 edition of @ED, stems from usage

dating back to 1973, but does not account for the many changes that had taken place
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within the videogame industry between 1973 and 1986 or, indeed, those that have taken
place since 1986. When this definition was first coined, videogames were a new
medium and their focus was on play. The first emgperated videogam&alaxy Game,
had keen released only two years prior, in September 1971, costing approximately
$20,000 dollars to produce a single gafRéts 1997) Each game was a formidable
physical object, housed in a box up to two metres tall, and even Rdregbecame a
household ofgict in 1975(Donovan 2010, 35)the hardware remained a dedicated
machine for one (very simple) game involving a ball and two bats. Following the
invention of the microprocessor in the 1970s, the technology used to create videogames
evolved very quicklyrather than creating a single game on a piece of hardware-micro
processing technologies meant that multiple games could be made to play on a single
console, such as the Magnavox OdysseBven this early on, we see the inflection of
narrative into videogmes: it should not pass unnoticed that the title of this technology
derives from one of the wesQdgssey Bugplaywdat i on
was the dominant activity and as such, t
g a me s 6-wordarame that positions them as a subcategory of games determined by
their technology and platform (video), with a familial relationship to-electronic
games. Early O6video gamesd6 were very muct
abide by the rulefand they] agree[d] to be put into a position where they c[dokh
t he dTawmer2009, 103priginal emphasis As such, playingspacewarbr Pong
meant engaging with ludic rules and ludic outcomes based on these rules; their primary
status and faction as games was clear and narrative was rarely a consideration.

Juul has sought to define videogames as games and not narratitizdf Real

Video Games between Real Rules and Fictional Wonlelsnsists that videogames are

® Thefirst home games consal¢éhe Odyssegame with familiar accessories, paper money, chijcs,
and overlays for attaching to the television scré&vensson 2012)
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rule-based activitiesral are as such incompatible with storytelling. He locates their
ancestry in games, not narratives, arguing that videogames are an evolution of non
electronic gaming that stretches back to the Ancient Egyptian gaS8ene{Juul 2005,
4) and as such shalihot be confused with narratives ora@oted by Narrative Studies.
He goes further to define a videogame gamein terms of six rules:

1. Arule based formal system;

2. With variable and quantifiable outcomes;

3. Where different outcomes are assigned diffevahies;

4. Where the player exerts effort in order to influence the outcome;

5. The player feels emotionally attached to the outcome;

6. And the consequences of the activity are optional and nego(alne

2005, 67).

In order to be considered a game, Juul insists that all six criteria must be met in full and,
throughoutHalf Real, attempts to fit videogames into existing definitions of gaming,
despite acknowledging that there lyanote &énew
have beenJuy 2085 %) BAhikstdhe concedes that not all activities called
games can be situated within his definition, instead of allowing this fact to challenge it,
he nominates games that do nod&@. cohHegan itroc
pen and paper rolplaying games and opemded simulations, such &mCity’ Juul
considers games such &mCity to be borderline cases because of their lack of
adherence to all of the six rules of his mod&ih{Cityis openrended, maning that the
game can carry oad infiniturr). Even as he develops his criteria to claim videogames
entirely for Game Studies, its weakness is exposed, in that it cannot account for all

games.

" As the title suggest§imCityis a game simulation of city management; the player takes the role of
Mayor and attempts to create his/her own ideal city, while being faced with a series of natural,
economic, social factors, problems, and disasters
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Where Juul focuses on the structural aspects of videoganiesamsiders
vi deogames primarily i n t e-elentsonicoghmes hrmw t h e
how they depart f r o(@@uuli200% d)Gdnzalo Rrasta cognsidars f o r |
videogames more broadly, including their use as carriers of rhetoric. Qhe fifst
ludologists and responsible for the popularisation of the use of the term ludology within
Game StudiegJuul 2005, 16)Frasca, inLudology Meets Narratologproposes the
term |l udol ogy t oexiedteentt ol dihsecandpyhedt plan otnh at
act i v(Frascael99®)dHowever,Frasca is not as much of a separatist as Juul; he
acknowledges the relationship between videogames and narrative, but chooses to focus
on their ludic aspects, whilst acknowledging that his research withefu the
understanding of narrative in videogames,
share with stories, such as characters, S
di sdain this di megRkrasda@003) bldr is el adigidoin dgfainge s 6
videogames ludically as Juul; rather than considering games as needing to conform to a
set of six specific rules, Frasca proposes a contractual definition of what constitutes a
game rather than an essenisafamiokplay vhere , as s
pl ayers agr ee o nFrasca 2075 The rdefiratibn allowd ae raote
contextual, less formalist understanding of a game and includes the player in its
definition and allows her to determine her own guidelines for susce I n Fras
definition, games do not need to have a winner or loser, as Juul argues, rather, they can
have an outcome determined by a single player playing alone, or by two or more players
in contractual agreement.

Videogames (one word) in the twe#irst century have evolved still further
both in terms of narrative and ludology, bearing only a passing resemblance to the early

examples with which this section began; they are now imaskiced for a variety of
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computer media, with the television semebeing only one of a range of visual
interactors; indeed, the television screen itself has undergone dramatic changes since the
1970s due to changing technologies, which in turn inform and determine the content
and aesthetics of new videogames and howsemers engage with them. Videogames
today have gained the ability to establish elaborate, fictional worlds and to provide a
narrative complexity that rivals that of film, television, and the novel. This medium
also goes beyond the narrative capacitiestber media. Contemporary videogames
involve tactile, even whole body, interactions between medium and user, as well as the
use of eyes and ears, and players thereby become not only more sensorily immersed in
videogame narratives, but through gamingeinattivity players experience greater
agency as they traverse vVvirtual worl ds,
resul ts o f [ t hei r ] (MudayclPy,i X2@) &nowa rasl ludch oi c e
embodiment (se€arrow and lacovides, 20%@r further information). Paradoxically,

then, it is the gamird) that some Game Studies scholars pit against nardathat has
enabled the evolution of narrative in videogames.

Quite apart from these advances in narrative structures and the consumption of
narrative, wdeogames can contain narratives akin to those in older media. The
As s as s i franchiselJbisoft @ames 20072013) The Last of U§Naughty Dog
2013) Beyond: Two Soul®Quantic Dream 2013pndRed Dead Redempti¢Rockstar
Games 2010)ontain stong stories that both work alongside, and are reliant on,
gameplay to create a multimedia, interactively consumed narrative that has proved
popular, withRed Dead Redemptiaelling more than 2.5 million copies in just two
months in 201{Rockstarwatch 20 and Skyrim(Bethseda 2011}he fifth instalment
of theElder Scrollsfranchise, selling seven million copies in the first week of its release

(Statistic Brain 2013) This in itself is evidence that videogame narratives are being
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consumed by a large mber of people, and as such they should be analysed for their
narrative content and their ideological message.

Technology and game design have carried the videogames of the-firgnty
century far beyond both theED6 s 1986 def i ni-basebmodedi noi J u ul
only have narratives developed, as we saw above and will see further below, but many
no longer conform to definitions of videogames as games, lacking a gaming structure
that Juul describes as being Oaegamad@r y a
2005, 7) |l ndeed, the single word o\Tadneroga med
2009, 17)reflects the recent evolution of the field; the term acknowledges the ancestry
of video games (two words), while establishing that it has,dt) fecome an entity in
its own right, encompassing a variety of practices besides games, including narrative,
which has a genealogy in other narrative forms such as literature, film, and television
and a field of study in narratology and other forms afralave Studies.

Clearly, 6vi deo O&bendtheaespandesl fudicndefiditiomm y t h
developed by Juul early in the narrative versus ludology debate no longer offer a full or
accurate definition of the medium. Once videogames became amadsst industry
rather than a niche market, with technology remdethe medium capable of multiple
ludic and narrative structures, they not only became a significant narrative medium but
further offered new modes of narrative forms and engagements. Firstgentury
videogames now encompass large and sophisticatedtives that involve gameplay as
part of the narrative, as well as narratives that do not rely on gameplay at all, but are
delivered through animated pieces of cinema known ascautes. Videogames now
offer players tactile as well as mental and atuisual interaction with a set of fictional
characters, settings, situations, and events. Videogame interactivity, granting players

the opportunity to interact with narrative environments through gaming, not only refutes
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the assertions that ludology andrrative are incompatible, or that videogames are not
suitable carriers for narrative, but goes further to make ludology a central factor in the
evolution of narrative, pushing it beyond its forms and functions in traditional media.
The way in which ludimgy has caused narrative to evolve beyond its structures in

traditional media is therefore one of the main focuses of this thesis.

A Brief History of Videogame Scholarship

Before | proceed to develop my arguments in the chapters, some attention to prior
scholarship is required in order to contextualize them. Whilst there is a relative lack of
specifically narrative based research into videogames, which includes bothyidgntif

narrative in games and the application of narrative theory to videogames, there has been
some work carried out in this area. In 1985, Mary Ann Buckles attempted to situate the

text based gaméydventure within a humanities context in her PhD thesigeractive
Fiction: The Comput gBuckl8st1685)yDgspiteaneefingy dvithe nt u r
little success at the time, this thesis has gone on to become considered canonical in
videogame studies. Acknowledging that tbased games are not literatushe
nevertheless considers them as interactive fiction, and furthermore argues that both the
story and the gameplay are vital to its s
utopian vision for the future of videogame narratiiéamlet on the Hadeck(Murray

1997) inspired by the fictional holodeck suite of tBéar Trekseries, and envisages
traditional and recogni sable narratives
fictional narrative situation. These nar |

immersive, with the player participating fully, not only a character in the narrative
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experience, but also in the authoring of subsequent events. Here, the player is not only
a consumer of narrat i ve,-autha of inarratiBuhcokighe s 6 w
gaming.

I n the same year masA MuGybardxidPRerspedtived oa n , E <
Ergodic Literature (1997) also addresses the relationship between traditional and
electronic literature. Focusing primarily on the written text in electronic forms such as
hypertexts and computer generated poetry @nose, as well as on teRhsed
videogames such a8dventure,Aar set hés wor kK | ays a foun
electronic media not simply as narrative forms, but more specifically as literature.
Whilst acknowledging the differences between games anditivass, Aarseth, like
Buckl es, recogni zes t hat these differenc
significant oV er (Aargeth h99% B)e e nUstihneg ttwhoed t er n
|l iteratured to describe a t alowthewéaderte o6 non
traver s ¢arseth@99%, § Aarséth attempts to situate the electronic text as an
evolution of l iteratur e, whi |l st 6chal |l eng
theories of literary criticism to a new empirical fieldeemingly without any
reassessment o f t he t e (Aanseth H9A7d 14 dVvhat e pt s
contemporary videogames inherit from these hypertexts is interactivity and choice,
evolving from them just as the hypertext evolved from earlier choice bastdn
narratives such as tli&hoose Your Own Adventuseries (which has subsequently been
adapted to electronic media and the hypertext medium).

Aarsethodés work is recognised as a semi
set of similarities and diffences between a wide range of electronic texts, whilst at the

same time offering a literary consideration of these texts. He is also the founding editor

SparsekK Q& S E I Y EdfmShie | CRihgy ByPerfiction textssuch asAfternoon: A StoryJoyce
1987)
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of the fiel dods GamejSwmdies olndumehgdoduanatl he oOf it
reviewed joun a | dedi cated to computer gamesod, de
Computer Game Studies as an emer @arsety, vi a
2001) Complaining that other disciplines, such as Media Studies, Sociology, and
English, had oer 30 years to study videogames without drawing any significant
academic conclusions about them, he announced that he was therebptergahem

for Game Studies.

This first journal features articles by pioneering Game Studies scholars, such as
Jesperd uu | who calls for a divorce of Aarse
Acknowledging that games can contain elements of narrative, he nevertheless maintains
that &éYou can't have narration and intera
as a conti nuougJuy2001lh h the sametjourmat MarkkwBEskelihen
goes further to argue that

The old and new game components, their dynamic combination and

distribution, the registers, the necessary manipulation of temporal,

causal spatial and functional relations and properties not to mention

the rules and the goals and the lack of audience should suffice to set

games and the gaming situation apart from narrative and drama, and

to annihilate for good the discussion of games agestanarratives or

cinema. (Eskelinen 2001)

These opinions are in stark contrast to the utopian ideal of gaming envisioned by
Murray inHamlet on the Holodedk 997) Murrayos vision of a c
immersive, interactive narrative, createddoy 6 new ki nd of storytel
hacker , (Muwrayflooh 8r dioss at odds with Juul s ar

narrative in videogames, initiating what
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l udol ogy debat ed, i n which scholars att emj
field for videogame study. The position of videogames as a branch of Game Studies
rather than of Narrative Studies has led to prioritising tpkying over (and ofn

against) their narrative functions, although as narrative is becoming more developed and
blatant in videogames and the-m@iance of playing and narrative becomes more
apparent, this is an increasingly difficult position to occupy.

Marie-Laure Ryan, ike Murray, sees electronic technology as a mode of
devel oping narrative. Looking past its a
pri nt (2004) xRyas Pperceives digital narrative to be a new medium, one that
6cannot be t r printsnfediumrwitiobut sigmiticant las$ [@nd one that]
depends on the comput er (ibids Undike printedtbaoksn i n g
digital narrative relies on its parent technology for its consumption as well as its
production. More pertinent to gharguments of my thesis, even as Ryan acknowledges
the 6ludic pleasured of a videogame, she
narrativep| easur e of watc(bidng Pbhecetwvrgyguahobd:
narrative andr dguesi ohat Rhane iis a Otaci
fictionality can only reach thei r(Rydnul | p
1991, 1) This is relevant to current debates, since most, if not all, videogame critics
acknowledge the preace offiction in videogames, even when the presenceaofative
is contested or denigduul 2005)(Brown 2013) Ryan understands n
matt er dRyan @@ Yfurtbee gerceiving that narrative permeates the marketing
aswellasthe ont ent of videogames: 0t he concept
cultural discourse, and the software industry has duly followed suit by turning the
metaphors of narrative interface and of the storytelling computer into advertising

buzzw@®@yad20(@) These metaphors offer multiple definitions of videogames and
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other digital media rather than the narrow definitions to which dictionaries and theorists
like Juul aspire.

Since the turn of the millennium, the study of videogames has been expanding.
Whilst many studies do not didactically focus on narrative, they nevertheless offer the
narrative scholar insights when their analyses of videogames construction coincide with
certain narrative concepts. For examflee Medium of the Videoganfe/olf 2001)
considers the emergence of the videogame as a medium, the videogame in society and
culture, and also addresses formal aspects of the videogame, which include space, time,
genr e, and narrative. JVadeogamegNesvinan 200%) s i nt
similarly devotes sections to the validity of studying videogames, the construction of
games, and the embryonic status of the narratives found within them. More centrally
focused on nar r dMore Than a GAradAtkins 2001) lkaksnat the
computer (and video) game as a fictional form, arguing that computer games and
videogames are oO0fiction, and should be tr
j ust as other f(Adkmsn2001,0202) Despitet thesenclairasy Atldns
himself conducts a superficial inspection of his chosen videogames, rather than the
6rigorous examinationd he calls for. My
such an analysis, looking at videogames through a specifically narrative lens, and
considerig their ability to function as explicitly narrative texts, filling what | perceive to
be a gap in the analysis of videogames within the literary domain.

One aspect of narratology and narrative structure that has received considerable
attentionistheusef game space in videogames. Hen
designers dondt simply tell st2003j3dand t hey
argues that games can fit within the &muc

herobdsyedysgsest myt h s200304) MichaehNiteche considers at i Vv ¢
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t hat d6égame spaces evoke narratives becaus

t o engage (2008)tMark 8. RP.eNuld has also been involved with researching

the wse of space in videogam@a/olf 1997) (Wolf 2011) though he is more interested

in its cognitive than narrative aspects,

involves exploration, the forming of a cognitive map of how spaces are connected,

which i n turn aids t h@vold281d,i2si on making proc
Rhetoric is another area closely related to and overlapping with narrative that has

garnered considerable critical attention in recent videogame scholarship. lan Bogost, a

scholar and game desier, considers videogames as an expressive medium. Focusing

on political and art games, he both critiques and creates videogames that foreground the

medi umbébs rhetorical capability to persuac
monograph,PersuasiveGames(2007) o f f er s a Ogener al appr oa
functions uniqguely in softwar e(Bogast200éner al
viii) . Whil st the origins of what Bogost ter

scholars such as keManovich and Janet MurragSicart 2011) it is through his

research that rhetoric has become an accepted aspect of Game Studies. Miguel Sicart
al so considers procedur al rhetoric and def
embedded in the ruled a game, and how the rules are expressed communicated to, and
under st ood ibla)y Thes cariesaggnee mrudes eyond ludology into rhetoric, a

realm of literary studies and also into communication, a domain of Media Studies more
generally. Sicd is concerned with narrative not only as rhetoric, but also as ideology

and beliefs stating that, through rul es,
appropriation and wunderstanding of t hat I
furthermore,i t i's through oOreconstructing the n

pl ayers] are persuaded by vibid.tue of the ge
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In addition to space and rhetorithe Art of Videogamegravinor 2009)has
considered the status of tivdeogame as an art form, entering into the domain of
aesthetics that literature, film, and many other media are concerned with. Philosopher
Gr ant Tavinor argues t hat since vi deogar
6genui nel y psyc hourallygnjudoad tb their laydrs, and meolve
pl ayers in making mor al deci si ons o, and t
repr esent (@009, 8)n While rapresedtational art is broader than narrative,
Tavinor, like Frasca, affrmsmarat i veds presence in videoga
that videogame narratives are a O6signific
i n tradi t(Tadgnora2009, fli®andn piding Juul in his view that the definition
is complicated by th use of the term narrative to
(Tavinor 2009, 111) Whilst not specifically exploring narrative in videogames, Tavinor
does consider many aspects that are pertinent to narrative as part of his thesis, arguing
thatvideogame can be considered within 6the fra
a r {Tavinor 2009, Back Cover)His study attends to the relationship between games
and fiction chiefly in terms of the ability of videogames to carry a moral or political
messageand of relationships between videogames and earlier forms of media. Tavinor,
unli ke early ludol ogi st s, understands t ha:
necessarily in declarative rules, but in the possibilities for interaction in a fictional
w o r (Tdvimor 2009, 109)thus acknowledging that videogames share many qualities
wi t h ot her cul tur al f or ms, whi |l st being
(Tavinor 2009, 5) His aim inThe Art of Videogamads to constitute the videogame as
an art form that is oO6filled with(Tawvinopot ent

2009, 11) as well as shedding new light on traditional issues within the philosophy of
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the arts, including the role of narrative and that the role that videzgyatay in the

evolution of other art forms.

