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Summ ary  
In this thesis I investigate the core of what interaction and narration is and how they relate to video 
games. To fully understand narratives, I start by investigating its history and definition in the context 
of narratology. Then I relate this to video games. I feel there are many scholars who donÕt consider all 
narrative-oriented video games, when they investigate them. They give poor examples, like Jesper Juul 
does in ÔGames telling stories?Õ ThatÕs why I discuss narrative games like Fable and The Sims, to look 
at video games from another perspective. This thesis does not prove that video games should be 
researched from a narrative-perspective. Maybe the game scholars, the ludologists, are right, when 
they say they donÕt feel itÕs a medium to be analyzed by narratologists. However, video games also 
have a strong narrative and film background, which makes it quite understandable these scholars are 
interested in discussing its meaning and form.  
 The most important issue is the role of narration in games. I found three statements that fit 
with my perception of narrative. Rigney had a very shallow point of view, calling all forms of 
communication narration. Bordwell and Thompson narrowed it down, by explaining what a narration 
consists of; a narrative. A narrative has to be a chain of causal related event, and it has to occur in time 
and space. Then, finally, in JuulÕs ÔGames telling stories?Õ I find a description saying it canÕt be 
something on its own, it has to be presented my some kind of medium. This fits with RigneyÕs 
statement about narration. Narration in the context of video games is a chain of causal related event 
occurring in time and space; narrative, that is communicated by the interface to the player who 
actively participates to access it. 
 Interaction is an activity of mutual exchanging of information or actions of any kind between 
at least two entities. In the context of videogames, however, there is a lot more too interaction than just 
that. A player interacts with the game, with the gameÕs author, with the character, and the character 
and all other game elements interact with one another. In the context of video games, interaction is 
both the system that defines the mutual exchanging of actions and the value of how this interaction is 
established to benefit game play experience. In videogames thereÕs a lot of interactivity which makes 
the interaction more concrete: the game worldÕs possibilities, the rules, the movements, the gameÕs 
reaction to the playerÕs input and the response of the player. 
 Immersion in video games is a definition used to describe a feeling of absence from the real 
world, and imaginary presence in the virtual world. A player submerges himself into the story and/or 
game flow, to become part of the game experience. The narrative can easily absorb the player by 
exciting their fantasies. The interaction does this by creating a course of action in which one has to 
respond actively, generating a flow. Closely connected is Ôgameplay,Õ which establishes a great deal of 
this sensational experience. Another definition which is closely related is Ôsuspension of disbelief,Õ 
which means accepting the gameÕs world and rules as if theyÕre true; real. When one suspends their 
disbeliefs, they can accept the imaginary virtual world in which the game takes place. This is essential 
to immersion, because one cannot submerge when he does not believe. Murray compares the term to 
the feeling of submerging or dipping in a swimming pool. We enjoy this feeling o finding ourselves in 
a new world and exploring its possibilities. 
 Education can occur when the student is motivated and actively participating in instruction 
and narrative. Games have always been a valuable learning tool, so Crawford, McLuhan and Prensky, 
which IÕve discussed in that paragraph, believe that educational video games can have the same effect. 
Interaction and video games already offer elements that benefit the educational value, like structure, 
active participation, motivation, fun and narrative elements.   

 To analyse and improve narrative in video games, I used classifications from 
Caillois and put them in another perspective. I believe challenge is closely connected to 
narrative, and so is freedom. Challenge stands for ludus; a structure of rules and goals, 
which consist of tedious rules to make it harder and uncertain to achieve a goal. Frasca 
too analyzed this de finition and linked it with Aristotelian stories, consisting of three -
act. A game has also an introduction or beginning, a middle; the actual game itself, and 
an ending; closure or conclusion. I believe that if ludus wouldnÕt be linked to paidia; 
freedom, you wouldnÕt have a game but a story, since freedom allows participation and 



control. If you would only have a narrative structure, without participation, you would 
only have a narrative. On the other hand paidia, freedom, offers a lot of narrative 
possibilities, yet is not a narrative. If one would play a game of Ômake -believe,Õ one could 
create any story possible. With the system of video games this story would be created 
along with the game and communicated back to the player, creating narration. However , 
the two; freedom and challenge, can not be apart from each other. The trick is to find an 
ideal way of implementing both characteristics into the game. These characteristics are 
competition, chance, immersion and thrill. By defining each involvement in t he 
interactive experience of the narrative game, we can define for each element what their 
narrative value is and how the narrative could be experienced by the player. In the 
context of educational games we need guidance from the system, but also the possi bility 
for the user to make mistakes; learn by trial and error. Both have to be involved on an 
equal level, creating ultimate mutual exchange; interaction, and an open learning 
environment.



Preface 
 
If I look back at the person I was 5 years ago of course I would see a different person. Na•ve, young, 
enthusiastic, full with adrenaline and motivation and above all I was oblivious. What did I know of the 
game industry with my 17 years of age? I know a lot more now, IÕve learned a whole lot more, IÕve 
seen a bit more of the world and IÕm more confident now about what I do and who I am. Still I look 
back at the person I was with all my dreams and visions of the future and about what game design is 
about and I think to myself: Why shouldnÕt that be reality?  
I remember I wanted to create worlds, alternative realities presented to you within amazing mind 
blowing environments you canÕt take your eyes and, of course, hands of.  I wanted to create stories, 
characters and dreams beyond dreams in which you can do whatever you can imagine doing. All these 
years I looked for this dream, I found a lot of questions and searched for answers. I looked for that one 
brilliant concept that would translate all my ideas to a game. Five years later I still havenÔt found that 
concept but I do believe an answer to my question could be within my reach. The question whether 
narrative can enhance my play experience by creating an ultimate story world and playful environment 
where interaction and narrative benefit each other. 
Still I donÕt believe itÕs something I can create now, or anybody, but I do believe that it is a very 
interesting goal for creating games. I still believe narration can be a very crucial element within 
games. Stories within video games can be much richer in my opinion. For example, they can tell you 
something about life. It can even teach you a lesson while youÕre at it. Of course I donÕt doubt that 
ÒPongÓ or ÒSpace InvadersÓ is a lot of fun, but I look for a different type of game. And such games are 
already being made, probably with al the right intentions but unfortunately not always with the best 
efforts. Stories are used, but the immersion or interaction is poor, or perhaps the other way around. 
Though in the past years I have come across video games I believe come close to this dream IÕm 
having, so this would be the right time to try and put my finger on it and write it down in this 
document. How can narratives contribute to game design? What is the link between interaction, 
narration and immersion? Can there be true interaction or even creativity within a narrative 
environment? LetÕs find out. 
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Introduction  
WhatÕs in a game? 
 

Narration is something we get familiar with very early in our lives. Young 
children learn words, social behaviour and causal relations particularly by stories 
their parents and teachers tell them. Looking back at fairytales I read or Disney 
movies IÕve seen I remember there had been a lesson they taught me, there  had 
been a moral. DonÕt talk to strangers, especially when theyÕre wolves. DonÕt eat 
strange looking apples handed to you by an ugly old lady. Even the simple things 
like names and words I learned from small stories my mother made up about 
farm animals an d groceries.  

Another way of learning things on a very early age is by trial and error. Do 
you remember your first baby steps? Probably not, but you can imagine a small 
boy standing up and falling down a couple of times, before it actually walks. And 
what about a small child trying to solve a puzzle? ItÕs al by trial and error. The 
way we learn, but also the way we play games. Playing a game is not much 
different than learning by trial and error. We explore, we look for boundaries, we 
try to bend the rules,  and we even cheat and if at first we donÕt succeed, we just 
have to try again. Of course we initially donÕt play games or listen to stories 
because we expect or want to learn from them, we just want to be entertained. 
Well, fun is the best learning tool.  

 
Video games have two roots; one being technology, the other being film. In 

the 60s and 70s video games started to emerge, and it didnÕt take them very long 
to become one of the most popular media of all time. In early 60s programmers 
and mathematicians ex perimented with technology and eventually created the 
first computer game in 1962. Ten years later the arcade was invented and shortly 
after gained success. By the end of the 70s, it was a successful market. Shortly 
after the first successful arcade game, Don Bluth, a former Disney animator, 
started making arcade games himself in the form of interactive movies. His 
games were very successful in the arcades and unlike anything anyone had ever 
seen.  

 This created a division in the game industry still present  today; 
storytelling games versus skill and reflex -based games; narrative versus 
interaction. In this thesis I hope to get a clear view on what relation narrative 
has with interaction within the context of video games, but in order to do so I 
have to get f amiliar with the terminology.  

The information I gathered for this thesis is mainly based on books and 
articles of renowned ludologists. Ludology is the study of games. ItÕs a term 
Gonzalo Frasca and Jesper Juul are strongly associated with, since they bot h 
were the first using the word and associating themselves with this it. The word 
ludology and ludologist will occasionally be used in this thesis, not referring to 
those two specifically, like some people do, but referring to all that study the art 
of games. 

In order to understand games, we have to know what they consist of: 
interface, graphics, sound, story and a mysterious thing called gameplay. I  
ÒGameplay is an interaction between the rules and the playerÕs attempt at 



playing the game as well as possibl e.Ó II  Gameplay is a term often used by 
players, designer, ludologists and journalists referring to interactive elements in 
games. ItÕs a very difficult term to understand, though, which is why I will 
discuss it more thoroughly in chapter two: interaction.  