Play as Narrative Immersion

I n 1997, Hamlet orrtlee Hélaleoknvisioned the potential of electronic media

to provide an i mmersive and sophisticate
medium ofe x pr essi on t hat is as varied as the
(Murray 1997, 28) Preceded by Buckl es fnteratctvuev cano

Fiction: The Comput emiichSeated thegeiased villedghmes nt u r ¢
Adventureas aform ® Oi nt er a@@uckles €985 viig t aod 6 Br enda L a
Computers as Theatre,etwi ch envi saged the computer a s
i nteractive experiences and, (Lauml 19B ix)t i cul a
Hamlet on the Holodeckent further, anticipating that computer media would someday
become carriers for complex narratives in which the player, or interactor, is not only an
active consumer and participanf narrative but is also a creator of subsequent
narrative authoring.

Whilst narratologists were looking at videogames and considering the
possibilities of this embryonic fictional form for narrative, ludology was being
established by academics, including Juul and Frasca. Scholars in this field thought of
the videogame not ascarrier for narrative, but as

a rule based system with a variable and quantifiable outcome,
where different outcomes are assigned different values, the player

exerts effort in order to influence the outcome, the player feels
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emotionally attached to theutcome, and the consequences of the

activity are negotiable(Juul 2005, 36)
Differences and oppositions between the two approaches to videogames quickly
coalesced into the Ludology vs. Narratology debate briefly discussed earlier.
Ludologists considethat the gaming and playing aspects of videogames are paramount,
overriding any narrative that they may have, going further to argue that narratives can be
counterproductive to play. Juul, we have seen, considers that videogames, like
traditional norelectronic games, rely on rules for their successful implementation, and
that these rules are counterproductive to and disrupted by narrative.

Juul supports his argument with claims that have been made about other media in
other discourses trying to claimethncompatibility of two media such as poetry and
painting or novels and films. Imalf Real Juul stateshat6 games ar e not
representations of events, thaye e v e r{duud 2005, 158, original emphase)d his
definition of narrative involvesé@ ar r at or recounting @Eulevi ous
1999) which he argues i s at ogdmdesvhoseievetts a Vv i
occur 6nowd in a present temporality. J
videogames are incapable of-peeserning events that have already taken place; a
number of games that explicitly do this. Bdtlan WakgRemedy Entertainment 2010)
and The Witcher 2: Assassins of KingSD Projekt RED 2011features characters
relating events to other characters in the paste, while the player enacts those
narrated events in the present as game@ayl. of Juarez: The Gunslingdifechland
2013)too includes a narrator who relates events to the player as taking place in the past,
who plays them in the now of the gameheTharrator in this game is explicitly shown to
be presenting an unreliable version of past events, changing them as other characters

question his memory, which is reflected in the gameplay as repeating parts of the game
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with this new informationKubinski 2014) Even games that do not involve speaking
narrators engage in-mresentation of events when playerglay the games. As with
re-watching a film or reaeading a book, this involves a-peesentation of a formerly
consumed story.

Juwlbases his definition of narrative on
writings. Genette defines narrative as t
are the subject of [ é] the oral or orwr i tte
series of event NarativenDisdourse: As Essay m Meth(iO&0x t
25). Hi s aim is to constr uc(i980a7)tiasiy sot e mat i
limited to literature bur rather encompasses narrative in all media:

the studyof a totality of actions and situations taken in themselves,

without regard to the medium, linguistic or other, through which

knowledge of that totality comes to ud.980, 25)
Although to some extent systematic narrative theory has been challengdw by t
theoretical turr, the original narratology versus ludology debate is predicated on its
concepts of narrative. It is thus essent
narrative in videogames with a thorough investigation of whether and how
narratological theories operate within videogafnestask that has not yet been
extensively undertaken. While it is relatively easy to prove that videogames enter into
ideological narrative theories (for example, those surrounding gender, sexuality,
violence, politics, or ethics), if videogame narratives can withstand the test of a
traditional narratological analysis, this will establish the validity of the arguments for

the presence of narrative in videogames at a baseline level. If videogames are capable

® The theoretical turn refers to a major shift in academia from a primary focus on humanism, formalism,
and aesthetic scholarship and hight, canonicatexts to Marxist, posstructuralist and postmodern

studies of popular texts and from historical, existential and Freudian analysis of canonical texts to new
historical, phenomenological and Lacanian examinations of a wide variety of texts.
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of traditional modes of narrative as well as forging new ones, then they are shown to
have features in common with other narrative media.

As far back as 1985, early electronic adventure games were studied as forms of
narrative |iterature. A s Interactivé Rictien: Thee e n l
Computer StorygamenfSAdee st thre¢!k0 key O6text o
literature. Due in part to technological restrictions, the game uses text to impart
information to the playerHigure 1). Adventurei s |, according to Buck
g a mg¢la8d, 31)

PAUSE  INIT DONE statement executed

o resume execution, type go. O0ther input will terminate the job.
0

xecution resumes after PAUSE.

WELCOME TO ADVENTURE!' WOULD YOU LIKE INSTRUCTIONS?

SOMEWHERE NEARBY IS COLOSSAL CAYE, WHERE OTHERS HAYE FOUND
FORTUNES IN TREASURE AND GOLD, THOUGH IT IS RUMORED

THAT SOME YHO ENTER ARE NEVER SEEN AGAIN. MAGIC IS SAID

TO WORK IN THE CAVE. T WILL BE YOUR EYES AND HANDS. DIRECT

ME WITH COMMANDS OF 1 OR 2 WORDS.
(ERRORS, SUGGESTIONS, COMPLAINTS TO CROWTHER)
(IF STUCK TYPE HELP FOR SOME HINTS)

YOU ARE STANDING AT THE END OF A ROAD BEFORE A SMALL BRICK
BUILDING . AROUND YOU IS A FOREST. A SMALL
STREAM FLOYS OUT OF THE BUILDING AND DOYN A GULLY.

Figure 1. Adventurescreenshot

owritten in words [ €] with which the rea
s t o r(1985s \dii), assessing that its oform, stor
outgrowths of t he mor €1985aljnAlthoughrnot thg fost s o f
textbhased adventure game, it is considered
(Adams no date)ne that helped to define the adventure game genre.

Videogames have evolved technologically from tex¢ed games and prnt
based hypertexts, allowing narrative choice to incorporate auglial representations

of narrative with which plagrs also interact and make narrative choices. We have seen
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that Espen Aarseth defines an ergodic text as one that requires nontrivial effort by a
reader to traverse the te§t997, 1) including hypertexts and adventure games. The
nontrivial effot needed t o navigat e t hese game ot
nonlinearity, signalled by their multiple and branching narrative frameworks:

when you read from a cybertext, you are constantly reminded of

inaccessible strategies and paths not taken, voiceheard. Each

decision will make some parts of the text more, and others less

accessible, and you may never know the exact results of your choices;

that is, exactly what you misse@arseth 1997, 3)
Aarsethdés points ext endHdagy Rainardl the Telitatee s a s
gamesThe Walking Dead2012 and The Wolf Among U%2014) are marketed as
videogames, the predominance of narrative over ludic skill would indicate that they are
mor e ergodi c texts t han game & haritage Buul 6s
acknowledged through the need for dexterity and occasionally quick reflexes.

As a ludologist, Juul focuses on the rules, structures, and modes of play in
videogames rather than on their narrative structures and consumption (plot, character,
narrative point of view, etc.). Fell ow | 1
systemc ent ri c, one that i nvol ves identi fyin
all owing [the critic] to dfrasssal@?,4l)feeme s as
so, Juul recognises the presence of fictive elements within videogames and
acknowl edges that they have ludic functia
cues the player i nt(Joul 20060197) ¥et kerdaes moggo tah e r u
emough to consider how narrative can beiseparablepart of gaming rather than an
aid to it or a distraction from it, nor how videogames go beyond the structures,

motivations, and satisfactions of ludology to encompass the structures, motivations, and



Dawn Stobbart 50

satisfactions of narratologyThis chapter demonstrates that, just as videogames have
evolved technologically to incorporate ever more complex narrative structures, so too
narrative has evolved in videogames beyond traditional structures and funciinsrin
media forms such as fiction, film, and television through ludic structures. As the
remaining sections of this chapter show, the two interpenetrate and are often

inseparable.

Ludonarrative Dissonance

Not all narrative in videogames is well consted, or works to create a game that

allows the player to become immersed in the narrative, and should be addressed upfront.
Ludonarrative defines the combination of play (ludo) and narrative in games, especially
videogames, and an effective game willamale the narrative content with the ludic so

that the player does not experience dissonance in shifting from one mode to the other.

The ludonarrative in a videogame refers to the narrative parts of the game with which
players can interact and feel thaeyhare influencing, such as making choices, and
affecting the ending of the game. In 2007, after the releaB®shock Clint Hocking
coined the phrase O6ludonarrative dissonar
narrative and ludic elements of theo r k i nt o (Hockimy®®0V)tHe pasit@d

that the game offers the player two contratidic and narrativeand that these work

in opposition to each other iBioshock Whi |l st I do not agr
conclusions regardingBioshock, as | ague further in Chapter 6, ludonarrative
dissonance in videogames does occur in videogames sudhxa®ayne JRockstar

Studios 2012) where narrative and ludic elements work contrary to each other.

Narratively, its protagonist, Max is a hard drinkingfiy and dangerous bodyguard.
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Ludically, however, he is able to shift from being so drunk he cannot stand up, to being

a sharpshooting hero in seconds. The protagonist dmickartedfranchise, Nathan

Dr ake, is 6a regul ar ghilly [whese]t ondinaminess sighps c i a |
explain the game's overarching structure. Nate is basically in it for the ride, tracking a
story he does not <contr ol(Abbott 2000y Howevgr, i t owu
controlling Drake does not reflect this; gameplay shows Drake as an able soldier,
proficient with many weapons, able to take on (and beat) armies of enemies as the game
progresses, thereby creating a disparity between the narrative of tewces and the

gameplay being enacted by the player.

Juul 6s Rul es: Vi deogames and Classic Game

Whilst Juul and other ludologists do not deny that games contain rudimentary narrative
elements such as movement across spaces, acquisition of olfjatites with
opponents, and the attainment of goals, they nonetheless perceive complex narratives to
be incompatible with the act of playing a game. Juul argues that as games involve
learning a set of skills and require conformation to rules, they simatilde studied as
storytelling media. He further analyses the narratives inserted into videogames as crude
and unsophisticated, arguing, 6i f games w
radi cal | y (duol003, £64)dlsstisicertgirdytrue of many of the narrative
examples cited irHalf Realas evidence for his argument: thase narratively less
sophisticated than most fiction flms and novels. Since the publicatibfalbfReal
however, the narrative sophisticattband ambitiod of games has increased
dramatically, as has the technology that allows the insertion of more intricate and

photorealistic gansecpe naeys 6a nwlh i acnhi nhaat veed bdeceunt
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narrativevideogames in recent years. New technology has enabled game designers to
introduceembedded narratives into gardes ar r at i ves t hat are ins
environment via audio, visual, collectibles, and interaction withplayer character®.

However some ludologists object that even these more sophisticated pieces of video
animation and embedded narratives interfere with the interactivity and agency of ludic

play, forcing the gamer into becoming a physically passive viewer and consumer of
narrativeinformation instead of active gaming.

However, even as Juul is formulating his classic game model to support the
claim that videogames and narrative are (or should be) mutually exclusive, there are
points at which his thesis does not hold, signposting the fragility of his argument, one
that ha become even more tenuous with evolving videogame technologies. Games
with a significant and prominent narrative can, intriguingly, eadhereto his game
model. This is best demonstrated by a case studhe®fWalking Dead The Walking
Dead (Telltale Games 2012y an episodic videogame based on the-fisg zombie
apocalypse graphic novel series of the same n@rkman and Moore 2011and
influenced by the ABC television seri@MC Networks 2010 ) that also adapts the
novels. Set before the events of the graphic novels, the videogame prequel introduces a
new set of characters and plotlines, whilst incorporating familiar aspettediValking
Dead mythology. Both the videogame and graphic novels x p|l or e how peo|]
with extreme situations an dKirkmamandtMoaes e e v e
2011, Intro, original emphasjsjusing a branching structure that allows player to
influence the games narrative direction, a structure explicit fronopgéning screen

(Figure 2).

% This is expled in more detail in Chapter 3
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This game series adapts to the choices you make.

The story is tailored by how you play.

Saving...

Figure 2: Opening of The Walking Dead

The Walking Deadonsists of five episodes centred on the playstrolled
character, Lee Everett. Both gamepl ay
c | i*'ay&néeplay, precluding more animated gameplay such as fighting and warfare.
Instead, the player makes deois and reacts to situations by interacting with other
characters and diegetic objects to influence events. The play here is decidedly narrative
play. At set points in the game, the player is required to make decisions that affect
subsequent play bridgg all the episodes, giving the illusion that the player has
influenced the narrative.

It is in this illusion that the analyst can recognise ludic elements that are
connected to the narrative. One of the first narrative decisions the player controlling
Lee makes is choosing whether to save the life of a teenager, Shaun, or a younger boy,
Duck, when zombies attack them both. The choices made by the player function as
ludic elements of the gampist as shooting or solving puzzles do in other videogames;

t he gameds dasediseusiard thecefore remding, even as the ludic modes
are changed for less active, narrative methods of play. However, no matter which

character the player chooses to have Lee save, Shaun dies, meaning that the player

" This style of game literally asks the player to point a marker at an object on the screen, usually with a
computer mouse, and click the mouse buttons to interact with that object.
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canrot alter this narrative event. Even though the game offers ludonarrative choices,

t he narrative pat h i s strictly l' i near, \
interactions.

Rul es, we have seen, are at theu deart
game is a

1. Arule based formal system;

2. With variable and quantifiable outcomes;

3. Where different outcomes are assigned different val(dsil 2005, 6)
Juul makeshte first rule his principal reason for the mutual exclusivity of videogames
and narrative. ORul es o, in Juul 6s defi ni
and what shoul d happen (2065 5556k Namatves, hée o p | &
claims do not follow such rul es. Pl ayer a
positive an o utibodp again, dusl contoastss thidh dameplay (to the
passive activity of consuming narrative. Videogames, Juul argues, whilst seeming to
differ structurally from traditional games, nevertheless have a set of rules that must be
followed, just as board games do. Videogames, however, embed their rules into the
programming of the game, rendering them invisible to the player and functioning as an
autamated structure, in contrast to the written instructions and rules accompanying
games likeMonopoly which players have to study and learn.

As we have seen, playinhe Walking Deadequires the player to make

decisions; each decision is subject to gamules, offering a finite number of options
to the player, just as a chess piece can only move at certain times and in certain
directions, with each option creating a different direction for the game. In the example
cited above, the player has three clesi she must instruct Lee to save one of the two

boys or do nothing; the player cannot choose to do anything else at this point. Thisis a
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clear instance of ludic rules, which insist that inaction is classified as action; the player
mustchoose one of tike options to continue the game, just as the player of chess must
move a piece on the board for the game to progress.
Continuing this analysi s, and undersco
game model is the premise that every game has a windea oser. While winning
and losing may not be characteristics of reading books or viewing films and television,
they are often characteristics of narratives, in which antagonists and protagonists battle
for supremacy. Even apart from that, whilst wimnivas almost always the goal in the
infancy of videogaming, a variable outcome ending with distinct winners and losers is
becoming increasingly rare as videogames develop. Modern games, even those that are
predominantly ludic, such as ti@all of Duty franchise:? are adopting the singular
ending as the norm, with gameplay moving in a linear direction towards that single
ending, which all players reach, regardless of their skill. Therefore, the alternatives of
winning or losing are no longer the normjntleed they ever were; many early games
such adletris, Space InvadergndPacMandid not allow players to wiih only lose.
However, despite the single ending of
and gquant i f i(Jad 20@5, 6jnwther aspeets d the narrative that emerge.
Whil e Shaun dies regardless of the <choice
relationships with the boysod parents. | f
father; if he chooses to save Dubke al i enat es hi SBiodhaclf2K, Shau
Games 2007)another game whose endingtructurally, if not experientialfy remains

the same regardless of the decisions nfaée similarly tempered by those decision

12 Call of Duty(COD is a firstperson shoter franchise which, as the genre classification suggests,

involves the player in a firgterson perspective, where the protagonist shooting at targets in a

simulation of wartime conflicts.

B The protagonist operated by the player defeats the antago®itgs, and returns to the surface,

regardless of the choices made by the player and even the final cut scene (the good or bad ending) does
not change this outcome.
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changing the narrative of 0&twhethepheisdeanged ni st ¢
a hero or a despot on his return, with different ygashe futures presented in the final
cutscene of the game, depending on those decisions. \Blesieockgivesthe player

a good/evil dichotomy in its ending,;he Walking Deadnvolves more subtle moral
judgments to bring about a variable outc@dnmt in major narrative events, but in the

way the narrative outcome is reached. The player can choose how Lee reaetst$o

and in consequence, how the NBGse act t o hi m. For exampl e
of the game, she might choose to have Lee act sympathetically, whilst another player
might choose to have him behave selfishly. These choices determine subsequen

character interactions, and afféctwthe end of the game is reached.

| f the winning/losing dichotomy i s t h
contemporary videogames, gami ng structur ¢
outcomebd thatasJovahedesdcrfiebhent potenti al C
di fferent val ues, S 0ome positive and S 0 Mme

outcomes bet Qulir2006 M@ n Jdwulhiér @&t er mi nes t hat
are harder to reach than negativen e #id), a(principle thatThe Walking Dead
observes in the choices it asks the player to make for Lee. The decisions that the player
makes are often difficudt choosing who will eat, for example, when the survivors find
food. The choice required f@r positive outcome is not always the clearest or easiest
one, while making the oO6wrongd choice resul
positive outcome when other characters angered by the choice refuse to cooperate with
the playesprotagonist.

The second half of Jwul ds classic game

4. Where the player exerts effort in order to influence the outcome;

“Non Playable Characters
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5. The player feels emotionally attached to the outcome;
6. And the consequences of the activity are optional and negot{dbigl.
2005, 6)

are also applicable to narrative dimensionsTbé Walking Dead.Each decision the
player makes for Lee is an attempt to influence the moral and emotional progression
and outcome of the game, quite apart from its actual endingihdrWalking Deadhe
actual ending of the game sees Lee die following a zombie bite, but the relationships he
has at this point are dependent on the decisions the player has made throughout the
game, a moral outcome that varies according to these choices. Following the work of
Johan Huomoi Lodgrel8uizinga 1938) we see thaplay shapes moral and
emotional outcomes in this game. Whilst morality and emotion are not seen as
traditionally ludic structures, they are, nevertheless, pafthefWa | ki n g ludkte ad 6 s
structure and design just as the solving of a puzzle or the destruction of an enemy
constitutes the ludic structures of other
influence the state of t hehe coasegeenanathet he ¢
game must be 6 optud acag, 40nin Monapayglout says,liHe e 6
6exchange of goods or moneyd are (@uoli ngs t
2005,42and thus are part of the gamedbdEeopti o
WalkingDeadg t he gameds optional and negotiabl
the decisions the player makes on Leebs b
playe of Monopolyl ands on Ol d Kent Road, she may
square, choose to buy it, or do nothing. These are the only options available, but two of
the three are under her control. Similarly, as we have seen, Lee has three choices: to
sawe Shaun, save Duck, or do nothing. As vwtbnopoly the player has choices and

the choices have consequences that affect subsequent gameplay.
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The classic game model proposed by Juul as enatimpassing definition of a
videogame and to promote the kston of narrative in videogames, then, can be used
to support the inclusion of narrative videogames within this definition, and to
demonstrate that narrative structures are not necessarily separate from ludic structures,

but that the two interpenetrate.

Ari stotl ebébs Rul es: Vi deogames and Cl assi ce

Aristotlebdbs insistence that a story must
maintained by many makers and critics of narrative media; as David Bordwell and
Kristin Thompson in theiranonicalFilm Art: An Introductionwrite, 6 A f i | m does
just start, itbegin® (2008, 86)and ¢6éa fi |l m doeend®d2008,s888 mpl y
(original emphasis)) The opening or exposition of a film, like that of other media
introduces the viewer td¢ structure of the film, as well as providing a basis for what is

to follow, and acts as an introduction to the narrative. Yet beginnings and endings often

mul tiply in contemporary media and no mol
wayso, wrBdren@etntdramwd Ni chol as Royle, 6in w
beginning is through the deployment of peritéxts title, subtitles, dedications,
epigraphs, i ntr odu c(Benmehand RoyWern2000,i58 pesitéxt, and s
defined byGenett e as O6the reinforcement and ac
productions, themselves verbal or not, like an author's name, a title, a preface,

i I 1 us {Geretteil@®H)6 encompasses all of the space
by the text. h a videogame, this includes the information that Genette describes, and

other information such as the artwork, cinematic trailers for the game, and physical

maps. Yet here again, the ludic medium of videogaming goes beyond written and
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audiovisual narrave media in the possibilities it offers for multiple beginnings and
endings. Once the game is placed in the hardware, its loading also becomes part of the
peritext, usually presenting an introduction to the game both in narrative and ludic
terms. The Last of Us(Naughty Dog 2013)for exampleuses the preredit sequence

to introduce its protagonist, Joel, and the apocalyptic event that precedes the main body
of the game. In many games there is a cinematic op&@rangutscene that introduces

the playerto the narrative before she takes control of her character. This opening
cinematic sequence, much | ike fil m, estab
setting, plot, characterisation, atmosphere, pointiew, and of course, the conflict.

The @ening of The Last of Usot only introduces the principle character, it also
presents the narrative genre, the setting and atmosphereppuietv and genre. It

then uses the credit sequence to relate 20 years of narrative information to the player,
providing her with the required material needed to understand the fictional world the
player finds herself in as she takes control of Joel again.

Beyond the narrative introduction that the peritext brings, the opening sequence
of videogames acquaints theapér with the ludic elements of the game, such as the
control system.Heavy Raid gprologue familiarises her with its innovative method of
controlling the protagonist, such as using context sensitive movements that mirror an
onscreen prompffor examplegesturing with the control pad, or twisting the joysticks
in a particular pattern. The prologue also introduces the player to Ethan, establishes the
game as action adventure and the setting as contemporary America. Sequels use similar
strategiesTomb Reder 20 s pr ol ogue reminds the returni
any changes that have been made to this system, as well as informing the new gamer of
the gameplay structure, as ddéass Effec andMass Effect 3 just a small sample of

themanygam® t o do this and a clear appropri a
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other episodic media, with the addition of telling the player how to engage with the new
system These segments further introduce differences in the sequels from their
predecessorsincluding narrative information that situates the current game in the

franchise.

Conclusion

In the short history of videogames, polarities quickly grew around the content of
videogame media and its function, with each faction claiming supremacy in ¢érms
importance to videogames, and even in the short time since the ludology vs. narratology
debate, academic study has been subject to these polarities. However, as | have shown,
Juul 6s <c¢classic game model |, creatorahict o es
games and nealectronic gaming can be equally applied to games that use narrative as
their basis, despite his insistence that this cannot be so. This has not been the case
within some parts of Game Studies and Journalism. Where the preseaceatve in
games has become an established fact through the content, marketing, and reception of
videogames that accepts narrative as an integral part of vidleogame construction, some
scholars still deride, ignore, or ridicule it. However, as | will showhe next chapter,

narrative in videogames has become as complex as any other media.
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Chapter 2: Narratology in Videogame® As sassi nd6s Cr ee:i

Chapter one, whilst situating this thesis as a specifically narrative based examination of
videogames, nevertheless, also attempted to show that narrative can be seen as a
ludological aspect of videogames. In this chapter, | turn to narratology, spbcéiva
principally that of Gerard Genette to show that the narrative in videogames is both
evident and quantifiable, using literary techniques and concepts, showing that in
addition to game design and marketing evidence for the presence and effectbfeness
narrative in videogames, mainstream videogames can also withstand the scrutiny of
narrative and narratological analysis, as a case stullysof a s s i n WwilkatteStr e e d 2
As s assi nismad€upefdhdee iRAstalmentss s as si n @bisofCr e e d
2009) Assassinobs Cr e @disoft 1X0p and Asls@acsd i nd s Cr
Revelations(Ubisoft 2011) and is part of a wideAs s a s s i nfi@aschis€ tha e d
includesA's s a s s i rfUbisoft Z007aedd s s a s s i n Ubisoft2018)e This 3
series was chosen as a case study for a number of reasons: it is a successful videogame,
both in economic and critical terms, with the third instalméns sassi nds Cr
Revelationsselling nearly 7 million unitgMakuch 2012) Its success situaet in the
videogaming mainstream and renders it prominent in both gaming and critical media
culture. The game franchise was at$msen because it has both strong and complex
narrative structures, including a framing narrative, secondary narrativesaands
historical embedded narratives, as well as strong ludic features, including fighting,

driving, exploration, and problem solving, marking it as a strongly ludological game,

* Several other games in the franchise have a different framimgatiae and will not be included in this
analysis.
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rather than a primarily narrative game suchTage Walking DeadTelltale Games
2012)

Ar i st BoeticeiH & weltknown, widely acknowledged, foundation of
contemporary narrative theorfG. Genette 1980, 163 & 178Pnega and Landa 1996,
1, 1314), it offers a theoretical foundation, affirming narrativeArs s assi n6s Cr e
The game constitutes a clear example of A
whol e, and of a (Arnstetle t2@0B, n19) ntahping Theu@dessey
Aristot | e6s mai n e x a Apeticg A sosf a snsai r nr fabowsGareendiadn 2
protagonist, Ezio Auditore da Firenze from youth to old age as he travels from country
to country encountering both enemies and friends and engaging in a variety of conflicts
as he seeks vengeance for the execution of his father and brothers. During the game,
the player controls Eziobs movements as he
corrupt Borgia family, loosening their grip on the Pap3owhich marks the end ohé
game. As Aristotle remarks in his equally brief summaryiod Odyssey t hi s 01i s
essence (R008,138)ietakgsIimanty Bours of playing, however, to discover this
narrative and to piece the narrative elements together into a coherentwithaiethe

larger framing narrative of thes s a s s i frahchiseCr e e d

Genettedbs Narratol ogical Levels and Vi deooc

Videogames have from their incipience featured levels through which players must
progress to complete the games. The Mario games, (spanning more than 30 years of
games and play), for example, require the

from several smaller levels, each of which must be completed to allow access to the next

' The game features a number of historically factual elements, including characters and locations.
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one. All of these levels must be completed in order to allow access to the end of level
boss, whose defeat allows progress to the next world. This is best exentpiidiegh

examination of the map of one of the games, in this S8aper Mario Bros. 3shown in

Figure3.

Figure 3: SuperMario Bros. 3Map

As the map shows, there are 5 discrete levels in this world, a desert, which the player
must complete in order to make her way across the map each marked with a number.
The player moves from left to right across this space, beginnitiy lewel 1, and
working through the | evels to get to the
primary antagonist, or boss, of the level. As can be seen, however, there is also scope
for the player to access other elements of the map, such as bwshroom spaces,
which provide rewards, for example extra lives and other prizes that will aid ludic
progress. Even here, in a primarily ludic game, there is a structure that reflects that of
western narrative fiction, a transition from left to rightidaa quest that must be
completed to allow closure.

Narrative theory has grown in complexity since Aristotle, most recently and
notably through the work of Genette. This chapter seeks to establish whether videogame
narratives stand up under the scrutfyis multiHlevel and layered narrative theory, and

| begin by addressing framing narratives containing-limeear, anachronistic narratives
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from other times and placgsvh at Genette designates 0a
anachronyd he whrespecsto tibemarmtwe intotwhithet s jnseited t
onto whichitisgrafted a narrati ve that is temporally
(Genette 1980, 400Genet t e defines anachrony as oOal l
two temporal ordersfo t he st or yibid, mrdl expandsromthis, stagirdg thét
6an anachrony can reach into the past or
cal |l t he an(@andtte 180 48)This ¢emmoraléstructure allows a narrative
to be paced within a specific time period, and permits the use of flashbacks (and flash
forwards), enabling game designers to signal important events and incidents that occur
outside the parts of the narrative the player directly interacts with, but that desiriee
a full understanding of it. The relationship between the story and its assorted
anachronisms allows the connection of the various elements and temporalities of the
franchise to create a chronological timeline of events that comprise what | €all th
6Desmondd narrative and that encompasses
Templar and the centurkssong struggle for the OPieces
the power for world domination. The anachronic reaclhasfs as si n Gssc36Cr e e d
years, from 2012 back to 1476. However, when considering the franchise as a whole
this reach is much greater: the narrativeAad s a s s i n deginsGr 1894 ,dnaking
the historical reach nearly a millennidfhall of its information is needed to impeet
and understand the narrative of the franchise.

TheA s s a s s i rrénshiseCimcleidegithree temporal levels and anachronies:

wh at I wi | | cal |l t he OEzi o narrative?o,

N

Desmond narrative, set in the twedfityst century across multiple locations, and the

OAl tapur narrativebo, set in the twelfth ¢

ol In-game information suggests that Desmond is kidnapped in September 2012.
¥ Thefirstt & & | & & A gameis set iNBBeRelfth century and follows the life tife assassirltair
ibn I QL KI R
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videogames, consuming the narrativeAo$ s a s s i n éhwlveS the exgloraton of
virtual, diegetic spaces, including higtally accurate fifteenttentury landscapes:
Italy in Assassi nd6s Rofier meAd s &2ssi nd s Cr e end: Br o
Constantinople iMs sassi nds Cr, elkedDesméhd maerdtiaet whiohnatso
appears iMAs sassi niddA s Craas a d n 6is theGranairg charr&ive for the
three games; it is centred on Desmond Miles, a descendent of both Althirmidn A h a d
and Ezio, who is, like them, an assassin. The twkirgtycentury segments of the game
provide a justification for the earlier historicgctions of the game, requiring Desmond
to enter the memories of his ancestors. Whilst the Ezio narratiesit a s si n6s Cr e
takes up the majority of the game, it is framed by, or grafted onto, the Desmond
narrative. Mieke Bal, another prominentmat ol ogi st , observes th
fabula [narrative] is hardly more than the occasion for a perceptible, charaatet
narrator t o (Babh2009a38)ewhich is sdrtainlyytlie case here, as the
twentyfirst century framing narrativéakes less than ten per cent of the game time.
However, since the Ezio narrative is being relayed to Desmond, he is implicitly present
throughout the game, as is the player who operates him and discovers the historical
narrative alongside him. This alsdlows for ludonarrative dissonance to be lessened,
through Desmond familiarising himself with the system, and explains-ebetgatic
elements of the game, as | shall explain further.

Like videogame designers, Genette is concerned with levels in hie@rterms:
bany event a narrative recounts is at a di
which the narrating act p(Geoatte)s 080N 2P8) INnh i s n
As s assi nae Eabrnarratiye iexplained biologically a series of ancestral
memories | ocated in Desmondds DNA, me mor i

Desmondods i nteraction wi t h t hem. The ami
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(approximately 90% of the total playing time) might lead to the @sgion that this is
the primary narrative, with the Desmond narrative being secondary, but as | state above,
the Ezio narrative is in fact grafted onto the Desmond narrative. Although in a linear
historical and biological sense, without ancestor Ezioethrmuld be no descendent
named Desmond, narratively speaking, wi t h
Ezio (or Altair) narrative, a fact that the game makes explicit through references to
previous failed attempts to access the memories through e#itesubjects. (Desmond
is designated subject 16 and earlier subjects are inserted into the narrative, highlighting
this within the game itself.)

In narratological terms, the Ezio narrative is placed higher than the Desmond
narrative, which is, in Geneies t er mi nol ogy, diegetic (set

universe), aJablel makes clear.

Level 3 Altair/Cristina MetaMeta Diegetid
Level 2 Ezio Metadiegetic
Level 1 Desmond Diegetic

Table 1: Diegetic Levels ofAssassin's Creed 2

By contrast, the Ezio narrative i(d980net adi
228), at a higher |l evel than the Desmond n
narrative levels appear iIAs s a s s i n 0 throughr tleeeAttair Barrative, and the
Cristina memories (which | will return to). Inthe filsts s a s s i ganeg, th€ Altaie d

narrative ismetadiegetic. iAs sassi nb6s Cr loweder, EAvdearasiobhisi on s
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ancestor, Altair, after the conclusion of the first gamewithin the Ezio narrative,
Al tapurds personal story is completed, add
classified narratologically as metaetadiegetic.

Clearly, theAs s as s i n 6fanchide deeadnstr&es that videogames can
achieve ngative complexity akin to coplex narratives in other medidut the
franchise goes further in its complex interweavings of temporal and narrative Tewels.
virtual reality system that features in the game, called the Animus, has authorial control
overthe narrative and the elements that are relayed to Desmond and, by extension, the
player who is also consuming the narrative. Crucial to my argument about the
interpenetration of ludic and narrative elements, the Animus serves as a way of
reconciling ludc facets of the game with its narrative aspects. All of the User Interface
(U1) informatiorf® (that is, nordiegetic information usually available only to the
playe® maps, health meters, prompts, etis)presented in this game as diegetic
information alsomade available to Desmond in the fictional world of the game.
Usually, Ul information remains outside the story worldgorporating the Ul
information into the diegesis allows a higher level of what Janet Murray terms
Oi mmer si ond i n mehpe arygr rtahteirveeb yvidaacga vel y
reinforce rather than to @ureywlB97dibd) t he r eal

While the main narrative is chronological, there are memories that are accessed in
the later part of the gam@he folcback’ structure ofAs sas s i n dalowCr e e d
individual memory fragments to be considered as separate entities, permitting the

anachronic extent of each narrative fragment to be varidsiachronic extent refers to

“Throughout 4 &+ 3aAyQa [/ NBBRN2 wypS2 PENR yWal a8t T 158aQs ¢
the Altairnarrative to Ezio and the player.

2 For further information on User Interfaces, sBeyond the HUD: User Interfaces for Increased Player

Immersion in FPS Gam@sagerhold and Lorentzon, 2009).

L A foldback structure in a videogame allows a varied ordering of both the gameplay and thevearrat

content. There is typically a main quest that must be completed in a linear order and other secondary
narratives and quests that can be accessed in any order.
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the time that an anachrony lastthe length of a flashback or flagbrwardd and
Genette makes use of the term to describe
(Genette 1980, 48) Some memories represent events occurring when Ezio was a
youngerman, such as the Christina memofiesDesmond can interact with these
memories in order to understand Eziods e
shaped his personality; similarly, the ability to traverse the memories of Ezio is a
significant factoiin understanding him. This is a sophisticated temporal structure in any
medium; the different memories are woven together to create multifaceted
characterization and complexly interpenetrating narrative consciousness. Desmond
accesses the memories o8 f@ncestors in the DNA he inherits from and shares with

them through interaction with the Animus. Integrating narrative and -patrative
information, the Animus controls the representation of the different temporal aspects of

the narrative, as well awhat the player can and cannot do throughout the game.
Functioning much |i ke the holodeck of Mu
Desmond to interact directly with his ancestots becomeAltair and Ezio and relive

their memories. The player isuth able not only to control Desmond but also, through

the Animus, Ezio, and thereby to reliver replay the memoried or narratived
extracted from Des monAdséssa sBsN M. & sipgiatieefmiin i2mu s
the first game to allow NPCs (ngutayable baracters controlled by the computer) from

the Desmond narrative to communicate with Desmond even while as he is immersed in
Ezi obs memor i es, -diageticinfermdtionasch as mapp and héstorical n
facts to Desmond. The DNA memories thahstitute crucial aspects of the diegesis

and help to connect its parts over wide expanses of story time are sometimes accessed

ludically and sometimes simply as recounted narratives. A number of memories have to

> These are optional side missions in the game.
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be ludically completed in a specific timayolving such gaming activities as fighting or
racing; the time taken to consume these memories by players is measured in minutes
made visible on the screen. Alternately, there are other memories whose time for
narrative consumption is measured in daysven week$ although ellipses and an
exaggerated timeframe actually allows them to be completed in minutes or hours, rather
than the longer timeframe that would be necessary if the game were completed in real
time.