 Interaction is not so much of a vague term, but it is widely used, which 
makes it meaning unclear. For now we will state that interaction in the context 
of video games is the exchange between the player and the game on a mutual 
level, in which they commun icate through actions and information. This 
definition will also become more understandable in the second chapter, but in 
order to use it in the first chapter this description will be enough.  

 



Chapter 1  
Narration  
 
This f irst chapter wil l  concentrate on t he history of narration, what 
different theories there are about narration and how itÕs used in 
different media. There are certain narrative structures, which we 
can use to investigate and understand stories in, for instance, video 
games. These structures are also important if  we want to understand 
how children respond to storytell ing, and how they learn from them. 
The final paragraph of this chapter wil l  be about a very specif ic 
narrative structure and fi lm form, which is the classical Hollywood 
cinema. Th e classical Hollywood cinema is a very dominant model 
used in all present movies of the popular culture and, as you wil l  see 
in the f inal paragraph, is also found in video games.   
 
1.1. Storytell ing  

ÒOur culture is saturated with narrative: myths, legends, fab les, 
tales, short stories, epics, history, tragedy, drama, pantomime, 
painting, stained glass windows, f i lms, news, conversation, even 
dispassionate exposit ion. Not only does narrative emerge in a wide 
variety of forms in our own culture, but it  is also a cultural 
universal, present from the beginning of human history in all 
cultures at all t imes. As such it has always appeared to be as natural 
as ÔlifeÕ itself.Ó III  Our complex forms of communication truly 
distinguish us humans from other species. Andy Camer on says Òa 
people without stories seems as absurd an idea as a people without 
language. (a people with language but no stories even stranger, for 
what is language if not to tel l stories?)Ó IV  Tell ing stories is 
something weÕve been doing for ages and itÕs the one thing that 
unites us as human beings. There have been many records of 
storytell ing found in different languages, including Sanskrit, Old 
German, Latin, Chinese, Greek, Icelandic and Old Slavonic. One of 
the earl iest records was an ancient transcript  found in Egypt.  

 
1.1.1. Its purpose and origin  

Telling stories fulfils our need of sharing experiences, emotions and tales 
that ought to teach us. Especially children learn a lot from storytelling because it 
enhances the childÕs listening skills and knowl edge of oral language patterns, it 
contributes to itÕs mental health and social cognitive development and it can 
stimulate vocabulary development. Anne Pellowski, writer of the book The World 
of Storytelling, writes in her book about he main purpose of sto rytelling and itÕs 
origin. One of her findings is that storytelling came out of a need to honour the 
supernatural forces represented as gods in, for examples, Greek myths and 
German sagas. Humans, especially during that era, have a strong need to explain 
the surrounding physical world using stories. Most myths are about this world 
and all itÕs beauty, only most phenomenons are characterised as gods or other 
supernatural creatures. We still have this urge to use stories to explain our 
surroundings, especiall y when we talk about it to our children. Another 



important origin of storytelling is our mortality and our urge to be immoral. 
Telling stories about our ancestors and pass it on to the next generation is our 
way of being immortal. Most fairytales and child renÕsÕ stories we grew up with 
are no other than tales passed on from generation to generation. Thanks to the 
brothers Grimm and many other collectors of these folktales we now have a wide 
range of books in which all these fairytales are documented.    

Ann e Pellowski also defines in her book three different types of storytelling 
coming from different cultures and purposes. ThereÕs the bardic storytelling, 
which is the stories told by a bard, musician or poet about recent events or to 
praise leaders, nationa l groups or cultures in the Middle Ages. Bards had a very 
important role in society, since they didnÕt have papers and obviously no 
television or internet back then. Then thereÕs the storytelling of the folk, which 
IÕve mentioned before. This is the type o f storytelling that happens at home, at 
work or during festivals or holidays. The most common fairytales are stories 
coming from this type of storytelling and the main purposes of these stories, like 
mentioned above, is educational. The last type she descr ibes is the storytelling in 
the religious tradition. ThereÕs evidence that Hinduism and Buddhism use 
storytelling for teaching purposes. Christian prophets used stories in their 
preachings. Still today a lot of stories are used in church ceremonies and 
teachings about the bible, which is full of stories about religious figures and, of 
course, Jesus Christ.   

 
1.1.2. Definit ion of narration  

For this thesis I will not further investigate the history of storytelling, but 
I do think itÕs interesting to know mor e about the purposes and especially the 
educational value mentioned earlier. The problem however is how to define 
storytelling or say ÔnarrationÕ.  

In my research about the origin of storytelling and its definition, I 
stumbled upon a discussion within narr atology about the difference between the 
oral form and written form of narration. Narratologists also find it much harder 
nowadays to define what narration is, because Òthe very word ÔnarrativeÕ (or 
ÔstoryÕ) begins to invade a multitude of (discursive) ter rains.Ó V Gerald Prince, 
Professor of Romance Languages, tries to describe the word narration in his book 
ÔA Dictionary of NarratologyÕ. He believes narration is Òthe recounting (as product 
and process, object and act, structure and structuration) of one o r more real or 
fictitious events communicated by one, two or several (more or less overt) 
narrators to one, two or several (more or less overt) narratees.Ó VI  Ann Rigney, 
Professor of Comparative Literature and recently working at University of 
Utrecht,  shares this view more or less and describes narration as following: 
ÒNarrative should be seen in the first instance as a communicative act carries out 
by a narrator who, for one reason or another, wishes to convey information about 
a certain set of event to s omeone else. The very act of communication implies the 
ÔrelevanceÕ of the subject matter: the information has been selected because it is 
somehow of interest, because it is Ôtell-worthyÕ or ÔreportableÕ.Ó VII  Her perspective 
implies that any form of communic ation between at least two different people, 
about any subject whether fictional or not, can be seen as narrative. In ÔFilm Art; 
in introductionÕ David Bordwell and Kirsten Thompson have their own 
description of what a narrative is. They discard the form o f communication 



because their description is narrative in the context of film. They Òconsider a 
narrative to be a chain of events in cause -effect relationship occurring in time 
and space.Ó VIII  I find this the most clear view of what narrative is, because of its 
context which strongly relates to video games.   

In this thesis it is not relevant to elucidate whether oral forms of 
communication are different from literal forms and to analyse this in further 
detail. Still, I want to give a small impression on what  that discussion is about, to 
state what our view on narration will be in the rest of this thesis.  

Seymour Chatman, Professor Emeritus of Rhetoric and a renown film - and 
literary critic, states that there is a great difference between oral -  and literary 
narration, because of the openness of oral narration. He defines literary 
narration as storytelling which is innovative and experimental, instead of the 
simplicity of the everyday oral narration. He focuses on the literal form, because 
it is more interesti ng, sophisticated and structured than the oral form and 
thereby he finds Òpublished fiction more complex than oral anecdotesÓ. IX  
According to Chatman we canÕt deny the difference between Ôliterary artistsÕ and 
Ôthe rest of us amateur story -tellersÕ. In Poetics Today, a renown literary 
magazine, he writes an article about this issue called ÔWhat can we learn from 
contextualist narratology?Õ He says: ÒClose inspection of the great complexities of 
even a single literary text, such as, A la recherche du temps pe rdu, provides a 
greater spectrum of narrative possibilities than a narratologist (let alone a 
vernacular story -teller) might be able to dream up on her own. This position is 
not elitist; it does not judge vernacular tales as ÔnonpoeticÕ, but simply argues 
that we find distinction wherever we can, and that literary artists are more likely 
to innovate than anyone else.Ó X  

I believe Chatman makes a good point here, since thereÕs obviously a great 
distinction, but I do believe in the analysis on narration, or letÕs say ÔstorytellingÕ, 
both the oral form and literal form are equally important to consider. Chatman 
disagrees with the views of the so -called contextualists who analyse this natural 
narration and believe that all incidents in narration must be viewed in the social, 
political, and cultural context with which narration concerns itself and in which 
it was made.  According to Chatman the context of oral narration is very different 
than literary narration, however no contextualist claims that the focus shoul d be 
mainly on oral narration instead of literary narration if it comes to analysing 
narrations true definition.  

Chatman too notices that contextualists tend to analyse narration on a 
more superficial level. He says: ÒContextualists argue for the need to inquire into 
intentions, motivations, interests, and social circumstances of real authors and 
audiences. Failure to make this kind of inquiry, they believe, dooms narratology 
to a treatment of narrative as a Ôdetached and decontextualized entityÕ. This has  
a plain, homey bluntness about it, a sense of getting down to basics, which some 
may find comforting.Ó XI  Again Chatman certainly has a point here, but I too feel 
that this superficial approach is comforting.  

A more important issue Chatman discusses in hi s book ÔComing to Terms: 
The Rhetoric of Narrative in Fiction and FilmÕ on the matter is that in an 
interaction between two individuals, an oral narration, Òthe auditor can request 
feedback in order to pinpoint the speech actÓ. XII  Meaning, in a conversation  we 
can ask for clarification, but in a literary narrative Òthe reader cannot query the 



author about the fictionÕs meaning or forceÓ.XIII  However, contextualists do not 
feel that they try to compare a speaker -audience relation with that of an author -
reader re lation. Contextualist does focus on the context of narration, both oral - as 
literary, but it does not Òlead to the assumption that its (literary narration) 
context is the same as those that put speaker and audience in one anotherÕs 
presence.Ó XIV  Semiotician s, people practicing the study of sign and symbol 
processes, signification and communication called ÔsemioticsÕ, share this view on 
narration. They feel, like Roman Jakobson linguist and literary critic, describes 
in his book ÔOn Realism in ArtÕ, that lite rary narration should not be treated as a 
separate entity. They too believe, like the contextualists, that all text, whether 
written or spoken, should be treated the same. However, he does acknowledge 
that some literature has distinctive quality that makes  it difficult to compare it 
with other forms of communication.  