The structure of memory and relig past events presents the main narrative of
the game as a chronological set of memories requiring the player to follow a linear
progression, with certain parts of the landscape inaccessible until the narrative demands
it. However, structurally speakinggliving memories allows the game to be presented
as a semi i near or fol dbalckx 6naarmr abipea@a. wo rélSd i
predominantly no#linear structures that try to maintain narrative immersion through
allowing the player to roam the entire laodge at will, without being channelled in a
particular direction and with the ability to complete tasks and quests in anybrhter.
the Assassins Creedfganchise, the combination of sandbox and linear play allows both
a traditional narrative structuand free gameplay. Usually, sandbox games are non
linear in that they allow access to the whole landscape and the player to choose which
parts of the game or narrative she wishes to explore, rather than be led along a specific
route that has been decidby the game designer (there are few truly sandbox games
that have narratives as understood by narratology, howeres).s as si n giges Cr ee d
immediate access to most of its landscapes and the player is able to complete some game
content in whatever ordshe desires. The foldback structure of the game allows certain

events to be presented linearly, whilst the majority of the game events can be accessed in

%8 Games such akhe Elder Scrolls V: Sky(Bethseda 2011and Red Dead RedemptigRockstar
Games 2010are also examples of foldback, or sandbox, games.
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any order. This structure allows a game narrative to be broken down into chapters, or
segments, andives the player the ability to access these segments at different times,
thus allowing for both narrative and ludic variation and integration. However, this does
not mean that the player can access all content at will; if the player attempts to access
parts of the narrative oA s s a s s i n &hat ai@ mprehebded Ry this structure, the
Ani mus displays a message on the game scr
available in this memoryd and warmechg t ha
area, desyncronisation will occur and the memory will have to be relived (replayed).
Many games require replaying, but here the game requires replay through loss of
narrative memory, rather than ludic character death within the narrative, subtly
acentuating the playerdés engage manddeathwi t h t
ludic conventions of gameplay.

The next two sections of this chapter test videogames against additional aspects of
Genettebs theory of na rethatthdrevtan theyearma pvery bitl i t y
as complexly narrative as other media and that videogames go beyond narrative in other

media through their ludic elements.

Beyond Classical Narratology: Ludology and Time in Videogames

Whilst all stories move in onelirectiord forward (Porter Abbott 2007, 39)the
complexity of narrative temporality (as opposed to the diegetic historical temporality
address in the previous section) leads Genette to devote two of his five chapters in
Narrative Discourséo the topic. One chapter considers temporality in terms of duration

(6t he r el at i o-ofsthry/lengtdpfanfalr r d@enestee TO80N 88])the
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ot her addresses it i n terms of fweeatheiency:
narrati ve alGehettt 980, 1B3))egesi s o6

Videogame narratives have much in common with other narrative structures.
Teresa Bridgeman considers that temporal and spatial relationships are essential to our
understandi ngnaoft marratheesibst s posit two
which are generally refer(Bralgeman@004588)Inist ory
Genettebs work, these correspond to o6er z?2|
t i mE@&énétte 280, 33) story time is the time frame in which the narrative occurs;
narrative time is the time taken for the reader to consume the narrative. Genette defines
narrative time as pseudoi me , having O6no other t empor e
metonymically f r om i t s(Genetta 1980e 3 )dakabd dthe agrees, stating
t hat it i's impossible to danswer the ques
60t he only rel evant OJdysamethiagtthat Jaries foom eaderaod i n g
r e a dLethed2000, 57§* Whilst this is an issue through all media, it is in written
fiction and videogames that the time to consume a narrative is particularly variable. In
film and most other audivisual media, a narrative has a predetermined time. A film,
for example, has a total length usually given in minutes, and this is the time it takes to
consume the narrative. Within the narrative time, the viewer constructs the story time
based on the events presented. The viewer constructs the story time lveitharrative
time O6through identifying its events and
s p a Bedwell and Thompson 2008, 70)ike other media, videogames contain both

types of temporality the story time of the diegesis and the time it takeplay the

2 KSNB DSySiGiGS LINRPLRZ&aSa (o2 YNMakafive in Fictiare A fFilmOF G §3 2
constructs three:

1 hNRSNJ 62NRNBOY FyasSNBE G(KS ljdSadArzy WeKSYKC
2 5dzNIF A2y ORAINBSOY FyasSNBE (KS |jdSaidrzy WK2g
3 CNBljdzSy 08 O0FTNBIdzSyOSoY | yEoh&2080, (1 KS 1jdzSadaz,y
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game. However, videogames also havie the
the narrative story t ha tscenes and diabbgus andhthet ot a |
gameplay story the story described by the actions the playertakas t he game wc
(Allison 2010) resulting in a third timeframe f.
theory offers no account. Through ludic gameplay, the videogame surpasses even the
embedded and enacted narrative structures of other media addingsteaty Jenkins in
his discussion of <c¢lassic defaaemarewelesst or y
chronological (the [enacted] story of the investigation itself) and the other told radically
out of sequence (the [embedded] events motivaeingd | eadi ng up to
(Jenkins 2003, 126)

To avoid confusion, | propose the following terms to address the temporal aspects
of videogame narratiyve, based on Genetted
framework(Juul 2005, 14244

Story Time:t he t ot al | ength of the narrative

Narrative Time: the total length of the gameplay story

Playing Time: t he t ot al time needed to O6dconsurl

The story time of a videogame corresponds to the entire temporal framefvtirk

story, from the earliest point in time found within the diegesis to the latest; this is the
erzahlte Zeit or story time. Bioshockt he o6 nar r at(Stabeart20ltRea pt ur e
story tim& covers approximately fifteen years from the end of \Waxar 1l until the

conclusion of the gameplay story; however, the narrative time occurs over several hours

at the end of the story times duration. Ars s a s s i n,dhe st@yrtime af the?Ezio

narrative runs parallel to the fictional time, withthedai est poi nt i n the
birth marking the beginning of both the story time and fictional time and ending with his

retirement from the Assassinds order (alt
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concluded with a later animated film 4t years after his retirement). When looking at

the franchise as a whole, however, the story time becomes significantly longer.
Beginning in the Twelfth Century with Altair, and ending with Desmond in 2012, the
story time of this whole covers approximigte millennium, while the Ezio narrative
takes only a small portion of this total time. The use of narratological conventions such
as analepsis and anachronies within this structure, as with other media, allows the player
to interpret the elements of tiharrative and to place them in a chronological order and
thereby establish the chronology of the story time, given that discrete elements are
discovered nosthronologically.

In Bioshock the narrative time of the game takes place approximately in 1960,
although there are no signifiers within the game other than visual references to a New
Yeard6s party to welcome 1960. The narr a
protagonist is strandedt sea and enters the underwater city of Rapture; both the
narrative time and story time end with the escape from Rapture after the ludic climax of
the game and its final cstene. The discovery of the narrative takes place primarily in
what appears tbe real time; that is one minute of play correspond to one minute of time
passing in the diegesis. The game uses audio recordings and ghostly visions of prior
events to allow the player to discover elements of the story time as she plays in the
narrativetime. The temporality of the narrative within this and other videogames, so
far, is constructed using the same techniques as traditional literature, such as those
explored by Genette iNarrative Discourse.

The playing time of a videogame is similar teetnarrative time discussed by
Genette. He considers that narrative ti mi
for fAconsumi ngo i tcrossisgortrdversingi it(enetta 980d3&d f or

(original emphasis)) In the case of a videogansuch aBioshock the playing time
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varies, taking anywhere from approximately eight hours to over 20 hours, depending on
player choices, including the level of ludic difficulty, and the degree to which the player
chooses to interact with the story tinoé the game. This can allow the player to
foreground the ludic aspects of the game, or to engage indepth, timeconsuming
exploration of the landscape to uncover all of the embedded nafratSamnilarly, in

As s as s i n,dGhe thréea irstalohentan be completed in as little as 30 hours if the
player follows a strictly linear path and avoids the optional story content. Completing
the games with a shorter playing time does not influence the narrative time of the game,
which is authored by the ge designer and is a fixed length. A full completion and
understanding of the narrative, however, can take a significantly longer time; in
vi deogames, as with other f or s videdbganfei ct i o
can vary widely from person toperson. These games clearly demonstrate that
videogames can sustain narrative temporalities in their story worlds every bit as complex
as in other media and that the division between narrative and play, far from setting
videogames outside of narratoloditiaeories, requires new narratological theories to be
developed to explicate them. Once again, narratology and ludology are shown to be

deeply implicated in each other in videogame design and consumption.

Movement Across a Narrative: Temporality in Videogames

Videogames, as we have seen, share the same temporal basis as traditional narratological
texts. However, the temporal framework of videogames takes this structure and not only
keeps up with it, but goes beyond to change and to make this framewoglcomplex.

We have seen that, for Genette, narrative time is the time it takes to consume a narrative

?® This will be discussed in depth later in this chapter
?*To get from the openingcene of a game to the closing scene through play.
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and the story time is the timeframe in which a narrative occurs. Genette does not stop
with this basic distinctiomarrhad i geesno¥ven
(Genette 1980, 94hat navigate between the two temporalities: pause, scene, summary,
and ellipsis. These movements, when taken together construct the passage of time
within a narrative, with each of the four having a different teralpfunction. Genette
uses the following to describe these four narrative movements:
Pause: NT = n, ST = 0% Thus: NT D> ¢
Scene: NT = ST
Summary: NT<ST
Ellipsis: NT = 0, ST = n. Thus: NT<b ST
(Genette 1980, 95)
This schema describéise relationship between the narrative time and the story time, as
it is found within a traditional narrative. This also forms the basis of the narratological
analysis of videogames; therefore, each of the narrative movements will be considered,
beginningwith ellipsis.
Ellipsis is a major part of the narrative construction of most videogames, as it is
with many other media, an omission of information that is not relevant to the narrative,
such as sleeping, eating, travelling to familiar locations ansopat grooming. This
can take several forms; for example, many
revisit locations once they have been discovered. The player chooses the location on a
map and the game takes the character there, withouet#te for repeatedly traversing
the landscape. As well as this general ellip8is s a s s i n &antaird rthe éhke 2
narratological suzategories found ifNarrative Discourseand which Genette terms

explicit, implicit, and hypothetical ellipses. Explic el | i pses are t hose

be ' bENNFGAGS ¢AYST {¢ ' aG2NBE GAYST kB I' LYFAYA
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from an indication of time they §enettte [ .
1980, 106) Put simply, they are openly referenced in a narrative, for example, having
characters commenting on the passafjime, or a written presentation of dates that
make a temporal omission cleaA s s as s i n Qses tler Amimub toZonstruct a
chronol ogi cal tempor al sequence, the earl |
Each DNA sequence involves a new tfraene, the date of which is shown both on the
Animus screen and at the beginning of the memory, explicitly making the player aware
of the ellipsis and the period that is omitted from the narrative.

Complicating the narrative structure of videogames hert the second
subcategory of ellipsis occurring IAs s as s i n 6is im@iciteebipbes, 2hose
i nstances Owhose very pr e(©Senatte 2980, OPubaft ann
which the player becomes aware through play. At several poidis massi nds Cr e
there are references to events in the Desmond narrative that the player becomes aware of
through talking to NPC characters and reading their emails. In doing so, the player
learns of norudic information such as Desmond having nightreatiee only reference
to this information in the whole game. These events do not occur within the story time
or fictional ti me of the game, and theref
primary interaction with the narrative. Less obviousnthimplicit ellipses are
hypothetical ellipses, omissions in a narrative that have no temporal placement. The
only way these ellipses can be placed is through their relationship to other narrative
factors, such as characters, specific settings, and émsevccurring around the ellipsis.
Whilst the emails of the NPCs ks s a s s i n @re imdicite ieisleas¥ to situate
them temporally through repeated interaction with the diegetic computer system, they
also indicate that Desmond frequently emergemfThe Animus and carries out tasks

in the primary diegesis, despite this not taking place during play. The discovery that he
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emerges frequently and carries out routine tasks places is hypothdahea¢ is no way
to place these events within the ndu@or ludic structure of the game.

Ellipsis is not alone in constructing videogame narratives, and alongside
As s assi nofsquent e af ellipstsssummary can be used to deliver narrative
information that exists outside the gameplay narrati¥eo r Genett e, S Umm:
form with variable tempo [ é] which with
range between s(Geneite 1980n W) Mote Isimplys Ba defines
summary as Oa suitabl e 1 ns treademm®mdgeanihgo r pr
background informati on, or (Baf 2009, W®bynect i n
condensing information and presenting that information to the reader, viewer, or player
i n that concentrated for m. Utral exclugivdy par t
between games and narrative. In his MA thesi§lash between Game and Narrative,
Juul positst h a't in videogames, 0t he now of t h
representation of s ome t(Joul 1999, 38)ang pvlElemeartyg an o
vi deogames certainly followed a structure
videogames temporality, this is no longer the case. VideogamehsaBioshock, Alan
Wake(Remedy Entertainment 201@ndDoom 3(id Software 2004)nsert information
such as written text, audio recordings, or visual signifiers into the landscape to enable
the player to construct a narrative, separating the narrative time from the fictional time.
This allows the playewotnot onlyplay the game in the present, as Juul deems necessary,
but also allows the player to interact with the entire narrative temporality, collating and
constructing the composite information of a previous timeframe into a coherent whole.
In Assassif s  C2Z tlesetakes the form of inserting extlgegetic information into the
game. TheA s s a s s i rré@nshiseCuses andhistorical basis to the game, placing the

fictional narrative within a wider factual structure, which has been created withlghe he
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of professional historianSternfeld 2012, 269) This includes the presence of historical
figures, locations, and architecture in the game. These elements are signalled to the
player using a short textual explanatiopon their discovery. For example, when the
player discovers the Little Hagia Sophia church (a real location in Istanbul), she is given
the following information: 0The Ottomans
Hagia Sophia. It was a Byzantioburch initially, built sometime around 500, and many
believe it served as an early prototype for the larger Hagia Sophia cathedral built a few
decades | ater o. This information is fact
world that transcets the fictional, and allows the player to interact with a seemingly
historical narrative setting, without it encroaching significantly on gameplay or the
fictional narrative.

Scene is the most problematic of the four movements in videogames, whist
seemiy t o be the simplest. Returning to
considered to be an O6equal i t(Genetief1980,i94he bet
and involves event s d tompaiablegto time ia the real worldd r e a |
Juul,broadly agrees with this as a definition for videogames, and in his consideration of
narrative wunderstands the term O0scened t
relatively t ake gJuuhl999]3t)mefepctiraythe Aristatelicanmity af o n 6
ti me. He draws on t hi s -bdsedcomputér game always a s s
passes with the speed of a scene: one minute in the time of the game corresponds to one
mi nut e o fJuulpl990y 31 Although initially this appears tbe true, an
inspection of games such Ass s a s s i n @sdRed Dead RedenptiiRockstar
Games 20103hows that time does not pass with a 1:1 ratio; howeverjsloairect in
his assertion that Opressing t hdfectbtihe e key

game wWduul 2@DH, 142A43) Juul, inHalf Reab,consi ders t hat omnm
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games, and in the traditional arcade game, the play itifietional time relation is
presented assndbedommgsi el & t hat 0t held, game
happeni ng i(Juul 20852 14248)i mesdindeed true that the physical
interactions of the player affect the game in real time, but the presentation of fictional
and story time in the game does né&dr nece
example, the passage of time within the diegesis is made visiBlesis as si nd6s Cr €
through the passage of the sun, moon, and stars, which have a set rotation, as they do in
real life. But, this is not the same as the playing time or the narri@me of the game.
Red Dead Redemptig¢Rockstar Games 2010¥ses a similar structure with the sun and
moon traversing the sky, but sets a ratio of 1:30, where-fzo@v period in the story
world takes 48 minutes to pass in the game. There is thetip amd a dual temporality
at work, encompassing both the réale effects of interaction with the fictional world
and the internal temporal structure of that world, but they are different time frames,
occurring simultaneously in the same game section.

Whilst the temporal aspects of a videogame scene are not at a 1:1 ratio of the game
to real time, the action taking place within that scene are, establishing a sophisticated
temporality within a game narrative, one that uses two concurrent timefram&ed In
Dead Redemptigralthough there is a 1:30 ratio (one minute of game time represents the
passage of 30 minutes of story time), the actions of the player are delivered as Juul
states, O(Juul 2005¢ 2) Thisiisraendre complex temporal naitre than
anything in Genetteds system: not only dc
these are overlaid and the player must interact with both temporalities simultaneously.
For example, inAs s a s s i n pthere @ne enssions 2zhat must be ctetgd at a
specific time. Ezio must wait until dawn or nightfall usually to complete a series of

tasks, and whilst the passage of time is truncated to allow a full 24 hour period to pass in
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mi nut es, t he acttiiomed akwe np $agdcotthesisuim, tadoree ag a s
and stars continue to move at the faster speed around the action.
Moving on from definitions of scene, pause involves halting a narrative in order
to insert some other information, such as description. Historically, pause hathéeen
most popular way to insert narrative information into a videogame. This technique
began in order to allow the action of the next scene to be loaded at a time when it could
take several minutes for the information to be transferred from a cassette thgle to
the computer. In the 1980 garRacman,t he O pl ayer sees fAlnterrt
feature [Pagna n ] c h a s i(Howgells@®02,s1113 6 Thi s game &écon
simple narrative, even using mosgyle scene markers to divide it into act3his
coincided with the move of videogames from arcades to the home, and the ability of the
pl ayer to save their pbrdo @esgees thenrwdntdando c ont
incorporate narrative information into the -@tene, breaking the tensi@f the game
and providing the player with a reward for their ludic skill, as well as to allow the next
game segment to load. Sacha Howells ciim®b Raideras an example of this reward
structure, in which the player, after defeating five levels ef gme, is shown a
0slickly prsodarce do fC Glheouaedlks todatla Headguarters,
where she uncovers t(Havele2002t113)i ece of t he j
Pause and summary are closely related, in that a pause in a narrative is
frequertly used to allow a summary to take place. Whilst thescehe provides
narrative and ludic information, game designers are beginning to make games that do
not prominently feature ctdcenes, partly to alleviate the objection that some gamers
have to thegame being interrupted by the narrative, instead inserting the narrative
through other means, such as the aforementioned summary. However, the ludic

structure of videogames still uses pause; usually this involves panning over the
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immediate landscape thow t he pl ayer t he é&%battleoroan me n't
spatial puzzle, recognisable as a visual relation to the establishing shot in
cinematography. However, these animated shots function in the same way as pause in
traditional narratives, halting ¢haction to provide further necessary information.

Taken together, these four movements construct the passage of time in a
narrative. The interplay of the four movements allows the reader, viewer, or player to
create a chronological order of that narratidespite events being delivered fion
chronologically. This is the same for videogames and traditional narratives, despite
objections. The four narrative movements allow play and narrative to be integrated,
rather than separated; narrative informatiom ¢e included into a game without
detracting from play, whilst the temporal structure described in narratology is also

found in the ludic construction of videogames.

Flash Backi Or Forward: Prolepsis and Analepsis in Videogame Narratives

One of the primary narratological strategies usedim s a s s i n26ssanaepsis,e d
defined inNarrative Discourseas6 an event that took place e
story where we ar e (Ganette 4989, 40y The eniire gamene nt 6
franchise (up to the end & s s a s s i n)isconStructed ds aZeries of memories

that the playey and Desmond interact with in order to complete both the game and

the narrative. As the definition of analepsis is so broad, Genet@\sdbs it into two
categories, internal and external analepsis, which are differentiated by the narrative

level at which they occur (as discussed earlier in the chapter). An external analepsis, as

*The Boss is the culmination of the gameplay in a level and is usually the hardest enemy to kill.
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the name suggests, is one that takes place outside the first, or fraragesisli whilst
providing narrative information. An internal analepsis takes place within the first
diegesis, albeit at an earlier time, and again provides narrative information.
Structurally, the entire Ezio narrative &fs s a s s i n 6is a s€riee aegdternal
analepsis, as it is separate from (in temporal terms as discussed earlier) but nevertheless
dependent on and occurs within the Desmond narrative. Other videogames also use
external analepsis, albeit less explicitly to carry a narrative forwBiashock for
exampleuses a series of ghostly scenes, which take place earlier than the fictional time
of the game to help construct the narrative. These scenes do not take place within the
primary temporality that the player interacts with, and so external, rather than

i nternal ; as Genette writes they Onever
nar r g@enettecl®80, 490). Here, the notion of the embedded and the enacted
narrative structure comes to the fore. The scenes in whiclplélyer/protagonist
observes earlier events Bioshockare instances of the embedded narrétitlee story

of Rapture and its destruction, all of which take place before the arrival of the
protagonist. These are embedded into the game for the player teyrstwould she so

wish. Crucially, whilst these ghostly images would usually be an example of a pause in
traditional literature and film, iBioshock the player is able to ignore them in favour of
playing if she chooses and so they do not automatitiaigtion as a pause, but instead
remain embedded within the game landscape unless the player chooses to pause and
explore their relevance. Narrative, therefore, is integrated with the gameplayore

common in videogames than external analepses in dher media- is internal
analepsis, used to provide relevant narrative information. In many media forms
anal epsis is more commonly known as a of

t he term retroversion, avoidinngss andf | ash
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psychol ogi c a(Bal 2009,88) dMany mmedia, mnsluding videogames, utilise
analepsis as part of the narrative delivery; Wracharted franchise, theAs sassi no6 s
Creedfranchise, andHeavy Rainto cite just a small sample of videogames this

structure to assist in the construction of their narratives. All of these games allow the
player to control a character within this analeptic narrative delivery, featuring the
protagonist (and even the antagonistHeavy Raih enacting events #t take place

prior to that of the main body of the game and narrative, but that take place within its
narrative temporality.

In Assassinods Cr e whkn plaBimgoas hzio, htteere dis the
opportunity to complete extra quests and missions that harect relevance to the
gamedbds plot, with one set of these missio
player achieves a certain level of synchronisation with Ezio (that is, a certain percentage
of the game is completed), repressed memories becaane &va bl e vi a Des mon
In the game, this is explained to Desmond via another character telling him, "One last
thing: as you raise your synchronization by executing events the way Ezio lived them,
you might discover some... repressed memol{gbisoft Games 2007 2011) These
repressed memories, dealing with Eziobs
internal analepsis, but are also mataleptic; that is, the portions of the games
concerning Ezio are memories and are analepses, these fum#meories are also
analepses within the analepsis being played. Furthermore, this second analepsis is an
instance of internal analepsis, rather than external. The events within these particular
memories occur after the beginning of the Ezio narrativepthger interacts with,
whereas the analepsis dealing with Ezio are external to the 21st Century narrative, as
they do not relate directly to the first narrative, through character, diegesis or storyline.

In the game, there are five of these optionakriml, analepsis to be played out, which
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result in small cuskcenes; these catenes are based on the novel adaptation of
Assassinobés Cr @Bewlen 20R®andachast tha interactions of the lovers

t hroughout Eziobs |ife, from his first me
1489. These memori es, as already intimat
relation to the gathedidisnal limedf tre game itsplfl amd soo n ,
can be considered in their entirety as internal analepsis; that is, all of these quests take
place within the fictional time of the game. These are specifically narrative elements of

the game, with no ludiéunction and their sole purpose is to bring about a narrative

understanding of Ezio as a character.

Conclusion

As s assi n,bas!| h&e shewh, a@heres to the rules of narratology as defined by
Genette inNarrative Discourse. Despite Genette beingoncerned primarily with the

written text, and the vidgmme being an audisual medium the concepts he
established through t Remembraace of Things Pasfrve Mar c e
as the basis for a narratological study of this medium. Natidd#logames will adhere

to a narratological readirigafter all, not all videogames are narrative based. However,

| have shown that videogames are capable of withstanding such a reading especially in
terms of temporality a contested area in defining a@atjame as containing narrative.

The next task is to consider how videogam
and what further tools the scholar might require to fulfil an exhaustive narratological

reading of a videogame.
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Chapter 3: Narratives of Space in Videogames

So far, the analysis of thes s a s s i rr@nshiseCshosve tat the temporal structure

of many videogames can accommodate even the most complex aspects of Gérard
Genettebs narratological t h e e that tbefy alsboe mp o r
exceed them. Genettebs concepts predate |
account of the ludmarrative hybrids that we find in them. Temporally speaking, game
franchises such a& s s a s s i rcéngakeCovee £06 hours toropleteéd far longer

than most other meddaduring which time the player gains expansive and deepening
insight into the protagonist, the diegesis, and the l&getic narrative structure

through direct ludic interaction with them rather than reading oring@alone. Playing

a videogame for numerous hours enables other kinds of narrative depth and complexity
besides the complex temporalities articulated by Gendtte.s a s s i n §Ubisoffr ee d
Games 2007 2011)is not only set in the Renaissance periagl ltidlian landscape is

further represented with historical accuracy (albeit simplified), offering the player
insight into this period through representations of its architecture, furnishings, costumes,

and characters such as Leonardo da Vinci and the &8tagiily, who are loosely based

on their historical namesakes. Beyond reading, viewing and interacting with characters,

the player makes her way through the game world, uncovering spatial as well as
temporal narratives as she traverses areas based aodchl map of Italy. This
exploration requires mastery of the videogame space through direct interaction, a
recognised and oft discussed feature of videogames. Yet this mastery and coverage of
space furthermore creates a narrative complexity not cotgnadidressed by scholars

and not found in other media.
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The mastery of space has featured throughout videogame history; early games

such asAdventurg(/Adams no dateandThe Hobbit(Van der Heide 2012)raw heavily
on and adapt the literary tradition of ttpgest, focusing on the journey of a hero through
a landscape to find a treasure or goal. Mario is tasked repeatedly with rescuing the
princess: the game focuses on the journey he makes to reach her, the obstacles he
overcomes, and the enemies he defeatsorder to liberate her. Indeed, most
videogames focus on a journey from one place to another, echoing the quest narratives
of literature such a¥he OdyssegndLord of the Rings In videogames, however, the
player not only vicariously accompanies t®tagonist on the quest (as is the case in
other, physically passive media), she is the driving force that moves the protagonist on
that quest through her control of the prot

The game apparatisa software enginénait renders thredimensional

form an embodied perspective, directed in real time by players through

the physical interfa@ achieves what the cinematic apparatus cannot:

a sense of literal presence, and a newly participatory role, for the

vi ewer [he] flYielse t hat és what I seeo of

suture, but goes f udd (Rehak2003,t121) s O6Ye s,
Whilst the reader or viewer may control the momentum and pacing at which she reads
or witnesses a herods quest in other medi
she can revisit specific moments by rereading or rewatching). In videogames, this
linear structure is regularly abandoned, as players must revisit particular parts of the
quest to defeat obstacles ludically and may perform different actions when revisiting
them in order to attain greater success, such as finding hidden items that ss¥d mi
the first time. Da nt e 0 s (Elecirdnie Arts @01Q)loosely based offhe Divine

Comedyijllustrates how the videogame quest differs from the traditional literary quest.
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Unli ke the poemdébs Dant e, t he ganmeldlée Dant e

has already visited to collect items he
circle. Red Dead RedemptiqiRockstar Games 201@pes further than this to allow
players to roam the landscape at will, fulfilling missions and questdlabhany order,

with only a small proportion requiring sequential completion (and these relate to the
narrative more than the ludic elements of the gdme}ole-playing videogames such

as Dragon Age: Inquisition(BioWare 2014,) Skyrim (Bethseda 2011and Fallout 3
(Bethesda 2008plso present nonlinear options to players. Evolved from earlier
Dungeons and Dragortgpe games, which in turn evolved from fantasy fiction such as
The Lord of the Ringg¢Tolkien 2007 edition)these too go beyond spatial naxmt
structures in these older forms. All make mastery of, and progress through, game space
the basis of both narrative and ludic completion. Without such mastery and progress
through play, the narratives cannot be completed.

The importance of setting ardndscape in videogames has been extensively
addressed by videogame scholars and narrativists alike: Espen Aarseth, a noted
|l udol ogi st, states that o6éthe de(E.iAarsethg el
2007, 44) narratologist Marie aur e Ryan perceives that

s p a t(Ryan| Avatars of Story (Electronic Mediations) 2006, 228)d at least one

N

el

O «

bookl engt h study has been made of sVideoti al it

Game Spees: Image, Play and Structure in 3D Wor(@908) The worlds created for

videogames range from those based on real locations (suchA &ire (Rockstar

Games 2011pet in 1950s Los Angeles and the historical settings ofAtkes a s si n o6 s

Creed franchise)to the fantastic landscapes ®he Elder Scrollsand Dragon Age

franchises, to the pesipocalyptic renditions ofhe Last of UgNaughty Dog 2013)

*Thisis a variation on the foldback structure discussed in chapter 2.
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Metro 2033(4A Games 2010xandDead Island(Techland 2011) In each, settings and
landscapes are instruntal and indispensable to narrative and ludic structures alike.

In my discussions of prolepsis and analepsis in the previous chapter, | alluded
briefly to embedded narratives, indicating how they are part of the temporal structure of
videogames, allowinglayers to engage not only temporally unfolding narratives but
also different narrative temporalities within a single game. Henry Jenkins considers that
games fit into 6éa much ol der tradition of
simply tell ¢ or i es, t h e y(Jenkiass20@8n3) Warld Hedigndinvolves
situating narratives within the landscape itself: for example, audio files, legible
documents, visual objects, collectibles, and interaction with theplagyer characters
who occupythe | andscape. Jenkins notes that 6
the preconditions for an i mmersive narrat
designers Oembed nar r miseenwseenéi(Jankinsr2008)t i on wi t

This mode of narrative delivery is also known as a pull narrative, in which
designers Or el pulltome t rhaCalejd 29Vvker23)bud of the
landscape, generally allowing them to choose whether to interact with such objects and
charactes or ignore them and miss out on the narratives they convey. Pull narratives
emerged in response to the perceived disconnect between gaming and narrative
consumption that | addressed in my introduction and Chapter One; in embedding the
narrative in the ladscape, a game is able to function on both ludic and narrative levels,
without either necessarily detracting from the other.

Exploring Rapture irBioshockis an interactive experience; that is, the player
can interact with most of the objects in thiycioilets can be flushed, chairs can be sat
upon, and doors, even if they do not open, can be tried. The majopsifock s

story is woven into the landscape through a variety of techniques; audio files are
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scattered throughout the landscape and plager needs to discover these as she
traverses the game world in order to fully understand the narrative. There are 122 audio
files in total, ranging in content from personal diary entries to messages for other
people; when these are found and a tineelf events constructed, they comprise the
majority of the metanarrative, leading to the point at which the player enters the game.
Although the use of audio logs is not unique in videogames, their embeddedness in the
game world means that the player sloet lose control of the avatar whilst the narrative
is delivered orally. Alternatively, if the player is not interested in the narrative
experience, she can choose to ignore these elements and concentrate on the ludic aspect
of the game. These audiogky as mentioned, function as a narrative soundscape,
providing a great deal of the narrative information.

Audio logs are joined by ctgcenes irBioshock which unfold like audiovisual
film sequences set agai nst t hese leveal thel r o p ¢
actions of splicer®®t he 6éghostso6 that inhabit Raptur e
found all over Rapture, one particularly illuminating example appears near the
beginning of the game. The player has just exited an elevator and been introduced to
the plan for the protagni st (and player) to save anoth
walks slowly forward, she sees a shadow on the wall of a woman leaning over a pram
(Figure4). If not interrupted, the woman will speak the following words, sung to the

tune of the lullaby, O6Mockingbird©o:

* The addict inhabitants of Rapture
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{8 Electro Bolt

Figure4: o6 Moc ki ngcerier d6 Cu't

When your daddyos in the ground, mommy
pound.
When your mommyds up and gone, youore

When you are the lonely one, no one will be there to sing this song.

Hush now, Mo mmy 6 s gsmgingstapsiatid daddy t oo.

character speaks instepd

Wait, this is happening before. And none. Why aren't you here? ...

Why is it today and not then when you were warm and sweet? Why

can't mommy hold you to her breast and feel your teeth?

(2K Games 2007)

It takes over 30 seconds to run through this animation, which can be lisbewabddut
interruption or ignored, as the player wishes, without any loss to the game playing
experience or ludic progress through the landscape. These integraieceroes
provide fragments of the narrative, which, when added to the information fran oth
sources, can be pieced together like a jigsaw and to make up the entire narrative of

Rapture. This is something that Ken Levine, one of the main design8&issbiock,
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was clear that he wanted to createme he st
cutscene, game, cgcene, game (Kumar & Nutt, 2008), does not integrate play and
narrative, and therefore, he considers su
worl d wasbids.i mpBgedc¢ntr ast ,-scenes takeiuglat dfe si gn,
chaff space, because of storytelling stuf
& Nutt, 2008). Joining larger plot arcs, Levine uses the landscape to nuance and detail

the broad strokes of the narrative and to bring more subtle ardgedf iato it. For

example, some allow the player to gain an empathic understanding of the process by
which Rapture has become dystopian; others enable her to perceive the splicers as the
people they used to be rather than simply the enemy monsterssbioibter game. The

splicer referred to above is represented as insane, but at the same time, she is shown to
have been a mother with a baby and husband. This mother, addicted to ADAM like all
splicers, may have (although this is conjecture and narratigepretation) given her

child to Ryan and the Little Wonders Educational Facility after the husband was killed
(6when your daddybdés in the ground, mo mmy 6
words of the lullaby, the splicer hovers between past@edent times and spaces,
yearning for the child to be with her in
Why can't mommy hold you to her breast an
understands that the babuyseditsberootta codwadr m ar
inhuman Little Sister, draining ADAM from corpses to feed the addicts. Whilst this is

not carrying forward the plot of Raptureo
impact of its systems and seeks to elicit a sympiathhesponse to the inhabitants,

despite their murderous addiction to ADAM. Levine additionally perceives that the cut

scene is intended to create a sense of horror as well as sympathy:
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Bi oshoskory is "Il oss, | os s, |l oss. O Lo

loss of love. That's what makes it horror. That's why one of the first

horror things you see is the woman with the baby carriage. There's

no baby in there. She's lost her mind, and she's lost the thing she

loves. (Kumar & Nutt, 2008)

Videogames use environmental storytelling to differing degrees, ranging from
using collectible items representing traditional media, such as books to provide
historical narrative information in tHelder Scrollsseries, to using the environment in a
way that requires the player to interpret historical eventBalout 3 (Bethesda 2008)
through visual recognition of spaces and spatial navigation. Faleut franchise of
role-playing games bases its narrative and ludic prewmsa post@apocalyptic version
of the US, with the third instalmenEallout 3, set 200 years after a nuclear war has
ravaged the landscape, leaving most of the population dead and the planet heavily
irradiated. O Th-aturgte,peseppcaVvViygéia settong
Mosberg |l versen of the 1950s inspired b a
atmosphere of ravaged civilization and the adult themes can be seen as merely a ploy
for attention, there is reason to regard the games amme&at on currently relevant
topics. The whole series invokes issues such as consumer culture, corporate power,
propaganda, raci sm, a nldersant2@LR)with the seeenaglys t o
dead environment directly commenting upon those issuay.tod

In Fallout 3, the main narrative arc takes the form of a quest, and in pursuit of
this quest, the player needs to traverse the landscape, not once, but several times,
discovering discrete locations, characters, and remnants efigorémerica. The
p ayer controls a character of her own de

the ruins of Washington DC, in search of
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Liam Neeson). Scattered throughout this landscape are many embedded micro
narrativesthat the player can discover, ranging in scope from vignettes that show the
fate of a single family to more elaborate representations such as journals amquaesitse
that offer the player insight into some of the wider gag®icalyptic cultures that have
grown up in this alternate America. Thaghile many locations do not offer much in
terms of quest opportunities or loot they often present a variety of atmospheres and
e mb e d d e d(lvessbro20li2)eSarah Grey also addresses the atmospheric qualities
of the | andscape in this game, noting tha
and fear as well as subverting expectatic
societal place, and enaldin her &6 phi | os o p(kieyx28d9) Whdenthee mp | a't
search for the father continues some of the traditional quest narrative structures, this
game foregrounds political and cultural narrative ideologies.