 
This leads us back to RigneyÕs statement where she makes no true 

distinctions and defines all forms of communication between a narrator and a 
recipient as narration, creating a story or narrat ive no matter if the information 
is true or fiction. Rigney believes there should not be a discussion about the 
relevance of this narrative, because the narrator has selected the information and 
finds it Ôtell-worthyÕ, which automatically makes it relevant . Bordwell and 
Thompson discard the narrator and narratee, since in film the narrative is 
communicated through the formal system of the film. Their description is more 
about the content of a narrative, which consists, according to them, of causal 
related e vents occurring in time and space. Narrative or story can exist in any 
context or media. Like Janet H. Murray, professor at Georgia institute of 
technology, says in her famous book ÔHamlet on the HolodeckÕ: ÒNarrative beauty 
is independent of mediumÓ. XV In this thesis we will not question a narrative 
because of its context, relevance or medium, and thereby we share Bordwell & 
ThompsonÕs view on narrative (in the context of film) and RigneyÕs more shallow 
view on how we should define narration.   

 
1.2 Narrati ve structures  
 In this chapter we wil l  f irst get famil iar with Greek Tragedy, 
the most famous and very f irst narrative structure. At the t ime this 
structure was merely used for tragic drama, both for crit icism and 
playwrit ing, but AristotleÕs ideas were al so inspiring for other 
narrative media l ike l i terature and also f i lm. However, in Ôfictional 
cinemaÕ we refer to this Ôdominant modeÕ as the Ôclassical Hollywood 
cinemaÕ ( or Ôclassical Hollywood narrativeÕ). ÔClassical Hollywood 
cinemaÕ is also a term associated with the mode of production in the 
early ages of the cinema, but in this thesis we wil l  only refer to the 
narrative structure and visual -, audit ive form. In this paragraph I 
wil l  elaborate on the Greek tragedy as a narrative structure, then I 
wil l  describe a similar structure based on the three act structure 
called ÔFreytag's pyramidÕ, and finally I wil l  compare this with the 
Ôclassical Hollywood cinemaÕ and clarify this particular narrative 
form more thoroughly.  
 



1.2.1 Greek Tragedy  
To be able to understand the actual term ÔnarrativeÕ, we need to have a 

clear understanding of what a story should consist of. WeÕve talked about what 
context can lead to narrative and how we should interpret it, but a story ought to 
be more than just that. Communication  generates narration, but a narrative does 
need some basic elements and a structure. Bordwell and Thompson talk about a 
chain of events occurring in time and space that are related by cause and effect. 
This view on narrative leads us back to the so -called Ôthree unitiesÕ invented by 
Aristotle.  

  
  Aristotle is a famous Greek philosopher who lived from 384 till 322 BC 

and was a student of the even more famous philosopher Plato. Together with 
PlatoÕs mentor Socrates, these three Greek philosophers laid the fo undation of 
western philosophy. Two of his many interests were rhetoric, the art of speaking 
and writing, and poetry. His ideas have had a great influence on the development 
of both the art of rhetoric and poetry. In AristotleÕs Poetics he describes the ba ses 
of an Ôideal narrativeÕ. 

ÒAn extended whole is that which has a beginning, middle and end. But a 
beginning is something which, in itself, does not need to be after anything else, 
while something else naturally is the case or comes about after it; and a n end is 
its contrary, something which in itself is of such a nature as to be after something 
else, either necessarily or for the most part, but to have nothing else after it. It is 
therefore needful that well put -together stories not begin from just anywh ere at 
random, nor end just anywhere at random.Ó XVI  This dramatic structure is now 
called the Ôthree act structureÕ, where the first act is ÔsetupÕ, the second act is 
ÔconfrontationÕ, and the third act is ÔresolutionÕ.    

In Poetics Aristotle describes anot her set of rules of which a drama should 
consist, called the Ôthree unitiesÕ or Ôclassical unitiesÕ. These rules, together with 
the three act structure, became the foundation of ÔGreek TragedyÕ, the first 
principles of criticism and of dramatic constructio n, which makes this the very 
first narrative structure. The three unities are the unity of action, the unity of 
place and the unity time. The unity of time limits the action to the duration; no 
more than 24 hours. Unity of place limits it to one physical s pace; no compressed 
geography or more than one place visualised on stage. The unity of action limits 
it to a single set of actions (ÔdramasÕ) or events which are related by cause and 
effect, Ôhaving a beginning, a middle, and an end.Õ This means no or only  a few 
subplots are allowed. ÒConcerning the unity of time, Aristotle noted that all the 
plays since Aeschylus, except two, did illustrate such unity, but he did not lay 
down such a precept as obligatory. Perhaps tacitly he assumed that the 
observance of the unity of place would be the practice of good playwrights, since 
the chorus was present during the whole performance, and it would indeed be 
awkward always to devise an excuse for moving fifteen persons about from place 
to place. The third unity that of action, is bound up with the nature not only of 
Greek but of all drama.Ó XVII   
Another point Aristotle makes, regarding the Greek Tragedy, is that the highest 
level of tension should take place around the middle of the narrative. This is 
what we call ÔclimaxÕ. He believes this tension comes from a conflict, in most cases 
caused by the antagonist, the evil villain. The plot should be aimed at solving this 



conflict. This is a job for the protagonist, the hero of the story, who should be, 
according to Aristotle, someone who is of great importance to the ÔpolisÕ, the city. 
Aristotle describes how the narrative should be written around this character to 
have the spectator sympathize him, pity him and arouse a feeling of ÔkatharsisÕ; 
in ÔtragediesÕ this definition describes a physical, emotional, religious and mental 
kind of cleansing of the soul, which the spectator experiences when going through 
ÔeleosÕ (grievance) and ÔphobosÕ (fear). 
 

ÒTragedy, then, is an imitation of an action that is serious, complete, and of 
a certain magnitude; in language embellished with each kind of artistic 
ornament, the several kinds being found in separate parts of the play; in the form 
of action, not of narrative; with incidents arousing pity and fear, wherewith to 
accomplish its kathar sis of such emotions. . . . Every Tragedy, therefore, must 
have six parts, which parts determine its quality Ñ namely, Plot, Characters, 
Diction, Thought, Spectacle, Melody.Ó XVIII  
 Tragic drama developed in Greece in the 6th century B.C., most likely 
originatin g from the dithyrambs, which were choral cult songs and dances to 
honour the Great Dionysus, god of wine. Tragedy comes from the Greek word 
ÔtragoidiaÕ, which means goat-song. Goats were originally sacrificed to show 
respect to Dionysus, but later on the G reek Chorus would sing a song of sacrifice 
instead, the Goat Song. The word also refers to plays preformed by drunken men 
dressed in goat costumes, also to honour the god of wine. The plays were light -
hearted, but later became more and more serious. Now, " the word Òtragedy" 
refers primarily to tragic drama: a literary composition written to be performed 
by actors in which a central character called a tragic protagonist or hero suffers 
some serious misfortune which is not accidental and therefore meaningless , but 
is significant in that the misfortune is logically connected with the hero's actions. 
Tragedy stresses the vulnerability of human beings whose suffering is brought on 
by a combination of human and divine actions, but is generally undeserved with 
regard to its harshness. This genre, however, is not totally pessimistic in its 
outlook. Although many tragedies end in misery for the characters, there are also 
tragedies in which a satisfactory solution of the tragic situation is attained.Ó XIX  
 
 IÕve started this paragraph with AristotleÕs description of tragedy. In this 
description he mentions six terms he associated with tragedy. In the next 
quotation, also from his famous Poetics, he relates these terms to one -another, 
which makes it easier to understand.   
 ÒTragedy is the imitation of an action; and an action implies personal 
agents, who necessarily possess certain distinctive qualities both of character and 
thought; for it is by these that we qualify actions themselves, and these - thought 
and character - are the two natural causes from which actions spring, and on 
actions again all success or failure depends. Hence, the Plot is the imitation of 
the action - for by plot I here mean the arrangement of the incidents. By 
Character I mean that in virtue of which w e ascribe certain qualities to the 
agents. Thought is required wherever a statement is proved, or, it may be, a 
general truth enunciated. Every Tragedy, therefore, must have six parts, which 
parts determine its quality - namely, Plot, Character, Diction, Th ought, Spectacle, 
Song. Two of the parts constitute the medium of imitation, one the manner, and 



three the objects of imitation. And these complete the fist. These elements have 
been employed, we may say, by the poets to a man; in fact, every play contains  
Spectacular elements as well as Character, Plot, Diction, Song, and Thought.Ó XX 
 Aristotle talks about an imitation of an action, which description comes 
close to the description of the word Ôre-enactmentÕ; a role-play in which actors 
attempt to recreate a (historical) situation or event. He basically says that a 
character with thoughts (desires and ambitions) initiates a chain of actions or 
incidents, which constitute the plot. The plot is not just the story, but itÕs the way 
the arrangement of incidents are presented to the audience. With ÔdictionÕ he 
means Òthe mere metrical arrangement of the words.Ó XXI  Diction applies 
therefore especially on drama, and not literature or in our case, video games. 
Spectacle is a term he uses for the visual elements in a p lay, and finally song is a 
word that doesnÕt need any explanation.  

Aristotle indicates that a tragedy is more a drama than a narrative, 
because a tragedy shows the content of the story rather than telling it. It doesnÕt 
have a narrator and therefore isnÕt , from his point of view, not a true narrative.  

Aristotle says a tragedy shows Òwhat is possible according to the law of 
probability or necessityÓ XXII , instead of just reporting what has happened. In that 
way, he believes, tragedy is more philosophical than  history.  A tragedy shows 
what could happen in a dramatized way. He says that real events that have 
happened may be due to accident or coincidence. They are not so much part of a 
clear cause-and-effect chain, like a drama is. This is why Aristotle believe s, apart 
from reporting, they have little relevance. Tragedy, however, creates a chain of 
evens that clearly reveals what could happen at any time or place. Because the 
audience can easily envision themselves within the plot, it both arouses pity and 
fear,  when with historic events it feels distant to the audience because itÕs in the 
past.  
 
1.2.2 Freytag's pyramid  
 Gustav Freytag was a famous German novelist of the nineteenth century. 
His fame was made universal by the publication of his novel ÔDebit and Cr editÕ 
(Soll und Haben) in 1855. His book was translated in all European languages, 
making it the most popular and widely -read German book of that century. 
Freytag was also famous because of his book ÔDie Technik des DramasÕ  (1863), in 
which he analyzed pl ots of ancient Greek and Shakespearean drama and 
developed a diagram to do so. He diagrammed a storyÕs plot using a pyramid that 
was later to be called FreytagÕs pyramid. We will discuss this pyramid briefly, 
because it influenced playwriters and we could still apply it on modern narratives 
to analyze them. We will also see it resembles the Greek tragedy in many ways. 
In this pyramid Freytag divided a plot into different parts or acts. The first being 
ÔexpositionÕ, followed by Ôinciting incidentÕ, Ôrising actionÕ, ÔclimaxÕ, Ôfalling actionÕ, 
ÔresolutionÕ and finally ÔdŽnouementÕ. 
 The exposition is the first act, in which the writer provides the reader with 
character - and background descriptions to introduce the protagonist, antagonist 
and the setting. The r eader needs this information to properly understand the 
story.   
 The exposition ends with the inciting incident, which is a single moment in 
the story where the main conflict is introduced. A problem of any kind is caused 



by something or someone, which th e protagonist has to solve. This incident will 
begin the action, like the first domino tile causing a chain of events.  
 The rising action starts with the first steps the protagonist will take to 
solve the conflict. More and more information will be expose d, the story will build 
and gets more exciting. The main conflict will be complicated by introducing of 
related secondary conflicts. The protagonist will have to overcome obstacles that 
will get in his way, in order to reach his goal. These secondary confl icts are 
sometimes not related to the antagonist, but are some sort of other obstacle of 
less importance that keeps the protagonist from reaching his goal.  
 The boiling point of this rising action is the climax, the moment of greatest 
tension in the story.  This is often the most exciting moment in the story, which 
will change it completely for better or for worse. A climax is therefore also called 
Ôturning pointÕ.  
 After the climax events will happen as a result, that would make 
everything good again. This  is called the falling action. During this act the 
conflict between the protagonist and the antagonist will unravel. In most stories 
this falling action will conclude with a moment of final suspense, where the final 
outcome is in doubt.  
 DŽnouement is a Fr ench term for outcome or conclusion. At this point all 
the remaining secrets, mysteries and question will be answered by either the 
characters or narrator or author. In Greek tragedy, in which this moment is often 
called catastrophe, it often means the pro tagonist is worse off than he was at the 
beginning. However, the conflict, tension or thread is gone, so no matter what the 
outcome is, he will be in a place of rest.  
 
1.2.3. Classical Hollywood cinema  
 In 1895 the brothers Skladanowsky presented their fir st 15 minutes film 
in several big theatres in Berlin. Their invention, the Bioscop, could both record 
and show 35 mm film, just like Lumi•res CinŽmatographe could. The brothers 
Lumi•re presented their camera with their first movie only two months later in 
the «Grand CafŽ« in Paris, a spectacle that went down in history. The Lumi•re 
brothers invented this camera originally just to be able to make nickelodeons for 
the Kinetoscope, a peephole device invented for Thomas Edison by William 
Kennedy -Laurie Dickson.  However, Louis and Auguste Lumi•re discovered that 
only by using a light source they could project their film without using the 
Kinetoscope. The Lumi•re brothers made many films that became very popular, 
especially in Europe. The breakthrough of cinema in  America was one year later, 
in 1897, when copycat Edison invented the Vitascope. His films, originally 
created for the Kinetoscope, had their comeback, since Edison used the Vitascope 
to show them. In 1897 the cinema was established, because there were di fferent 
devices all over the world that could show these 35 mm films.  
 Until the end of the 20«s most films were silent, which is why the early 
years of the cinema are called the «Silent era«. During this time filmmakers had 
to cope with several problems r egarding narrative clarity. It was difficult to 
communicate to the spectators Òwhere and when the action was occurring.Ó XXIII  
ÒBy 1917, filmmakers had worked out a system of formal principles that were 
standard in American filmmaking. That system has come to be called the 
classical Hollywood cinema.Ó XXIV  This system Òis ÒclassicalÓ because of its 



lengthy, stable, and influential history, ÒHollywoodÓ because the mode assumed 
its most elaborate shape in American studio films. The same mode, however, 
governs many n arrative films made in other countries.Ó XXV   We will see that also 
the narrative structure of many video games show a lot of similarities.  

In 1923 Lee DeForest demonstrated a Ôsound-on-filmÕ process called 
Phonofilm, a process that enabled to convert sound  into light waves that were 
reproduced alongside regular 35 mm film. Four years later a movie called ÔThe 
Jazz singerÕ really introduced synchronized sound in film, since it was an 
extremely popular in that time. This made an end to the Silent Era. The 
nar rative form, however, remained in tact and still governs many popular films.  
 ÔClassical Hollywood cinemaÕ is often described as a narrative form, instead 
of structure, because the narrative is strongly established in film form. This 
basically means that Ôclassical Hollywood cinemaÓ is a form that specifies both 
the narrative elements and the stylistic elements. To understand how Ôclassical 
Hollywood cinemaÓ  is established in film, we ought to understand how the 
formal structure of film works.  
 ÒBy film form, in its broadest sense, we mean the overall system of 
relations that we can perceive among the elements in the whole film.Ó XXVI  These 
elements are narrative elements, like events and characters, and stylistic 
elements like mise -en-sc•ne, cinematography, editing and sound. The system 
creates a relation between the different elements we can perceive as the 
audience. For example, music, colour and mise -en-sc•ne can give you, the viewer, 
more information about the characters, place or time. These elements tog ether 
form a scene, but one scene, of course, is not enough to make a movie. A movie 
consists of a succession of different scenes. The order of these scenes and the way 
they relate to each other creates a certain pattern. You could compare it to a 
rhyme scheme. This pattern is a narrative element of film form, because it 
establishes the narrative. The pattern also evokes expectations with the viewer. 
The art of true filmmaking therefore is to postpone this expectation to create a 
certain tendency we call ÔsuspenseÕ.  
  
 The formal system has five basic principles. First of all, everything needs 
to have a function within the entire system. Every filmmaking decision, every 
element has a motivation; a reason to be part of the film.  
 Another principle is simila rity and repetition. In the pattern weÕve 
discussed earlier, we can recognise recurring elements like characters, locations 
and music. ÒAny significant repeated element in a filmÓ XXVII  is called a motif. 
Elements of the mise -en-sc•ne like characters, costumes  and settings are the 
most important motives. Apart from these recurring elements, there are elements 
that are very similar to each other. It is not a perfect copy, but there are obvious 
similarities that the audience can recognise. This is called Ôparalle lismÕ. 
 The principle of difference and variation is about using motives in different 
compilations. A film can hardly exist of only using recurring elements. By 
changing these elements, it gets more interesting, even though the changes 
might be subtle. For  example, we can have a character reappear in a different 
costume in a different setting. This is called variation.  
 The fourth principle would be development. If we look at the pattern 
created by the order of the scenes, we can examine how every single el ement 



relates to the next. The pattern Òis based not only on repetition [É] and 
difference [É] but also on the principle of progression that we could state as a 
rule: Alternate A with successive letters in alphabetical order. Though simple, 
this is a princ iple of development, governing the form of the whole series. Think 
of formal development as a progression moving from beginning through middle to 
end.Ó XXVIII  Examples of developmental pattern are ÔjourneyÕ, ÔsearchÕ and 
ÔmysteryÕ. Once you make a segmentation of the entire film it is easiest to get a 
clear idea of what the development is. Another way is to compare the beginning 
of the film with the end.  
 The last principle is unity versus disunity. This is a kind of balance which 
can describe the connection of  all the different elements. Unity means that the 
connections between all elements in the film are clear and they have a reasonable 
motivation. The opposite is called disunity, which is not preferable.  
 