This form of narrative delivery, known as bedded or Environmental
storytelling, then, fulfils a variety of narrative functions. Hallout 3, when the player
first guides her character into the landscape from the relative safety of Vault 101, she
discovers an environment that is worn by time destroyed by the war upon which the
game franchise is premisedSpread over more than 140 locations, the player must
discover the narrative of this future Washington through spatial navigation and
environment al engagement ogical hamratie drajectoriesp n t o
there are ludonarrative ones; Jenkins lists four ways that environmental storytelling can
be achieved: evocative spaces, enacting stories, embedded narratives, and emergent
narratives. All four appear iRallout 3. Evocatve s paces are those the
previously existing narrative competenci e
i nt o ¢JIpnkinse260) t hese precede the playerds

Recognisable locations assist this procesd-atlout 3, the player is traversing a
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futuristic Washington DC, and as such can find predagtactual locations that have
become eroded or destroyed in the game, such as the Washington Morkigweebj,

the Capitol Building, the Jefferson and Lincoln Memorials, and even the White House,
placing the player in amnheimlichsetting familiar, yet defamiliarised through the

effects of the war and the time that has passed since the waiggesh).

Figure 5: The Washington Monument In Fallout 3 (Left); The Monument Today (Right)

Enacting stories reflects the difference between the narrative timeframe and the
story timeframe as defined in chapter 2 of this studyu xt aposi ng the ter
defined goals6 and o6l ocalised incidentsbd
considers these to be O6stories w@enkins r esp:
2003) In Fallout 3, the gameplay narrativavolves the player guiding the protagonist
(known as The Lone Wanderer) through the landscape to find her missing father.
Whilst doing this, she also discovers a variety of quests, conflicts, conversations, and
locations that construct the wider, histatioarrative. The geography of the game has
been constructed in such a way that the player, even whilst concentrating on gameplay,

cannot help but discover features of this wider narrative. As the elements of the wider
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narrati veds pl imthe geogmaphy & thelandscape] thenplayehcomes
into contact with 6obstacles [that] thwart
movement t owa(dedkins 20@3%Gaimingtandonari@tive thus coincide as
well as diverge in this sicture.

Embedded narratives in videogaméiffer substantially from those of other
media such as film and novels. In these media, an embedded narrative is one that
occurs within another, where a frame is used to embed a secondary narrative within a
pima 'y one (as in a narrator recounting an
temporal and perspectival structure, such as in the [filoeption (Kiss 2012) In
videogames, however, an embedded narrative is often constructed within the landscape
or séd ti ng, t o create 6affective potenti al
i nf or nidemnkinn20dB) As the player enters a space within a game world and
looks around, she may not only gather narrative information, but also experience
emotions O6where the space has been transf
illustrated in Fallout 3 when theplayer enters a deserted house and discovers the
skeletons of a child(and futher exploration reveals a doghe may experience
emotions of loss, sorrow, or eeriness. In the house there is also a functional robot. |If
the player activates the robotwitll read a bedtime story to the skeleton cHiland will
approach the dog and try to prop it up to walk it. Here, narrative elements are
embedded within the location. The player must interact with the setting to discover
them. Not only this, she musbnnect them to other events embedded in other scenes to

reconstruct the past of the game world.

% This story is titledhere will Come SoftRalhs YR A& | mMcpHnQa LI2SY o2dzi yI
after the fall of humanity and was used in a ghstory by Ray Bradbury, which in turn featured an

automated house going about its daily routine, unaware that its inhabitants have been destroyed by a

nuclear war.
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Of the four methods of environmental storytelling, emergent narratives are the
| east common in Vvideogames . -structhredear gre nt na
programmed?o; they are constructed primar.
Murrayds account o {Muday 1987¢162) Alithe bame, MdrrAyo r s h i |
remi nds, the game designer, not t hthe pl aye
i nteract or 6 ¢Muriayn 967, 152)mdhist 6he asserts, is not player
authorship, but player agency; emergent narratives unfold as the results of decisions and
choices made by the playeret these results are a veneer obscuring the underlying
programmingMurray 1997, 126)

Since Jenkinsos, Murrayos, and other n
invideogamespostat e Genetteds narratol ogical thect
which new media call for new narrative theoriddnlike traditional narratives, which
Genette could and did account for, videogames are not limited to using space as a
setting for narrative; it is also a space for play. Nor are players simply viewers, hearers,
or readers of narrative space: theyerteriand tr av el through it
allowing the player a vicarious immersion into a fictional landscape and narrative alike.

In conclusion, the first part of this chapter has shown that in order to make narrative
progress, players must intetavith and navigate the game space ludically: the narrative
cannot progress without mastering the game space. It has highlighted a new
relationship of narrative consumer to narrative space, a -aischssed concept in
videogame$? It has demonstrated thdirect interaction with the setting, rather than
mere observation of it, heightens the immersion of the player in the narrative and that
ludic interaction as and with game characters within narrative spaces allows more

intense identification with fictioal characters and with the narrative more generally.

% 3ee, for exampléylurphy (2004)fFernandezVara, Zagal and Mateas (2005); von Borri€@972.
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These general points can best be illustrated and deepened through the study of a
heavily narrative videogam®ear Esther(Pinchbeck 2012)which forgoes many ludic
tropes and furthermore foregrounds the relationship between the player and the
landscape (which in this game includes the soundscape), thereby accentuating the ways

in which the spaces of game worlds produce and reveal narrative.

Letters to Esther: Experimental Narrative Technigues inDear Esther

Dear Esther. | am on a stone jetty, the sun is setting, and | am alone
on this island. | cannot interact with anything; all I can do is walk,
look, and listen. As | walk, | hear aige speak, reading fragments of
letters to you. It becomes clear, as | listen to the fragments that | am
following the path that someone else has already trodden; the author
of the letters has preceded me in my traversal of this island. | walk on,
the fragments of letters becoming more confused; the mental state of
the writer deteriorates as time passes, until | have a vision of climbing
an aerial tower, and plunging to the ground. | fly over the island, over
all the locations | have travelled throughmtil once again | am at the
stone jetty, and the screen fades to
ringing in my ears. Then | am batbkack at the stone jetty; the sun is
setting and | am alone.
As my brief walkthrough (which summarises all of the gamepliay narrative in the
style of the game) showdDear Esther differs from conventional, mainstream
videogames, but rather, is part of a growing category of games known gesefgsh

walker games, a genre whose sole activity comprises of traversing edpedsften at
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a walking pace. Rather than engaging in combat or competition, the player is asked to
interpret a landscape in conjunction with fragments of letters read by an unnamed
protagonist. The narrative Bfear Estheris delivered not only in thiorm of fragments

of letters to the eponymous Esther made audible and legible to the player, but also
through close observation of the landscape, which includes the sounds produced by and

in that landscape. Designé a n Pinchbeckads r egdak amdc h i nt
technol ogi cal arts pr act(Pirckbecku 2012prgmptedme r g e n
him to design a game that was totally devoid of conventional ludic interaction (such as
shooting, fighting, and puzzle solving),
(Biessener 2011) This means that the player is immersed intogdmae world through

her eyes and ears, rather than her quick reflexes or the learned ludic techniques of
popul ar videogames. Pinchbeck recounts 0
himself, '[W]hy am | looking at virtual environments when games raoeh more
interesting[ ?] 6. He turned instead to st
Ot hey already wuse content, character, an
(Oxford 2012)

Dear Estherwas originally r el ea*ferdhepopulad une 2
game,Half Life 2. Adopting the structural elements of that game, including its physics
engine®® graphics, and sounds, Pinchbeck created an independent @xae Esther
was entirely remade and rereleased in February 2012 with exttantoend an
amplified, richer | andscape. Pinchbeckds
on the three remaining elements of the game: the narrative, the setting, and the

soundscape. These three elements are commonly the forgotten or uneleticexits of

BPpazRAQ I NB LIASOSa 2F az¥Flsl NB (KIG KIFE@S o60S8SSy +Htd$s
other than initially intended. This process includes but is not limited to adding new gameplay elements,
narratives, and new environments.

*The physis engine is part of the software of a game that provides an approximation of physical

NEBIF OliA2yaR28dzAK AQ0F WNIADK | LILINREAYLF(GSa K2g | 062Ré ¢
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a videogame, yet their importance in the representation of videogame narratives is as
vital as their comparable elements in other media such as filnDedn Estherthese
elements combine to tell a ghost story; the barren landscape of éedddebridean
island is complemented by a gothic score, which players attest evokes feelings of
solitude and increasing uneasiness as the game progresses and the disparate elements of
the narrative begin to knit together.

As the player makes her way arounder, and even under the unnamed island,
three stories are revealed: stories of a Scandinavian hermit named Jacobson and of an
eighteentc ent ury expl orer named Donnelly join
has lost his wife, Esther, aruis strugde to come to terms with her death. The game
reaches a climax with the suicide of the unnamed narrator, which he hopes will reunite
him with Esther in the afterlife. Struc
letters to Esther written by himtaf her death, detailing his actions and the chain of
events that brought him to the island, and the extracts are triggered when the player
arrives at particular locations on the island. Each trigger point can release up to three
separate fragments, wittifferent information available in each. This means that the
game requires multiples é6playsd in order
the player repeatedly forcing the narrator to relive his suicide in order to glean his story,
haunting thdandscape with his continued presence, with no sight of redemption, only a
uni dentified female voice whispering O6con
have an awareness of the | ooped structure
of howl ong | have been here, and how many vi

opens at the edge of the sea, in front of a clearly disused lightttogassE).
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Figure 6: Opening shot ofDear Esther

As a ghost storyDear Esthermakes extensive use of doubling, a common
feature of got hi c l i terature. The narr é
Donnelly, Jacobson, and Paul. Donnelly is an explorer who wrote of his experiences on
the island in the eighteenth century wheoking for the remains of a hermit named
Jacobson, an early eighteentientury sheep farmer who died on the island. Paul was
involved in the car accident that killed Esther and, as the game progresses the narrator
confuses the actions of himself and Pdginally, there is a very evident doubling of the
narrator and the player, who retraces the footsteps of the narrator and relives his final
days, haunting the space of the island.

At the beginning of the game, the letter fragments being related phetyer are
lucid, narrating the events that brought him to the island, the theft of a book written by
Donnelly from the Edinburgh library to serve as a guide to the island, visiting Paul
before he leaves the mainland, and attempting unsuccessfully totoot@ens with
Estherds deat h. The player journeys thro
fragments of his letters to Esther along the way. But, after the narrator recounts
breaking his leg (although there is no change in the structure cduthe; ghe player and

the narrator travel onwards as before), the narrative becomes increasingly disjointed; the
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letters become more and more confused as the narrator succumbs to blood pdisoning,
confusing the player s undaratw taricalatasrhig o f |
confusion in terms of one of his doubl es,
find that point where the hermit ends and
As the game progresses, the mental state of the narrator deteriorates, aided and
emphasisedby the epistolary structure, creating a concomitantly confused state for the
player. Rather than building to a coherent narrative whole, the letter fragments begin to
muddle facts; this descent into clearly unreliable narration means that the player is
increasingly uncertain as to whom is responsible for which narrative actions and

questions the reliability of earlier information. For example, the narrative begins by

stating that Paul i s responsible for Est he
suggests that it was not Paul but he who
drunk Esther, he was not drunk at all dé an

own guilt. When delirious, the narrator reveals potential truths and feefiggslt that
his conscious mind refuses to admit, although the player can never be certain that these
statements are truer than his calmer ones. Therefore, the player engages in multiple
replays and navigati ons o fovdrandundesstaradthd 6 s s |
narrative and to grasp what has happened and is happening on the island, as the
narratoro6s words as he travels the sl anc
alters with each new navigation of the game space. Howeverntbkable and one
sided narration of the game means that there is no definitive answer to this question: the
player must interpret the letter fragments to make sense of the narrative herself.

Whilst the information the narrator delivers becomes incrggsimreliable, the

passage through the landscape continues; it becomes increasingly clear that the player is

R Fy2G0KSNI 320KAO GNRLIST A4 inglsdéathy &k LI &4t

a
R GNRLIS &ad0NBy3IliKSya GKS yINNIYiI2NR&E R2dzof Ay3 6A

N

Bt 2
2



Dawn Stobbart 102

following the narratorés path as he cont
returned to the stone jetty, to begin his journey again. Withereverbal narrative

falters, the landscape compensates. For example, the narrator admits to being drunk as

he arrived at the island, the intimation being that he was driving drunk at the time of the
accident. In the absence of certainty, the playerodiers the chemical symbol for

alcohol painted over the island in fluorescent @aipaint which the narrator says he

has found. This implies that the part of the narrative he could not speak, he signified

materially on the landscape. When he confessatsh has a diseasd h a t of ot

i nternal combustion engine and the cheap
fermenting in his body to the <cards engi
objects to convey his responsibility for E

The setting oDear Estheris a beautiful, deserted, Hebridean island, but even

this is called into question by the ambiguous and tortured narrative embedded in that
landscape. One possibility is that this barren, beautiful landscape is a produet of th
narratorodés own mind. Pl aying through th
interactivity limited, the player begins to question the external reality of the landscape
and, |l i ke the narrator, finds heraglf 0s
purpose, del i ber a(iachbeak 2012hea landscape that may behai n g 6
mental rather than geographical construct. In one of the opening narrative fragments,
the narrator reveals: 0l sometimes feel a:
fragment asks,

Was this island formed durinipje moment of impact, when

we were torn loose from our moorings and the seatbelts cut

motorway lanes into our chests and shoulders? Did it first

break surface then?
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Most tellingly, the narrator repeatedly uses the motif of himself as travelling throsigh hi
own body as he makes his way around the island, like the infection that courses through
his veins. This landscape, it is inferred in one interpretation of the narrative, has been
created by the narrator; it is a product of his own imagination; thedisias been
created in the aftermath of the accident that killed Esther, and is kept alive by his
haunting of this space, either as he lies in a comatose state in hospital, or after his death.
As further evidence for this interpretation, visually, the taaghe is littered with
detritus from the car accident and surgical equipmEigu¢e 7) that would not be
present if the narrator had washed ash@dyeaclaims, not only supporting the concept

of the island as his imaginative creation but also suggesting other locations that he has

inhabited or is inhabiting. In the final passage of the game, the narrator reveals that he

has O6pai nt edcorcead viendt,o htetmins, sspace all that
that following his suicide, he owil | rise
come together | i ke a stone, become an aer.

constructed andill continue to reconstruct the island and its contents, and will recreate

all the events that will lead, once again, to his death.

Figure 7: Surgical Equipment on the Island
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Whether the player places the island in the mind of the narrator, in a purgatory he
inhabits, or as an actual location in the Hebrides, the landscape is a gothic space, with
psychological effects: the barren yet beautiful landscape is as sublime asotiasénf

The Mysteries of Udolph&rankensteinWuthering Heightsand any number of similar

texts. It inspires awe as the player walks around the island, and equally has the capacity
to chill with its bleak emptiness.

There are other gothic aspectstb@ landscape that bear narrative as well as
psychological traces. The player learns that the island was abandoned in 1778, so the
broken buildings littering the island are at least this old, their presence creating a feeling
of gothic gloom and ruin thatervades the landscape. The player passes but cannot
interact with the evidence of previous inhabitation, ranging from a stone circle
thousands of years old (Figure 8) to ruined buildings to an aerial that sends a red beacon
into the perpetual twilight fothe game. The landscape corresponds to Linda Bayer
Berenbaumds account of 0the Gothic | ands
extreme; from the height of an airy bell to the depth of a dungeon vault; from the mass
of heavy stone walls to the delicatd | usi ve spiderweb; from ut
f | i coBagerB&renbaum 1982, 22) The absence of conventional ludic elements
forces the player to pay attention to minute details that are present in many videogames,

but not noticed as she engagebattles, competition, and point scoring.

Figure 8: Stone Circle
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The extremes discussed by Bafgarenbaum are evident in the game landscape, which

ranges from a cliff edge to underground caverns (Figure 9).

Figure 9: Underground Cavern

Walking through these landscapes, the player moves from one extreme to another, from
wide open space to confined darkness, from dizzying heights to subterranean spaces,
following the narrator as he makes his way towards death. This landscape also adheres
to Elizabeth MacAndrewb6és understanding of
among its conventions are found dream landscapes and figures of the
subconscious imagination. Its fictional world gives form to
amorphous fears and impulses common to all mankind, using an
amal gam of material s, some torn from t
mind and some the stuff of myth, folklore, fairy tale, and romance. It
conjures up [ ] settingdorbidding cliffs and glowering buildings,
stormy seas and the dizzying abydst have lierary significance and
the properties of dream symbolism as wélMacAndrew 1979, 3)
If we substitute the narrator for MacAndrews author in this excerpt, this is an acceptable
description for the landscape of the island, both as a figment of his imagjrend as a
real environment he is haunting, his memories forming real objects, the surgical

equi pment oOtorn from [ ibid).s Just aswtaratwseuahdcfionn s c i o
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can use space symbolically and metaphorically and psychologically, s@atoo
videogames.
Yet this and other videogames go further than literature and film to construct

new modes of spatial narrative consumption through gameplay. Even stripped of most
of the conventional modes of loodafthegapel ay , t
world and the repetitive structures of videogames construct new narrative spatialities.
Joining the passive reading of and | isteni
viewing the landscape (activities that resemble readingsaad viewing films), the
player must explore the landscape to discover the narrative. By comparison to most
videogames, such exploration seems passive, a point that the narrator makes in one of
the fragments he relates as he crosses the third bedwhisiaind:

To explore here is to become passive, to internalise the journey and

not to attempt to break the confines. Since | burnt my boats and

contracted my sickness, this has become easier for me. It will take

a number of expeditions to traverse timigro continent; it will take

the death of a million neurons, a cornucopia of prime numbers,

countless service stations and bypasses to arrive at the point of final

departure.
Here, in spite of the equation of exploration with passivity, the narratorcakptells
the player that a full understanding of tl
of expeditionsd through the |l andscape bot
journeys will not be linear or straightforward. For the plagigs, will involve repeating
the game many times, whilst for the narrator, it will mean multiple repetitions of the
events leading up to his death, before he is able to end his haunting of the landscape and

reach a oOpoint of f ithegame.dwilphave haret@esay aboutd t h ¢
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videogame endings in Chapter 8; here the point to stress is the need for a repeated ludic
navigation of spaces and places in order to reach both psychological and narrative
conclusion.