 Classical Hollywood cinema is a structure and formal  system that is based 
on causal related events in a certain place and time. As mentioned earlier this 
formal system was dominant in American filmmaking and influenced filmmakers 
throughout the world. The system has a lot of distinctive properties or rules that 
are called ÔconventionsÕ. 
 If would have to give a short and clear description of what classical 
Hollywood cinema is about, I would say that the actions and events of a Ôclassical 
Hollywood filmÕ revolve around one main character. This is very similar  to one of 
the rules Aristotle applied to the Greek tragedy. The classical Hollywood 
narrative is mainly about this character and his goal, which he or she will 
accomplish at the end of the movie. This is also very distinctive for narratives in 
video games, especially adventure games and role -playing games. The story 
Òcenters on personal psychological causes: decisions, choices and traits of 
character.Ó XXIX  The goal in the narrative also centers on the characterÕs choices 
and decisions, because in most cases their based on desire and ambition; 
psychological motives. This goal is the principle of development, it governs the 
pattern of how the beginning, middle and end are related. ÒIn the classical 
Hollywood narrative the chain of action that results from predo minantly 
psychological causes tends to motivate most other narrative events.Ó XXX The 
scenes are ordered in way that makes the events understandable to the viewer. 
Apart from flashbacks (representation of memories) the order would be 
chronological. Comparabl e to a book it has a beginning, a middle or core and an 
end. This is also similar to the Greek tragedy, which proves that this construction 
is most common in storytelling.  
 Apart from the main character, which in classical Hollywood cinema is also 
called t he protagonist, there is a opposite force that disturbs the goal of the 
protagonist. This force is in most cases an enemy in the form of another character 
called the antagonist. Even though this antagonist is a treat, our protagonist will 
always achieve hi s goal, which will lead to a happy ending. This is a true 
convention of Classical Hollywood cinema, and also of narrative video games. In 
order to finish the game, the player has to overcome all obstacles and will be 
rewarded with a happy ending.  
 A very i mportant distinctive element of classical Hollywood cinema is its 
pursuit for unity. Relations of place and time are clear and linear, comparable to 



reality. The editing of the film relates strongly to that too. Continuity editing is 
very important, which means that continuity in maintained while editing the 
scenes. Editing is based on the location, direction and mise -en-scene of each 
individual shot, so the viewer can hardly notice the editing or find confusing or 
disturbing.  
  
 ÔThe Wizard of OzÕ (1939) is a good example of a Ôclassical Hollywood filmÕ, 
in which it is easy to recognise the conventions and distinctive elements weÕve 
discussed earlier. The story is about a girl named Doherty, the protagonist, who 
gets lost along with her dog Toto and decides  to travel to Oz and ask the famous 
Wizard to help bring her back home. IÕve mentioned developmental patterns 
before and you will see that all of these patterns (journey, search and mystery) 
apply on this narrative. SheÕs on a journey from Kansas, to Oz an d back. She is in 
search of her home and the Wizard, and the mystery is the question ÔWho is the 
Wizard of Oz?Õ.  
 The story revolves around Doherty and her goal to find the Wizard and get 
back home. The narrative centers on this goal, which Doherty will i nevitably 
achieve at the end of the movie. We follow Doherty on her journey to the Wizard 
and on our way we meet different characters that join Doherty on her journey. ( 
note that the characters are actually physical representations of DohertyÕs traits, 
desire and fears.)  
 The so-called ÔWicked witchÕ forms the threat in this movie, which makes 
her the antagonist. Although natural causes are not distinctive for classical 
Hollywood cinema, the Wizard of Oz starts with one; a tornado. This is the first 
threat  in the movie, but itÕs not the antagonist since itÕs not a character. (not that 
the tornado is also a physical representation of Doherty psyche: her discomfort or 
discontent with her home, her past) The wicked witch is after DohertyÕs special 
shoes and she will do anything to stop Doherty and get the shoes. Doherty, 
however, does her best to defeat the witch, which she does, to be able to go on 
with her journey and reach her goal.  
 Although thereÕs a little plot twist when she finds out the Wizard is a 
fra ud, sheÕll learn the moral of the story and gets back home anyway; a happy 
ending.  
 
 To conclude this last paragraph in particular, we can state that Greek 
tragedy and classical Hollywood cinema have a lot in common. Both narrative 
forms revolve around on e main character. This main character has a certain goal 
which forms the bases of the narrative and consists of a beginning, a middle and 
an ending. The development of the story is based on cause -and-effect and greatly 
influenced by personal psychological causes. The antagonist also plays a great 
part in the progression of the narrative.  
 The biggest difference between Greek tragedy and classical Hollywood 
cinema is that AristotleÕs rules regarding the classical unities donÕt apply on film. 
Film is not rest ricted to a certain time span or location, unlike the plays that 
Aristotle based his rules upon. Another big difference is that Greek tragedy is 
about a tragedy the hero copes with, a serious, dramatic and difficult issue, and 
in some cases he might not ma ke it. In classical Hollywood cinema the subject is 
often much more superficial, and failing is never an option.  



 In short, itÕs obvious that classical Hollywood cinema was greatly 
influenced by AristotleÕs Greek tragedy, despite the differences, and that this 
system still dominates in narrative media.  
 
1.3 Narration in video games  
 The early years of computer games were the late 70Õs and the 
80Õs, when the world was introduced to games l ike Space Invaders, 
Pong and Tetris. These games are focussed almost e ntirely on 
interaction, game mechanics and game play experience and not so 
much on narrative or visuals. For example, Tetris is a very abstract 
game where you have to combine a series of fal l ing bricks. A game of 
Tetris can hardly Òbe narrative since it is  not a recounting, there is 
no narrator and no narratees. 1 Of course, a specif ic match could be 
narrated, but that is not equivalent to the match itself.Ó 
XXXI However, there was a different genre of games that was also 
introduced during that era. These narrat ive games, the so-called 
interactive f i lms, depended strongly on narratives and have a strong 
relation with f i lm. Examples of these games are Dragons Liar, Space 
Ace and Myst. They didnÕt just contain narrative elements, but the 
entire structure and intera ction of the game highly depended on the 
narrative. Sti l l  today, there are several game genres we could depict 
as narrative games, l ike adventure - and role playing games. ThŽse 
games wil l  be discussed in this paragraph, because I feel i tÕs quite 
useless to argue the presence of narrative in games that do not 
present themselves as such. Role playing video games arise from 
real -l i fe role play, which is a form of drama and therefore also 
strongly relates to Greek Tragedy and classical Hollywood cinema, 
which a re also acted out scenes by characters. Adventure games on 
the other hand are more related to l i terature and detective stories in 
particular.  
 
1.3.1 Adventure games  
 Adventure games are games that revolve around a story that takes place 
in a game world, wh ich the main character, controlled by the player, has to 
explore. The genre is Òcharacterized by investigation, exploration, puzzle -solving, 
interaction with game characters, and a focus on a narrative rather than reflex -
based challenges.Ó XXXII  The narrative is most commonly about some sort of 
mystery or conspiracy in which the main character has to solve the mystery or 
save his own ass. For example, LucasArtsÕ Full Throttle is about Ben, a biker 
whoÕs framed for a murder and has to stop a big motorbike produc er to cell the 
company. Another example we will investigate more thoroughly is Myst, which is 
about a mysterious group of island where a man is trapped inside a book, and you 
have to solve the mystery and save him.  
 An adventure game is a game where the a ctions of the user mainly consist 
of exploring the game world, most commonly by using a mouse interface. 

                                                
1 In FrascaÕs article he used Chess as an example on which this motivation applies. I feel it also applies on a 
game of Tetris. 



However, the genre was established in the 70Õs using text as an interface, the so -
called text adventure game (sometimes called Interactive Fiction - or IF computer 
games). A text adventure game is Òan object -oriented story simulation in which a 
command line is used to interact with a text parser.Ó XXXIII  This means that 
instead of using a mouse, which wasnÕt invented yet, the user had to type 
commands like ÔTURN OFF LIGHTÕ to interact with the game world. ÒInteractive 
Fiction computer games began with ÔAdventureÕ, a spelunking simulation written 
by Will Crowther in 1975, and later expanded by Don Woods into a Tolkien -esque 
fantasy in 1976. It inspired many vari ations, adaptations, and homages, 
including the first commercial computer game (Adventure) sold by Scott Adams 
in 1978 [É] helping to establish the first commercial PC games era.Ó XXXIV   
 Infocom was on of the biggest software companies responsible for a great  
deal of the text adventure games. They had a wide variety of genres, including 
detective, fantasy, romance and science fiction. However, because of a massive 
shift in the computer game market space and the improvements in computer 
game technology, the tex t adventure computer game suffered a downfall in the 
late 80Õs. Apart from the interface, this text adventure genre is very similar to 
the adventure game genre, which remained popular in the 90Õs because of games 
like Myst. Recent adventure games are also not very different from (text) 
adventure games of that era if it comes to narrative and genre.  
  

The popular adventure game ÔMystÕ (1993) uses 3d graphics to simulate the 
real world. With their photo realistic graphics they attempt realism by making 
the pl ayer look through the surface of the screen, creating a first -person view 
experience. Myst combines photo realistic 3d graphics, still images with text, 
sound and pre -rendered video material. Through these elements the narrative is 
communicated to the play er. The game has a multi -linear narrative that is 
achieved by giving the player choices that have influence on the flow of the game.  

Myst is a game that tells a story about a mystery involving a father and 
his two sons. The story is told by using a book, a  metaphor for the father, in 
which full -motion video is shown. The player finds the book ÔMystÕ in a library 
where he also finds two other books in which the sons are trapped. The books are 
used as a window to the created game environment. The videos insid e these 
books arenÕt complete, because a few pages are missing. When the player finds 
pages throughout the game on the Myst Islands, he finds out more about the 
characters and the story. The game uses digital video for clues, but it mainly 
consists of stil l images that change when the player clicks with his mouse. The 
player has to resolve the mystery by figuring out these clues solving puzzles and 
find the last missing pages and return them to the father. The player, however, 
isnÕt aware of the consequences he will face once he will return all the pages. 
When the player completes a book, he frees the sons and gets trapped in a book 
for eternity himself.  
 
Adventure games are single player games, meaning the interface is designed for 
one person to use. Some adventure -like games might be multi -player, but in 
those cases weÕre not talking about an adventure game anymore, but a mass -
multiplayer online role -playing game (MMORPG) or any other kind of 
multiplayer game genre.  



Adventure games depend greatly on the na rrative, which is often a 
detective story where some sort of mystery has to be solved. This narrative is the 
foundation on which all the game elements heavily depend. The narrative in the 
game is most commonly linear, but in most adventure games there are different 
paths or solutions, alternative paths and sometimes the order of the narrative 
can be slightly altered. The goal of the game, however, is often the same for every 
path. This makes the game multi -linear, meaning there are more linear paths to 
achieve the same goal. 

The interaction in most adventure games is poor, if it comes to interface 
and game mechanics. The mouse interface in Myst is very typical for adventure 
games, especially adventure games in the 90Õs. In most adventure computer 
games the mouse is used to interact with objects and to move around in the game 
world. Some might also use a keyboard interface along with the mouse. Myst is a 
first -person adventure game where the player himself is the main character, but 
there are also a lot of thi rd -person adventure games where a game character is 
the main character like Full Throttle, Sam & Max and Grim Fandango. In these 
games you also use mouse interface to interact with the game world, but instead 
of interacting with the objects and viewing per spective yourself, you have the 
main character doing all the actions for you by giving him commands with the 
mouse. For example, in the text adventure game you had to type ÒPICK UP 
BOOKÓ, and immediately the screen would change and the book would be full 
screen. In a game like Myst you would move your mouse pointer over the book 
and click the mouse button and the book would also immediately change the 
screen into a full screen view of the book. In a third -person adventure game this 
is slightly different. Yo u can click the book with your mouse button and in most 
cases an icon will appear that suggest that you want your character to perform 
an action. Once youÕve clicked, the character will walk towards the book and pick 
it up. Then the book might be shown ful l screen or the book will be added to your 
main characters inventory. So the actions you perform with your mouse in a 
third -person adventure, are manifested through the main character.  

Another characteristic element of adventure games is puzzle -solving. Fo r 
example, adventure games often have doors you have to open with handles that 
work mysteriously, or objects and clues you have to collect to be able to get 
further in the game. Myst has a lot of these puzzles in the game, often visualized 
as heavy machine ry with mysterious handles, buttons and wheels. By turning 
the wheel and switching the handles the machine will move, but not always open. 
Once you have all the elements in the right position, you solved the puzzle and 
you will be rewarded. This reward wil l either be a clue or object, or it will be a 
door that can now be opened and get you further in the game.  
 
1.3.2. Role playing games  
 A role -playing game (RPG) is game where the player assumes the role of a 
fictitious character and has to create and foll ow a story. The choices of the player 
shape the direction and outcome of the game. Originally, a role -playing game is a 
real life storytelling game in which participants play these characters, create 
them and together create a story like in ÔDungeons and D ragonsÕ. In a video game 
the genre shows strong similarities, apart from the fact that a RPG is single 



player. 2 However, in a lot of RPGÕs you have to control a group of characters 
(party), which still makes it possible to form a story through more than on e 
character. A RPG also shows a lot of resemblance with adventure games, but 
instead of focussing on a story world, the focus in a RPG is much more on your 
charactersÕ personal story and development.   
 Just like the adventure games, the RPG was invented i n the 70Õs as a text-
based game. The first game, inspired by ÔDungeons and DragonsÕ was called 
ÔDungeonÕ. The game was turn-based (you had to wait your turn) where the 
player had to use text codes to move his characters around in combat and have 
them gain levels throughout the game. You could compare it with chess, but in a 
RPG there is some sort of story around the events you situate. The actions in 
Dungeon were also presented only in text, which meant you had to be pretty 
imaginative to consider it fun.  
 One of the first RPGÕs using images to support the narrative and 
interaction is ÔThe BardÕs TaleÕ (1985), not to be mistaken for the 2004 game who 
named it after this classical RPG. The box cover of the 1985 game describes the 
story as following: ÒLong ago, when magic still prevailed, the evil wizard Mangar 
the Dark threatened a small but harmonious country town called Skara Brae . 
Evil creatures oozed into Skara Brae and joined his sha dow domain. Mangar 
froze the surrounding lands with a spell of Eternal Winter, totally isolating 
Skara Brae from any possible help. Then, one night the town militiamen all 
disappeared. The future of Skara Brae hung in the balance. And who was left to 
resist? Only a handful of unproven young Warriors, junior Magic Users, a couple 
of Bards barely old enough to drink, and some out of work Rogues. You are there. 
You are the leader of this ragtag group of freedom fighters. Luckily you have a 
Bard with you to sin g your glories, if you survive. For this is the stuff of legends. 
And so the story begins...Ó XXXV  With your ill -assorted collection of characters you 
have to find your way through mazes, puzzles and confrontations with countless 
enemies in order to get to th is Mangar guy and defeat him. The game, however, 
was also turn -based, which is not common for RPGÕs these days.  
 ÔDungeon MasterÕ (1987) is widely considered to be the first real-time RPG, 
which strongly resembles the game genre still popular today. This game was 
revolutionary and groundbreaking since it took the genre to the next level. The 
interaction in ÔDungeon MasterÕ was no longer established through a text -based 
interface, but used a mouse interface similar to adventure games in that time. 
The visua ls also improved greatly. Instead of going through the game with a two -
dimensional interface consisting mainly of text and sometimes a small 
representation of the environment, like in The BardÕs tale, Dungeon Master 
showed an almost full -screen first -person view of your character with the 
interface consisting of icons in a top bar. With the mouse you could click the 
arrow buttons to move around, and you could work your way through menuÕs of 
buttons with the icons to cast spells, change character properties or solve puzzles. 
This system, called Basic Role Playing, became a standard for RPGÕs in the late 
80Õ and 90Õs. Apart from the interface, its true characteristic was the use of 
several systems to track the characterÕs experience, skill -points and training 

                                                
2 There are multiplayer RPGÕs, but these games are very different from single player RPGÕs and have therefore 
their own genre: MMORPG (Massive Multiplayer Online Role Playing Games)  



progression. The latter was implemented with the training system introduced in 
the Dungeon Master game. The last revolutionary innovation of Dungeon Master 
was using sound effects to indicate whether a creature was nearby.  
  The RPG developed throughout th e years and became more and more 
popular. A very popular series of RPGÕs still popular today is Final Fantasy. The 
genre also influenced game developers of different game genres. Especially the 
idea of assuming a role as a player and train your character w as interesting for 
many developers. This is why there are a lot of games from different genres 
implementing RPG elements, creating new genres like Action RPG and 
Adventure RPG. These genres are combinations of different genres and share 
traits of both genr es, creating a new gameplay experience. ÔDiabloÕ(1997) is a very 
popular Action RPG, that is mainly action oriented because of the real -time 
interaction and focus on gameplay instead of narrative. ÔFableÕ (2004) is an 
example of an Adventure Role playing g ame which will later be thoroughly 
discussed.       
 
1.3.3 The classical Hollywood game?  
 In this final paragraph I want to apply the narrative structure of the 
classical Hollywood cinema to video games. To do so, I need to examine an 
adventure - or role -playing game, because these games depend heavily on a 
narrative. I believe Lionhead StudioÕs Fable is a good example of such a game. 
Once I discuss an element of classical Hollywood cinema in relation to Fable, I 
will also compare this with other games in or der to get an idea of how the 
narrative structure applies to them.  
  
 Fable has a combination of both the genres earlier described, itÕs an 
Action -RPG, created for both the Xbox console and later also for PC as a special 
edition. The game concept was inven ted by game designer Peter Molyneux who 
was also responsible for games like Populous, Dungeon Keeper and Black & 
White. In the latter he challenged the concept of good and evil in a video game. 
Black & White is a god game, a real -time strategy game (especi ally its sequel 
Black & White 2) and a simulation all together. The player is a god who controls 
a huge creature and assigns tasks to his followers and push them around. The 
player can choose to be a good god, or an evil one, which will influence the cours e 
of the game. The game was successful, but not as successful as Molyneux and 
many critics had expected. This concept of good and evil was something 
Molyneux was very fascinated by and he was determined to translate it to a 
successful game. This game is Fa ble, which was first published exclusively on the 
Xbox, but later also on the PC. Fable is a game that, like the name would 
suggest, depends heavily on a narrative. It takes place in Albion, a fictitious 
world very similar to our world, apart from the fant asy creatures and the 
presence of magic. The time, according to the state of technology, can best be 
described as medieval. The story is about a boy, our Hero, who loses his family on 
an early age in a raid and seeks revenge against the bandits who are res ponsible 
for taking his family.  
 