Dear Esthed s n ar r aohly conveyad by the ovdrbal letter fragments and
visual elements of the landscape; it is further conveyed by the soundscape of the island.
Here too, while many elements resemble soundscapes in other media, videogames go
beyond those operations througldiuinteractions. The ideal method of playiDgar
Esther,as with many other videogames, is in a darkened room with the sound playing
through earphones. This allows the player to focus solely on the game world; blocking
out external stimuli foregroundsot only the imagery of the island but ai$® sounds
and the gameds musi cal scor e, all owing th
narrative experience. The soundscape of any game can be divided into two: first, the
intrinsic (or intramusicalcontents of the score itself, whichrear Esthefinclude the
use of colouristic tone paintifty(forming an unsettling musical atmosphere). Second,
there are the extramusical contents of the sonic landscape. These include ambient
sounds (such as bihlls), interactive audible cues (such as footsteps when the player
walks forwards), and vocal recordings. Music has a sonic space of its own making, as
JeanLuc Nancy arguegNancy 2007, 13)and payers must navigate these spaces as
well as the visibleones. InDear Estherthe music engenders a time and space of its
own . Even without the visual aura of t h
pedals and reverberating voices of the early soundtrack form an uncanny wash of
ominous, haunting soundyhile the minimalist, repetitive ostindfiof later musical
pieces underscore a sense of directionless progression, lacking any indication of where

the musical journey might end. Like the various versions of the letter fragments, each

®¢KAE A& RSTAYSR a WeKS NI 2F O02YLIZAXOEE RS & ONA LI
Online 2015)
" A continuaisly repeated melodic or rhythmical musical phr&&&D Online 2015)
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piece differs in stig from the last, so that the listener cannot learn to anticipate the next
sound, and hence can never feel secure in the musical space. This instability and
uncertainty echoes and parallels the narrative and psychological uncertainties
established by the&ords and images of the garf®&aunders 2014)

There is also a rejection of logical causality in this sonic space. Music plays
with little sense of its origins or motivations as the player walks through the island. A
solo violin or the unaccompanied voioé a piano will often penetrate the diegetic
sounds, pulling the player, as Isabella van Elferen says more generally about music in
vi deogames, 6along in the musical mo Vv e men
o0 ¢ ¢ (antEferen 2012, 19) The lackof sonic causality further envelops the player
in the ambiguous and indeterminate time frame of the verbal narrative, constructing a
musical time parallel to, within, and yet outside the present time of the game. Against
this timelessness the musimustmovei musi ¢ i s a tempor al art f
waves, [...] a time that opens up. [...] It opens a space that is its own, the very
spreading out of its resonanced (Nancy, 2
vacuum, and therefore itsgsence and progress undermines the timelessness the visual
representation of the landscape suggests and the cyclical time frame of repeated play.
Music forces the listener to engage with the game on a temporal level, and prompts her
to repeatedly reinteret the ouroborf narrative ofDear Estherin an effort to reach a
narrative conclusian

Music is typically structured around forming expectations and deviating from
them, before returning to the anticipated conclusion (see Meyer, 1967). Traditional
western music offers, if not a complete and unified melody, then a musical structure that

leads to some sense of resolution or closure. However, in Gothic music the divine

%8 Resembling or suggestive of an uroboros: therefore -i®@&fring, selfreflexive, seiconsuming OED
Online 2015)
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and/or occultic will often be represented in fragmented or broken sounds, audible
fagment s evoking t lamalgagreal maediads, soneeltdrneflorh they e 6
aut hords own subconscious mind and some t
romanced ( Mac Andr thewsnatched af f¢glody thatSate hdardaar e
Esther. The refusal of this Gothic score to lead to a predictable outcome corresponds to
the narrative and ludic structures of the game. The opening bars of the soundtrack
reflect these structures, repeating the same phrase in a sequence thed daciatime
by a semitone, thereby shifting from major to minor chords. This not only shifts the
mood between hopeful and plaintive, it refuses to resolve in a cadence which
definitively supports either mood. With no consistent, established harmonitokey
anchor the player aurally, even at the outset, the ungrounded and constantly in flux
music joins the visual and ver Salndeisndet e
2014)

Extramusical, nonverbal sounds also collude with the narrative indeternahacy
the game. These are predominantly diegef@ear Estheris rife with the ambient
sounds of the physical landscape: the crash of the waves on the sea, the sound of the
wind across the island and the plaintive cry of a single seagull as it is disturhed.
only manmade sounds are interactive ones, generated by the footsteps of the player as
she walks the island. Yet for all her agency in producing these sounds, the source of the
footsteps the player hears as she walks is enigmatic: are they thedsaisthe player,
or are they the footsteps of the narrator? The unspecified origin reminds the player of
the narratorés prior c¢claim on the narrat.i.\
his steps, they form a supernatural echo that onlylnger can hear while rendering
the player eerily inaudible and disembodied; if they are the steps of the player, they

undermine the reality of the narrator and the distinction between narrator and player.
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The source cannot be verified visually as in mather games; there are no visible feet

to tie to the sounds. The uncanny rupture between the verbal and the visual here carries
narrative indeterminacy beyond plot and character to an indeterminate relationship
between narrator and narrative consumer.

In some instances, the division between diegetic and extradiegetic sounds
becomes blurred. A nonverbal female voice can often be discerned within the score, her
voice situated within a nediegetic element of the game, but in potentially connoting
the deadEsther, she hovers diegetically as another dead haunter of the landscape. Her
musical tones, rooted in western religious musical traditions with Gothic variations,
shape a religious undertone highlighting
the place between life and death that the narrator, player, and now Esther suggestively
inhabit.

In spite of diegetic and extradiegetic blurrings between-itna extramusical
sounds, the latter provide a degree of player interactivity not available forther.
Occasionally, the sound of a female voice
example, the player sinks into the sea. By sinking into the sea again, the player can
produce the sound. But the sound equally interacts with the playlargdar back to
the beach and the endless repetition of the journey over and through the island. As the
player passes specific landmarks, the score becomes interspersed wiiliegtia
sounds relating to the | an domaedknstdl asadhei gi ns
player passes pieces of car detritus, evoking a car accident. -Bssimg these
landmarks, the player can regenerate these sounds, haunting herself. In these and other
similar ways, the interactive component of the gameplay altbegplayer to generate
(or not) her own auditory hauntings via her relationship to, navigation of, and position

in the landscape.
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Both sides of this division individually, and eloquently, create narratives, but it
is in their interaction with one anothand the interactivity of ludic play that the
soundscape exceeds simply representing uncanny and indeterminate narrative structures
and begins to O6defy the borders of the sc
own, sonic version of virtual realityvan Elferen 2012, 106) As Eero Tarasti points
out, 6éone may feel i n music an intrinsic
whose atmosphere and mentality may emergge
38). InDear Estherthis emergece is compounded not only by multimedia sensual
immersion but also by ludic interaction with those media. The player is enabled to
leave behind her own reality and be immersed into the soundtrack as well as the visuals
of the game: the ambient sounds tlisembodied human noises, and the musical score
inhabit and even traverse the landscape along with her.

At first glance, Dear Estherseems to be a simple game, missing many
conventional ludic and narrative aspects that players have come to expect in
videogames. However, its visible landscape and audible soundscape render it a
complexly indeterminate narrative and an immensely evocative psychological
experience. The game is a sophisticated and deeply thought out piece of software; its
narrative compredmsion requires a great deal of interpretive effort from the player and
yet always remains incomplete. Each element of the game is integrally tied to the
landscape; the player must navigate letter fragments, landscape, and soundscapes
repeatedly in an afft to arrive at a subjective interpretation of the narrative that

positions the player as quamithor of the game.
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Conclusion

In each of the ways that videogame narrative is communicated in environmental
storytelling, narrative is embedded in the design and organisation of the landscape and
is constructed through t he PpdloatBatitisésstle i nt er
landscape to bring about narrative cohesion for the player across a grand narrative that
stretches back over two centuries, a narrative thatocdy be constructed through
interaction with the landscape. A consistent geographical space across those two
centuries inFallout 3 allows the player to recognise the baseline landscape and read its
altered details across time to create the narrative. This temporal variation amid spatial
consistency is used in conjunction with embedded narratives, which &koplayer to
decipher narrative elements of this defamiliarised landscape and reconstruct the events
that created it. Furthermore, the interactive spaces in the landscape require the dual
temporality of the narrative to be played out in order to be utwbets with the
characterso movement t hrough the space b
temporal narrativesFallout30s | andscape design is fillec
player numerous opportunities to discover and interpret that narrstioeld she wish
to do so.

The use of multimedial space to create an evocative, indeterminate narrative that
is equally a profoundly psychological narrative experience is evident in my discussion
of Dear Esther Whilst the construction of the two gamexdaheir narratives differ,

this chapter has demonstrated that both rely on narrative techniques unique to
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videogames, requiring new modes of narratological and narrative analysis beyond the
methodologies applied to older media. Whilst older narrativieniquoes and concepts
are useful for the study of videogames, which contain elements found in older narrative
media, additional techniques that account for the ludic and interactive capabilities of the
medium are required, both of which take narrative bdyibs functions, forms, and
consumption in other media. This concept is further explored in the next chapter, which

deals with identify and identification in videogames.
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Chapter 4: Identification and ldentity in Videogames

Identification with fictional characters has a long history dating back at least as far as
Aristotl eds theories of catharsis and ha
disciplines, including media studi¢slartley 2011) political studieqBarrett aml Zani

2015) anthropology(Thompson 2007) psychology(Andreas 2014) history (Jones

2012) literary studiegZunshine 2015)philosophy(Colman 2014)etc. Even so, at the

turn ofthetwentsf i r st century, Jonat han Cdadnefn cons

identification with media characters is widely discussed in media research, it has not

been carefully conceptualised or (€Cohemor ous|
2001, 245) Cohen hi mself favour s aologicalew of
phenomenon that i's par t(Coleh 2001h217) Myeowe | o p me 1

approach is a narratological one.

The primary aims of this chapter are to analyse how various narrative points of
view construct, mediate, and refigure identificatiatvween consumers (players) and
characters in videogame narratives and to continue my argument that, while videogames
share many of the narrative features of other media, it is the combination of ludic and
narrative elements that carries them beyond nwerasitructures in other media.
According to Menno Deen, Ben Schouten, a
interaction; a fluid, active process, depending on context of actions and individual
di f f e r201b,cldly érhe heightened interactivity of vidgames then, has the
potential to carry degrees of consumer identification with this medium beyond other
less interactive media. While most critics focus on the ludic aspects of interactivity and

identification, Jeroen Jansz and Raynel Martis have showetatonship between the
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narrative strength of a videogame and the level of identification the player has with that
game, in that o6éparticipants who played a
level of identification than did players of nonstdo a s e d  @ansm easdoMartis
2007, 142)

| begin by highlighting two entries from th@xford English Dictionarywhich
define identification as both oO0the action
identical wit h afbeng dréelidg orzesel to ldetclosely asdo@ate@ o
with a person, group, et c(OED Onlme 201QpHRoi o n s ,
the narrative scholar, this includes the methods used to create identification between
media and their consumerschuas perspective, focalisation, narrative voice, and point
of view. A great deal has been written on these mechanisms; narratologists have
developed elaborate taxonomies differentiating points of view finely and complexly,
most notably Gérard Genefi@enette 1980, 18210) They furthermore disagree with
and chall enge e ac(Rropp 2009e20tib editiom@réneohds197Q)s e e
(Prince 2001) It is not within the scope of this chapter to recount these debates in
detail, especially since accoasrdre readily available elsewhere; for example, Mieke Bal
offers a good summaryBal 2009) However, | will provide a narratological
groundwork for my argument concerning identification in videogames.

Narrative agency is a narratological term referringjideogames, to such issues
as the mastery of a diegetic space, engagement in temporality, and avoidance of death.
Narrative agency arguably makes players more narratively and emotionally invested in
a game. More specifically, gamers identify with @uders in the game. The interactive
nature of videogames means that players do not simply identify with characters by
reading or viewing them and imaginatively and psychologically projecting onto them,

as has been the case in older media; they are imtha@rsthe narrative as active
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participants, and often, as | argue below, identify more closely with the protagonist
through techniques such as focalisation and point of view. More than this, according to
Jane McGonigal, this immersion and identificationthwa specific character can
furthermore have connotations for life outside the videog@vtesonigal 2011, 113

114) Rosa Gallelli and Rossella Domenica Fanelli also argue that videogames are
6agents in the devel op(@adlealitanddanelli201®,n105) t i e s
Ot her studies have reached similar conclu
closely with game characters and that these identifications had consequences for the
devel opment of (atszand Mapie 2087142) aNhile tthese stuidies

lie outside the scope of this narratological study, they do contextualise it.

Greater levels of identification are also encouraged by the immense amount of
time invested in videogames, as a player may be identified with a sthgtacter for
more than 150 hours of play, as with Ezio Auditore da FirenZe®fs assi nés Cr e
(Ubisoft Games 20072013) or the Lone Wanderer &allout 3 (Bethesda 2008)

Consumer identification with a playable character is further intensifiethdy
requirement to traverse videogame space as that character or characters. Unlike
traditional narratives, videogames are not limited to using game space as a setting for
narrative and play, nor are players simply viewers or readers of this spacelennoo
make ludic and narrative progress, players must interact with and navigate videogame
space. This accepted and expected facet of videogames not only creates a new
relationship of narrative consumer to narrative space, as we saw in the previdas, chap
it further creates new modes of identification with characters. In some instances, the
diegetic space goes beyond these functions to beitsetiea major character in games
such asPortal (Valve 2007) and its sequelPortal 2 (Valve 2011) where the

environment, a sentient computer known as GLaDOS, is the antagonist. Here the
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mastery of diegetic space brings about the defeat of GLaDOS and, more pertinent to this
discussion of identification, blurs the lines of identification with game worlds and
chaacters.

Videogames further intensify identification between players and characters and
players and spaces, by evoking a wide range of emotions in the ptiary Rain
(Quantic Dream 201(xplores a number of emotional responses throughout the game,
with the player being exposed to feelings of pity, fear, sexual arousal, guilt, relief,
anxiety, and happiness at various points, creating an emotional range as complex as
those found in other media. Moreover, videogames have begun to change the
traditiond understanding of catharsis by intensifying the player/character bond through
interactivity. In Poetics(2008) Aristotle theorises that dramatic tragedies evoke an
emoti onal response in audiences toward ac
con empl ating [the imitation of an object
(2008, 11)f r om it and engaging in 2008, 1§ pur gat i
reaction that Aristotle nominates catharsis. Elisenda Ardgtval. go beyond catharsis
to consider the pleasures of consuroen ar act er i denti ficati on,
pleasure is based on blurring the distinction between the player and the character we
construct (Ardavol,ceual. 2006, 3) Yhis blurring means that videogam
exceed Aristotelian theories of witnessing catharsis to interactive identification.

Interactivity also means that players are able to change the outcome of a
narrative through gaming choices and actions, and with it the cathartic response to the
narratve. Bioshock(2K Games 2007)discussed in Chapter 6, is one game that does
this; its appeal and that of the popular FPS (fistson shooter) genre generally may be

that they produce a form of psychological release in the player; indeed, critics have
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swgested O6that playing video games rel easce
t he p(Riechgrason@004and is a way of relieving stress in IfEAMIU 2010).

Beyond these general observations, narratological theories of focalisation and
perspective clarify and detail how videogames replicate and depart from modes of

identification in other media. | begin with focalisation.

Focalisation

ONarrative voicebo, including point of Vi e
narratology, as developed in Chapter 2 of my thesis. However, its emphasis on speech

is limiting in terms of addressing visual point of view and particularly confusing

media that use both verbal and visual signs, such as narrative films that engage with
voice-over, and videogames. Genette therefore employs thefdeaiisation meaning

the focus of the narration, to Otkeveorisd t he
vision, field, and point of viewod, establ
nonfocalisedand internally focalisednarration(Genette 1980, 189) These categories

are also found in Todor ovbs emd namast with o gi c a
Genetteods nonfocal i sed narratives rel e
Narrator>Character wher e the narrator O6says more t
(ibid), a position more commonly known as the omniscient narrator. Internally
focaised narrati ves ¢ oNarraos=ghlamaercategorylaoddcanrbe v 6 s
further split into two sulzategoriesfixedandvariable Fixed focalisatioroccurs when

the narrative is delivered by a single character, and the narrative is restricted to the
knowl edge of that character; this creates

and with a i Genetterl98e, tL89)Yarible ddaldsatiGnrepresents a



Dawn Stobbart 119

narrative delivered from a number of sources, such as the letters in an epistolary novel,
and can be mapped o MaratorBlo=Claradey(dand as aithe gor vy
fixed focalisation, the narrative remains restrictedhi® information possessed by the
charactemar r at or ( s) . F i n a INarsator<Chavadter rsignifiess f o r n
those narratives where the narrator knows less than the characters, resulting in a more
objective focalisation and perspective, simply mipg events to the viewer, with no
subjective insight into the characters.