 The young Hero lived in a small village called Oakvale with his father 
Brom, his mother Scarlet and his older sister Theresa. On his sisters birthday he 



was about to bring her a present, when the town was raided by bandit s. One of 
the bandits killed his father right in front of his eyes, but fortunately didnÕt see 
the boy since he was hiding. The bandits destroyed everything and took his 
sister, whoÕs eyes were brutally removed, and his mother with them. Hours later 
when everyone seemed to be gone, the boy walked through the massacre, looking 
for possible survivors. The whole village was in flames. Then suddenly a bandit 
spotted the boy and tried to kill him, but he was fortunately stopped and killed 
by a local hero named M aze. He took the boy with him to the HeroÕs Guild, where 
the boy became a Hero apprentice because Maze saw great potential in the boy. 
Together with other apprentices, like his rival Whisper, our young Hero was 
taught by one of the oldest Heroes alive, Wea ver the Guildmaster. After years of 
intensive training the boy finally graduated from the Guild and became a Hero. 
He spend some time training, gaining experience and renown, in order to prepare 
himself for the journey ahead searching for his family and se eking revenge. One 
day Maze informed him about a blind seeress living among bandits in a camp 
near Oakvale, and advised the boy to go there and take a look. According to Maze 
these bandits were responsible for the raid in Oakvale, meaning this blind 
woman could be his sister. Our Hero infiltrated the camp and found his older 
sister there, fighting alongside the bandit king Twinblade. Our Hero killed most 
of the bandits and defeated Twinblade, but his sister didnÕt want to be saved and 
fled. It turned out Tw inblade wasnÕt responsible for killing his father and 
torturing Theresa, but saved her when he found her heavily injured after the raid 
in Oakvale. The Hero later found out about the oldest and most evil legendary 
hero Jack of Blades, and decided to look h im up at the Witchwood Arena where 
he was invited to fight. Our Hero signed up for the Arena fights and fought 
alongside Whisper through all the rounds, ending with a dual against her, his 
rival. The Hero then found out that Jack of Blades was the one resp onsible for 
the raid in Oakvale. He learned about his motherÕs past, who was a balverine 
slayer (someone who fights fictitious wolf -like fantasy creatures) and the greatest 
female hero of her time. Many years before she was severely injured after 
fighting a balverine, and was found by Brom who nursed her and later married 
her. It became clear to him his mother, who was still alive, was a thread to Jack, 
so if she would indeed still be alive she would be imprisoned somewhere. It was 
now his mission to find h er, and once he saved her he would kill Jack with all the 
help he could get. The Hero tracked down his mother and tried to rescue her from 
Bargate prison, but instead he got caught and locked up for a year or so. He 
finally escaped prison and left with his  mum, who went to search for Theresa 
once they were out. The Hero still wanted revenge, and tracked down Jack of 
Blades in order to kill him. However, his sister was kidnapped by Maze. Now it 
became clear to our Hero that Maze was once and again under the influence of 
Jack of BladesÕ power and was supposed to kill our young Hero many years before 
at the Oakvale raid. The HeroÕs pedigree was a very powerful one, and 
apparently they were the only ones who could yield the Sword of Aeons, an 
extremely powerful yet evil weapon. When the Hero was still a little boy, Jack of 
Blades had found out the whereabouts of Scarlet Robe and ordered a group of 
bandits, including Maze, to raid the village she lived in, kill her family and 
kidnap her, so he could somehow yield the sword through her. However, when 
Maze found the boy after the raid he couldnÕt do it. He saw some sort of power in 



the boyÕs eyes and hoped that the boy could grow up to be the biggest hero of all 
time and defeat Jack of Blades. However, for some reaso n, possibly fear, his hope 
wavered and he was again one of JackÕs subjects. Our Hero fought Maze and 
defeated him in battle, learning Maze only done it because he was afraid to be 
killed by Jack. Finally the Hero confronted Jack of Blades in one of the sec ret 
chambers in the Guild, where he also found the legendary Sword of Aeons. Along 
with his sister he defeated Jack. Now the Hero could either destroy the evil 
sword, which was the source of all the tragedy that had happened, or he could 
embrace the powers  of the sword and kill his sister with it. Either way, he had 
his sweet revenge and now he was the greatest hero of all time.   
 
 From this story there are at least two obvious similarities with both the 
classical Hollywood cinema and the Greek tragedy. We have a protagonist, the 
Hero, who is controlled by the player. The story revolves around this character, 
his choices, his ambitions and his goal to become the greatest Hero of Renown, 
regardless whether your good or evil, and seek revenge for the tragedy h e 
endured as a child. Second, we have an antagonist in Jack of Blades and his 
subjects like the bandits and Maze. These characters are non -playable (NPCÕs), 
and therefore controlled by the system using the game script and artificial 
intelligence (AI). What ever you choose to do in the game, if it comes to narrative, 
these characters and their relationship will remain the same. This is not a 
specific property of this particular game, but for many narrative games. A lot of 
video games have a main characters an d a lot also have one or more enemies. For 
instance, in Myst we have the main character being you, the player. Although 
there is no visual representation of you or your character in the game, you do 
play the role of detective, which makes you part of the n arrative. The mystery, 
however, does not revolve around you, but the game does. The antagonist in this 
game would be the brothers. They created a conspiracy that made you want to 
help the father and solve the mystery, but instead you get trapped in the boo k 
yourself, just like the father. Another example of a game that contains narrative 
elements is Super Mario, which doesnÕt revolve around the narrative at all. 
However Super Mario is a game that really focuses on gameplay and interaction, 
it does have a pr otagonist and an antagonist. The protagonist is, of course, Mario 
himself. His goal is to rescue the princess, who is caught by the antagonist. In the 
original Donky Kong game where Mario was first introduced, this antagonist was 
Donky Kong. We can think o f many games that contain both a protagonist and an 
antagonist, but of course there are also a lot that donÕt. I want to focus on those 
games that do, and most of them have one or more clear similarities with the 
classical Hollywood cinema when it comes to  narrative.  
 Another similarity we can see between FableÕs narrative structure and the 
classical Hollywood cinema is that Fable too has a clear linear storyline. Though 
youÕre able to choose your path when it comes to the alignment of your character, 
you canÕt change the overall storyline of the game. The storyline in Fable is 
established through text scrolls, cut -scenes, quests and characters and objects 
you come across in the game. You have the option to skip or postpone certain 
quests, to walk past some characters and to deny text scrolls or objects, but the 
overall storyline will present itself to the player no matter what. We can certainly 
compare this to the classical Hollywood cinema. Both strive to have a clear and 



linear storyline with a beginning, a middle and an ending. The beginning in 
Fable would be the first level when youÕre play a little boy who has to find a 
present for his sistersÕ birthday. The middle is not as clear as the beginning, but 
there is an obvious climax in the game where you unf old the mystery and free 
your mother, defeat Maze and track down Jack of Blades. The ending is when you 
can reach for the mysterious powerful Sword of Aeon and you have to choose to 
either kill or save your sister Theresa. This, however, is a real differen ce with 
film, since the game has two ending scenarioÕs when most 3 films only have one. 
Another true difference with film, when it comes to the pursuit of unity, is that in 
classical Hollywood cinema it is particularly established by using Continuity 
editin g, apart from mise -en-scene and sound, to order the shots and scenes. In 
most games there is no editing in the game, except from the cut -scenes. However, 
this editing technique in film is used to create a natural, life -like experience 
watching the film. In  the game, as in most role -playing adventure games, you 
literary are watching your characterÕs back constantly, which also feels very 
natural and life -like to me.  
 What I find very interesting in the game, is that even though the overall 
story is not reall y dynamic, you do have some sort of free will as a player and you 
can experience this story any way you want to. The game focuses really on your 
choices, and not only because it is interactive and therefore needs to get input 
from the player, but also beca use the narrative revolves around what you choose 
to do as a player. Your history can not be altered, which is quite understandable, 
so the plot, which weÕve seen depends heavily on your history, will remain the 
same, but you do have a choice when it comes  to your alignment and whether to 
kill your opponent or to spare his or her life. This choice changes both the 
appearance of the game and your experience of the narrative, because your 
quests will slightly be different and the NPCs in the game will respond  
differently. I feel this really resembles elements of the classical Hollywood 
narrative, where the choices and personal psychological causes of the main 
character are the guidelines of the narrative. In most games the playerÕs choices 
play a crucial role in the narrative or at least the flow of the game, but I feel in 
this game theyÕve done a more than average job uniting the two. A remarkable 
similarity with the Greek tragedy is that the psychological well -being and the 
suffering of the main character pla y a crucial role in the narrative. Fable is also 
more of a tragedy than it is a fantasy -like story, especially when you choose to 
kill your sister in the end because the Ôhappy -endingÕ will not be as happy 
anymore, which would make it less of a classical H ollywood narrative. In Myst, 
the adventure game we discussed earlier in this chapter, the happy -ending also 
doesnÕt apply, but in Fable at least it is still an option. According to Mark J.P. 
Wolf, in games usually the happy -ending rule doesnÕt apply, but I  certainly 
disagree with that. XXXVI  Sure heÕs right that there have been several game 
narratives in which the protagonist dies at the end, but there are equally also a 
lot in which there is some form of succession at the end resulting into the Ôhappy -
endingÕ we deserved after hours of play.  
 
                                                
3 Some films, like the Butterfly Effect, do have alternative endings for different continents, or just for the DVD. 
Sometimes the director would have made more endings but couldnÕt decide at first which one to use. In those 
cases, like with Little Miss Sunshine, the endings can be watched on the special edition DVD. 



 What I wanted to show with this final paragraph, especially with the bit 
where IÕve written down the entire story of Fable, is how rich a gameÕs narrative 
can be. Both the Greek tragedy and classical Hollywood cinema hav e strongly 
influenced narrative games, and I believe even more narrative media. Fable sure 
isnÕt the only video game with such a strong narrative, and I will try to prove that 
in the test cases you can find in the appendix. Throughout this thesis I will co me 
up with conventions I will set for narrative games, which I will sum up in the 
conclusion. In these test cases I will apply these conventions on games IÕve 
selected, that present themselves as narrative games. You can also find a test 
case about Fable t here. I think this game confirms a great deal of my statement, 
ÒNarrative in video games can enrich the game experience when implemented 
equal to interaction in a strong and educational game concept,Ó but to prove it 
even more I will need to examine video games, game experience and interactive 
learning. All these subjects will be discussed in the next chapter ÔInteractionÕ.  
 