Bal also follows these categories, again using different terms. Beginning with
the premise that Oowhenever events are pre:
a certain & i Brlb2009, 145) Bal 6 s di s tharactetboundiCF)bardt we e n
external focalisation( E F) correspond t o G e-foaliséde 6 s [
focalisation. Charactdsound narratives are sedkplanatory, bound to a specific
character or chacters, whilst Bal illustrates externally focalised narratives with the
example, O6A says t h@al20B9, 1319 &his exammetposiions s d o
the narrator (A) outside the narrative, makes the character (C) the object of the narrative
and tle character (B) its subject. In many instances across media, readers/viewers are
placed outside the narrative in the role of B, with the narrator relating to them, rather
than being situated in the diegetic space. In written fiction, the reader idljygivan
a focalised perspective of event s, wi th
actions. Unlike Genette, Bal includes visual narratives in her thesis, counting reliefs,
films, and pictures as narrative devices. In many visual narrativesaudience is
positioned outside events as an observer,
can function as A, a thirgerson narrator, showing the viewer, B, the actions of C,
characters within the film. However, Gerald Prince qualifies that,n t he case

movi e, the camera (or whatever) dPores not
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2001, 46) This presentation constructs the perspective of the camera as more objective
than a human narrator in fictionh& cameranarrator is genally not bound to the
viewpoint of a single character, or even all of the characters put together, and is able to
interact more freely with the environment
as well as an omniscient one: as Louis D. Giannetti \&ris |, 0each time t
moves the camedaeither within a shot or between shibtae are offered a new point
o f view from whi ch (Giamettiel998,l 3873 These tyhamicss c e n e
render the perspective in film and television sometimes exigifioghlised, positioned
outside the narrative with the camera often alternating between objective and subjective
points of view, as well as charactsvund, showing the audience what characters see.
Sound as well as images in film can be chardobemd as is the case in noir
films that use voic®ver narration to present the thoughts of the protagonist. Such
charactetbound or internad focalisation also positions the viewer as B with the
protagonist directly addressing the audience. Thegassonfilm The Lady in the Lake
(Montgomery 1947)presents such a focalisation, the narrative is delivered by the
protagonist via point of view shots and voiceover, directly to the viewer, occupying
both the A and B positions of Baldés for mul
Analysing the novels, films, and games of themb Raiderfranchise offers a
particularly focused way to consider briefly how focalisation changes across media
within a narrative following the same plot and characters. Timb Raidenovels use
both charactebound internal focalisatiah primarily focusing on Lara in language
such as 0t hought Lar aod, t o adadndexterrahe r e.
focalisation, with events presented both from an omniscient vantage point and from the

perspective of charactesther than Lara, as this example illustrates:



Dawn Stobbart 121

Reiss made a mental note to speak with Sean about the man, he was

too jittery today, he would fold under any sort of pressure, Reiss

knew t h &Stern2aD3y &8, original punctuation)
The Tomb Raiderfilms privilege external focalisation, seldom providing access to
Larads verbal thhoughts unless they are vo
nonverbal external focalisation (for example, facial expressions). The film also

undertakes an omniscieniewpoint, heightened in moments such as the one shown in

Figurel0by making her a small part of theiseen-scene

Figure 10: Omniscient Camera View

As with written and cinematic narratives, videogames generally, antotine
Raider games specifically, feature both external and character bound focalisation,
although the choice to engage both at once is less common thamemnogdia. In
Tomb Raiderthe player focuses solely on a single character throughout, and largely
occupies her point of view, and as such the resultant narration cannot be considered
objective or omniscient: it is characteound. However, the focalisam is not internal;
the player is unaware of the thoughts or feelings of Lara, unless she imparts them to the

player through words or facial expressions, although the latter is often withheld from
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theplayerwhen she operates Lara from behind. Occadgn@h the games prior to the
2013 reboot) Lara speaks as a ludic hint for the player, in the form of a comment such
as 0l cannot go that waydé6 or Omaybe | cou
her verbal focalisation in the novels. Howevern t he 2013 game, L
thoughts are vocalised through the epistolary use of her journal, automatically voiced at
intervals when she rests at a campsite; together with the filmic style gameplay, the
voiceover journal makes clear that videogamesrzam use focal techniques found in
literature and film as part of their narration.

This was, however, not always the case. Focalisation in videogames has
evolved since the earliest games. In his artlebealisation in 3D Video Games
Michael Nitschewr i t e sSupérhviario 64features a defining moment in the
di stinction between c¢an205 He goestonto bxplainrnd av
that this game introduced a character, Lakitu, whose purpose is to act as the external
focaliser. This chacter follows Mario, as the player controls him, recording his
actions. Lakitu, Nitsche el aborates, 0 h
games, as this form of camera control has
t h e -pershnipoirebf-view [é ] stepping into a dramatic position in relation to the
game 6 s (ibid),ean tackribwledged position in film theory, albeit without the
interactive elements of videogames.

Indeed, focalisation in videogames differs from its role in traditionaian@ its

greater ability to allow freedom and choice of viewpoint. In many games, the player

has the ability to alter the field of Vi
separate to the protagoni st 6s Iwaysshe that , and
which the game designer intends. Nitsche

using Operceptual opportunitieso and 0at
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towards O6areas of inter estihid). Ekamples ofshist uat i
technique include thaAssaegs bifiranéghisegwhicletdevi si o
player can activate to highlight interactable objects; more commonly in videogames,
interactable objects are differentiated through colour chanBessenting a continually
changing background, filled with (iTomb Raider,for example) tombs, detritus,
flickering |ights, cadavars and bl ood, t h
multiple objects, and the shift to a suddenly appearingganist can cause a physical
reaction in the player. Such a technique allows players to alter the field of vision as
they wish, but gives the game designer the power to direct (or to push) the player
Vi ewpoi nt t hough hi s/ her (ibodp a tvariaién ofotlee r 0s
embedded narrative technigue discussed in chapter 3.

Not only is videogame focalisation a 0fj
vi ewer / pl ayer attention to a specific ele
object the designer wishes the player to focus on becomes the directing force of the
60shoté through its difference to the sur
beyond attentiomttracting differentiation in videogames, as the gamer is frequently
called upon to engage with and interact with focalised objects and such focalisation
helps players to successfully complete a game. Focalisation is an essential part of
ludology as well as narratology: it is instrumental in allowing the player to conliegtua
the actions taking place on the screen, to assist in creating strategies to overcome the
obstacles and puzzles facing the character and to allow the player to fulfil specific game
goals. Again, the interactivity of videogame focalisation sets itt &fman other media
focalisation techniques, complementing Chi
cyclic process between two or more active agents in which each agent alternately

l i st ens, t h({CraWwferd 20@bnAS the jpuenaykthsodya fictional gaming
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landscape involves the player both controlling the focalisation and being guided by the
game designer, videogames suggest that two new paired terms for focalisation may be
required: playecentric and designarentric focalisation andharrative and ludic
focalisation. As with all paired terms, the pairs are not entirely separable; they overlap,
alternate, and interact with each other. As gamers and game designers contend for and

collaborate in control of focalisation, issues of authgyr and point of view emerge.

Perspective

For the study of narrative, perspective differs from focalization. Focalisation, as we

have seen, describes the focus of the narrative, and covers several aspects that include
perspective, and refers, Benettian terms, to the restrictions (or frestrictions) of
narrative information in relation O0to the
characters, or other, mor e Nyegechoffhi201tl)i c a | e
Initially, the cortept of focalization was introduced as a replacement for the terms
perspective and point of view, and Genette considers that focalization is comparable to
both terms. However, Genette himself differentiates between focalization and-the pre
existingtermsc onsi deri ng that focalization is a
respect to what was traditionally calledmn i s c (Genette 4988, 74)whereas
perspective and point of view in Genettebo
they are peceived, felt, interpreted and evaluated by her [the character] at a particular

mo me (Ntederhoff 2011) Whilst this is a narrow difference, it is, nevertheless, an
important one in critically examining the way that narrative identification is
construokd. In videogames, the difference between focalization and perspective

becomes even more relevant. As this thesis elucidates, concepts of identity and
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identification with and as characters in playable narratives can vary markedly depending
on the perspdive and focalisation that is used to create that narrative. Whilst this
variation occurs in other media, the physical interactivity of controlling a character as
she progresses through a narrative heightens the immersion that the player feels and,
whilst the focalization of the narrative provides the information that the player needs to
complete the game, the perspective is what heightens the identification that she
experiences with, or as, that character. Each of the perspectives, whilst familiar to
narative scholars, are nevertheless subtly different in videogame narratives, and so
must be considered separately to show how each perspective corresponds (or does not)

to and exceeds its functions in other media.

Third -person Perspective

In prosefiction, the third person is a common perspective. This viewpoint positions the
narrator relating events outside the actiochesving the personal pronouiesrefers to
the protagonist and other characters via tpedson pronouns (he, him, she, her, i
they, and them). The opening of fhemb Raidefilm novelisation,The Cradle of Life
itself an adaptation of the videogame franchise, offers an example of this perspective:
For the first time in almost a month, Lara Croft was comfortable.
She was ack home, in the study of Croft Manor, sprawled out in
a red leather chair(Stern 2003, 1)
The narrator of this extract is positioned externally to the events that are being reported,
an observer of Lara Croft and her actions rather than a characker scéne with her.
This narrator is omniscient, knowing, for example, that not only is Lara comfortable in

the present, but also that she has been uncomfortable for the past month. This
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perspective is commonly used in visual media as well as prosenfictaeed, Giannetti
observes that 6éomniscient (Gianeattid999,8387) i s al r
Videogames too offer a thiperson point of view that is occasionally

omniscient. More often, however, the thpdrson view is character baiand situated
with the characters the player controls. Usually, the {bincon perspective in
videogame narratives is restricted to the viewpoint of a single character, although this is
not universalHeavy Rainfor examplej s 6t ol d 6 ftive@imiivetdifegentp er s p ¢
characters, all of whom the player controls periodically as the game progresses. A
similar design features in the gaes s a s s i n;@ostheCinstsayatal I®urs, before
taking control of the central protagonist Conor, the @lagontrols a character named
Haytham Kenway, who offers insight into, and provides narrative background for, the
main protagonist. This game also features Desmond Miles as part of the framing
narrative discussed in Chapter 2, giving the player thredlistontrollable characters,
each with his own perspective on the settlement of the United States: the modern view
of Desmond, the British Imperial view of Kenway, and the Native American view of
Conor. The thirgpberson perspective is thus variable eatthan fixed and omniscient.

As with other narrative fiction, the thiglerson videogame can be divided into
several suftategories, dependent on such things as focalisation, distance, and character
depth. For example, the most frequent focalisatiorhefthirdperson videogame is
being characteb o u nd, cor r es p o nNamatorgs)>CGharactef(® dlor ov 6 s
Assassins Creed, 3he narrator is the Animus; this machine controls the information
imparted by the various characters and their specific portibtiee narrative, delivering
this information to Desmond, and by exten
Animus intheAs s a s s i rrénshiseCrepeegedts A and is presenting Desmond, B,

with the actions of Conor, C. The player is externgh®narrative, and its focalisation
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is voyeuristically placed outside the narrative, the player observing Desmond, and so
viewing Conor. Here and elsewhere, narratological terminology illuminates the
complexity of narrative perspective in videogames.

Whilst some videogames give the player access to different characters, more
often than not, the player controls a single character. In apbmgbn game, these
characters are given clear identities in the form of names and distinct physical
characteristicsand many have become household names, such as Super Mario, Spyro
the Dragon, and Sonic the HedgeldgThese characters dominate the videogame
space/screen, with the player being responsible for their physical actions and
progression through that videoganspace. Videogame perspective departs from
literature and film point of view, in that the playearrator controls, rather than simply
being told or shown their actions in videogames. The characters in a videogame can be
likened to puppets with the playfunctioning as the puppet master; they are controlled
by the player, but they are not the player. The metaphor is emblemised and realised by
machinima (an amalgamation of the words machine and cinema), a form of digital
puppetry that has risen from viogames, with the Al and physics engine being
instrumental in its execution. This genre began with the videodauake when
gamers used th€iembéddéd!| 6dembat are reco
after the game has ended) to create filKisschner 2012)

Third-person games, spanning decades of videogame history, have evolved as
technology has become more sophisticated, with the ability to render graphics in three
dimensions. At the same time, its popularity as a perspective has waned agmewh
al t hough t he -pérson petspettivedhasandt Beentldstj instéad becoming a

considered narrative choice, as with other visual media. The complexity epérsdn

¥ Thesecharacters appear in franchises of the same name.
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narratives requires the creation of sidiegories of thirgberson persmtives that
produce different modes of player identification with characters. | begin with some of
the earliest videogames.

Figure 11 shows the first Super Mario incarnation in 198%yhich places the
character in the centre of the screen, with the player looking at him and his
surroundings, much as film and television atives allow the viewer to see a character

moving within a visual frame.

Figure 11: Super MarioWorld

Placing the character in the centre of the screen allows the player to position Mario as

the protagonist and identifies him clearly as a separate;gkimgbn entity; he iMario,

controlled and manipulated by the player, but not an extension of the plage i dent i t )
body. Besides bearing a different name from the player (unless the player happens to be
named Mario), and having physical characteristics that distinguish him from most
players, the space around the character denotes a separation frorh they e r 6 s s p a
maintaining differentiation between the two perspectives via distance and point of view.

In this game, as in other similarly structured games (su@oag the Hedgehggthe

Pal NA2 FANBG | LILIS| NB ROorkey KonivdD8LIYivay mdt uitiy1985 @ hed I Y S
became an eponymous character in his own game.
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player is explicitly placed outside the game space and tiserean events, even though

she is directing the action via the game controller. The focalisation is clearly external:
not only is Mario separated from the player, but the screen gives the player a relatively
distant and objective view of the character amtext and the action of the game. As
with other visual media, the camera (A) shows the player (B), the actions of Mario (C),
although the delineation between the player and the character is blurred through
interactivity. The defined space around therabter offers a thirghberson perspective

that has endured amidst numerous technological advances, as shbignral2, a

screen shot from the 2012rgaSuper Mario Bros YNintendo 2012)

- . - - Y.
205 @% 510,05 oL P 00026825,0 0 35%

Figure 12: Super Mario U

Positioning the protagonist at the centre of the field of vision is not a new
technique in moving visual media, as the early adaptatioAlioé in Wonderland
(1903) illustrates. Filmed only 37 years after the first publication of the novel, this short
film uses a fixed position to view the events, a technique that film adopted from a

theatre audienceds point of view.
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Figure 13: Alice in Wonderland 1903

As can be seen iRigure 13, placing of Alice in the centre of the screen throughout the

9 minutes and 35 seconds marks her as the predominant character. Not only does her
central position figure her as the protaganise light clothing on the dark background

al so substantiates Aliceds primary positi
narrative point of view to some extent, the long shot permits the viewer to see Alice
interacting with her location and otheharacters, whilst maintaining her dominant
position in the film.

The positioning of the camera is very much the same for the-ghnsbn
videogame as it is iAlice in Wonderland Al t hough the O0camer abd
not fixed, as it is inAlice, the view is centred on Mario, who remains the central focus
of the screen, even as the player moves him around, with the camera moving to
maintain this positiofi* a technique known as sigerolling. As with the lighter colour
of Al i ce6s 180B fim, the aolgursiemployet ia the game allow the player
to instantly place Mari o as the predomina
contrasting against the blue background in Figure 3, despite the small size of the

character and the addihal visual information contained on the screen. Focalisation in

“The thirdperson perspective in these games also allowestliackground to remain stationary and the
foreground to move with the character, in what is known as e-amd-a-half dimensional (2 % D)
perspective. As with the thirgerson perspective, the 2 ¥2 D space prevents the player from identifying
fully as thecharacter, maintaining a distance between player and protagonist.
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the thirdperson videogame, as in other thperson media, is external; Mario is
separated from the player via placement and distancing techniques. It is also ostensibly
more contextual,lowing the player the area surrounding the character, and presenting
the <character as the object o f event s, r

viewpoint.

Secondperson Perspective

Less common than thirénd firstperson narratives, tteecondperson perspective is a

met hod of narration that directly address
intimacy of the firstperson narrative technique through its direct address, the second
person perspective simultaneously provides a meastididactic distance with the
narrative: 6youd are being told whaad Oyou
third-person narratives. Aristotle distinguishes between mimesis and diegesis, with
mimesis being the act of showih@f imitatingd and degesis the act of telling

(Marusic 2009) This viewpoint in literature is, some scholars claim, codintdicative

to reader identification(Schofield 2003) Bal contends that the secopérson
perspective in narrative fiction-peisonvol ves
formatdéd and that O6the fAyoumern sorsd mpdryr atnor
t o hi(Bed 2009 ) She furtherasert s t hat O6the fAyouodo c
with the reader 6 and t h@®adl 2009n30)y Whilds Bat he r e
considers this perspective to be psefitki-person, it proved to be useful for the

designers of textbased videogame@\egvold 2007)
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In the early years of gaming, the secqgatson perspective was a popular
method of narration, with texdased games such Aslventure(Adams no datepnd

Zork(Anderson, Daniels and Lebling 1978jdressing the player directly.

Figure 14: Zork Screenshot, Featuring Seconéerson Perspective

As shown inFigure 14, the opening screen dork, the game itself acts as a legible
textual narrator, responding to player requests and directly addressing the player as
6youb. -pdrsen psrepectve dlis the player to identify as the main
character in the game and allows her to enter the narrative as a character. As with
ChooseYour-Own-Adventure prose fiction, the reader acts as the central protagonist
and makes choices to complete the narrative.

Ruth Nestvold considers the seceperson perspective to be the dominant form
in electronic fiction, with texbased adventures (also known as interactive fiction)
being the foundation of this forrfNestvold 2007) In contrast to the prose fictional
form, Nestvold writes, the secosmle r son perspective in elect]
identification with the main charactero
(Nestvold 2007) The narrator of hyperfiction texts and tésed games asks
guestions of the player/reader that need to be answered for the narrative to progress. An

example of such an instance occurs near the beginning of the hypertex&fstongon
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(Joyce 1987when the narratoa s k s 60Do you want to hear
responds 6nod6 to this question, the O&6dpaged
| understand how you feel. Nothing is more empty than heat. Seen
so starkly the world holds wonder only in the expansedayec
where the bees work.
A O0yesd response provokes a different ans\y
She had been a client of Wert's wife for some time. Nothing
serious, nothing awful, merely general unhappiness and the need of
a woman so strong to have frienddoyce 1987)
Theowd i n t-geisan nasraiveoin ah active participant in the narrative
(although the options are still clearly defined rather than emergent), with the ability to
influence the direction and progression of the narrative, giving a veneer of authorship
the narrative process.

Whilst the secongberson perspective waned with the ascendancy of pictorial
videogames, it persists across the medium, usually in conjunction with another
perspective. For example, pioneering fpstson shooter gamé&oom and Doom 2
(ID Software 1993- 2005) both use the secoskrson perspective as part of their
endings Figure15); here, the player is directly addredd®y the videogame, the text on
the screen reminding the player of the prior incarnation of the videogame perspective as

the reward for defeating the alien enemy.
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Figure 15: Doom Screenshot, Featuring Seconéerson Narration

Despite the secongerson perspective having an ongoing presence in videogames, there
has been some debate amongst players as to its role in pictorial videogames; some
perceive this perspective to be equivalent to an -theeshoulder camera view,
discussd later in this chapter. This is not the case, however. BEttetoadsgame
(Stamper and Stamper 1991gr example, has the player fight the first Boss battle from

a dislocated secorgerson perspective: that is, through the eyes of the Boss. The
player has control over all of the actions that the protagonist makes, but the player sees
the character that she is controlling, the actions being taken, and their results from the
viewpoint of the Boss rather than viewing the figure of the Boss from tlspguive of

the protagonist. God of War 3(SCE Santa Monica Studio 201@)so utilises a
dislocated seconderson perspective, in which the player has to solve a puzzle through
the eyes of a nearby statue. The use of the squensdn perspective is rarepictorial

(as opposed to textased) videogames and is used significantly less than either the

third-person or the firsperson perspectives.








































































































































































































































































































































































































































