Chapter 2  
Interaction  
 
The word ÔinteractionÕ can best be described as a reciprocal activity, 
an exchanging of information or action s of any kind, between at least 
two entit ies. However, this description is far too vague to understand 
interaction in the context of digital media. Though, I have used the 
word several t imes in the f irst chapter, now itÕs time to get a clear 
description of  what interaction is and how it relates to digital media, 
and video games in particular. Because the word ÔinteractionÕ is so 
widely used in different sciences, it  is easy to get confused about the 
true meaning of the word.  Therefore I wil l  f irst give a d efinit ion of 
what interaction is in relation to user -oriented products, l ike video 
games. 
 
2.1 Definit ion of interaction  
 Interaction is an abstract concept, which makes it hard to 
describe what it  actually is. It is something you cannot see nor 
touch, but  sti l l  i tÕs there, all around us. Interaction happens in a lot 
of instances, l ike when two people have a conversation or when you 
use different chemicals together, but this is not the kind of 
interaction I want to discuss. User -oriented interaction is the mutual 
exchange of information one entity has with another entity or 
interface of some kind. In our case, in the context of interactive 
media, this exchange or interaction can happen between the user and 
the interface, the user and the author, the user and  another user and 
different elements of the interface with one another. ItÕs important 
to state that the exchange is mutual, a two -way effects, instead of a 
one-way chain of causal related events. For example when you 
withdraw money form an ATM machine. Th is machine is an 
interactive product (or system), since it uses input from the user, 
and translates it to actions the user can interpret. You have to give 
input to the system, l ike your PIN, the amount you want to withdraw 
and whether you want a receipt or  not. The system can process this 
information, and can give the user both feedback using a screen 
display and output using a slot; this is called the (user -) interface. 
Since it keeps giving you feedback and asks for input, we could state 
itÕs not a chain reaction init iated by the user, but a mutual exchange 
of information between both parties.    
 
2.1.1 Interactivity in everyday l i fe  
 ÒHow many interactive products are there in everyday use? Think for a 
minute about what you use in a typical day: cell phon e, computer, personal 
organizer, remote control, soft drink machine, coffee machine, ATM, ticket 
machine, library information system, the web, photocopier, watch, printer, stereo, 
calculator, video gameÉthis list is endless.Ó XXXVII  The interactivity in these 
products becomes clear ones you use them. Especially a cell phone is something 
almost everyone in Western culture uses more than once a day. Not only does 



this mean it has to be a solid system, but also that itÕs easy for many people of 
different age and ba ckground to understand. This is called usability. Depending 
greatly on this usability we can decide whether a productsÕ interactivity is 
designed good or poor. A product might work perfectly as far as technique from 
an engineering perspective, but if nobod y can figure how it works, itÕs useless. In 
this case an interaction designer is needed to come up with a method of making 
the use of this product understandable and easy for the user.  
 Interaction design is the discipline and study of defining and creati ng the 
behaviour of interactive products. The interaction designer is related to the 
interaction in the same way an author is related to the narrative. His job is to 
create a system using an interface of some kind, to create the dialog or 
communication tha t happens between a human and an interactive product. In 
the case of the cell phone, the interaction designer is responsible for both the 
physical (or hardware) interface of the phone and the digital (or software) 
interface, since the modern cell phones we  use these days are like little 
computers with a very complex software system as well. ItÕs important that the 
user knows how the system works, but also that he doesnÕt need a long, intensive 
learning trajectory. The trick is to create an emergent system t hat uses an easy-
to-use, transparent interface with elements and actions that are familiar to the 
user. This means the interface has to be clear for the user, for example, by 
visually showing the possibilities of the system in a well -organized manner. 
Fami liar elements can help the user with understanding the system, because the 
user can then learn by trial and error using recognition as instinct. When you use 
the familiar elements in a similar context as what it was originally used for, the 
user will recog nise it and have an idea of what it does and how it works. For 
example, the computer keyboard shows a lot of similarities with a typewriter and 
can be used in a similar way.  
 So in a nutshell, interaction  can be seen as the system that defines the 
two-way or mutual communication between a user and an interactive product  
using a user-interface . A product is interactive  when it needs input from the user 
and gives feedback and/or output back to the user. As a person I can say IÕm 
interacting  with such a produ ct, when I understand its functions and feedback 
and use it in the right manner. Interactivity  can best be seen as the dialog or 
communication that occurs between the user and the interface, not to be confused 
with interaction. The term interaction governs  the entire system and is used to 
describe the action itself, when interactivity strongly relates to the interface and 
describes the process that occurs between input and output. The output is often 
described as a product of interactivity.  
 
2.1.2 Human -computer interaction  
 Since video games use a computer interface, or a comparable interface like 
a game consoles, we talk about interaction between a human and a computer. 
This type of interaction is a little bit more advanced than the interaction of most 
products, because a computer system is much more complex and has a lot more 
functionalities. For starters, we have to deal with both hardware and software. 
Just like the cell phone we discussed earlier, a computer uses both a physical 
interface and a digital interface. Especially the digital interface of a computer is 
complex, since there are a lot of different applications for the computer, like word 



processing software, web browsers and video games. ThereÕs a study that 
investigates and tries to improve this  form of interaction called HCI, human -
computer interaction, which is Òconcerned with the design, evaluation, and 
implementation of interactive computing systems for human use and with the 
study of major phenomena surrounding themÓ. XXXVIII  The term Ôhuman-computer 
interactionÕ is therefore most commonly used to refer to this area of study, 
instead of the situation of a human using an interactive product like the 
computer.  
 ÒBecause human-computer interaction studies a human and a machine in 
conjunction, it draws from supporting knowledge on both the machine and the 
human side. On the machine side, techniques in computer graphics , operating 
systems, programming languages , and development environments are relevant. 
On the human side, communication theory , graphic and industrial design 
disciplines, linguistics , social sciences, cognitive psychology , and human 
performance  are relevant. Engineering and design methods are also relevant.Ó 
XXXIX  This basically means it is a wide area of study, influenced by a lot of other 
sciences. HCI can also help these sciences in improving their technologies they 
use for doing research, since a lot of them are interactive. HCI is most dominant 
in improving and developing mass produced hardware interfaces and related 
software interfaces, instead of improving gam e design in particular.  
 The most important goal of HCI is to design a system in which the 
cognitive model of what a human wants to accomplish matches the computerÕs 
understanding of the userÕs actions. Designers are constantly improving 
interfaces, develo ping new interfaces and interaction techniques and developing 
their theories of interaction in order to reach this goal. This does not differ from 
the goal an interaction - or game designer states when designing an interface. The 
most important factor of an  interactive product is the userÕs - and computerÕs 
understanding of the interactive elements and its possibilities. Therefore the 
user, who has certain ideas of what he wants to do, has to get information from 
the system how he can achieve his goals, and a t the same time the system has to 
be aware of this and give the proper feedback that will help the user.  
 
2.1.3 Interaction in video games  
 So far, we got familiar with definitions associated with interaction in the 
context of user -oriented interactive pro ducts. A video game is also such a product, 
which I want to discuss in particular, because the term ÔinteractionÕ has a more 
complex meaning in the context of video games.  
 Video games, especially modern video games, can be analyzed according to 
three dist inctive elements: interaction, narration and visuals. Interaction, in this 
context, is a collection of the interactive elements (sometimes referred to as 
gameplay elements) in the game, mainly established by its game mechanics. This 
makes the word interact ion a lot less abstract, since the game mechanics are 
clear elements that form this interaction. These game mechanics are at the heart 
of every game, and are responsible for the rush, immersion, tension and thrills 
you have as a player. They consist of rul es, reward systems, controls and 
movements etc, creating a complex system that shapes the interaction.  
 The term interaction, in the context of video games, also describes the 
quality and quantity of a gameÕs interactivity and interactive elements. This 



means itÕs more about how the interaction is established and benefits the game 
play experience. ÒComputer games are interactive because the actions of the 
player play a part in determining the events in the game.Ó XL Not only are video 
games interactive produ cts, according to one of my teachers at the Utrecht Art 
Academy (Norbert van Geijn, Interaction Designer), and many game designers 
will agree, video games can be an ultimate experience of interaction. Video games 
are very rich when it comes to interaction,  because itÕs a very complex interface 
where interaction occurs on many levels. ThereÕs no doubt that video games are 
interactive, and therefore the interaction in a video game is evaluated according 
to a much higher standard. Interaction in this case also  covers, apart from the 
game mechanics, the value of how the game mechanics are established in the 
game and how this leads to a two -way communication with the user. Another 
thing we have to keep in mind is that interfaces often consist of many familiar 
elements, like we discussed earlier. These elements can evoke ideas in the userÕs 
mind about how it works and what is expected from the user. Since most video 
games are full of familiar visual elements, it is a much more complex system than 
any other interact ive product.  
 
 When a game fanatic or game designer says: Òthat video game has barely 
any interactionÓ, he doesnÕt always mean itÕs therefore not a video game. In this 
case the interaction in the game or game world itself is poor in one way or 
another, whi ch often means the game depends more on narrative, like adventure 
games, or a physical interface, like arcade games. For example, an adventure 
game like Full Throttle uses a mouse interface to perform actions as a player in 
the game.4 This interface is not  considered to be very advanced, and was already 
established in the late 80Õs and is still widely used in this genre, often in 
combination with a computer keyboard.  
 The interface enables you to move your character around and perform 
simple tasks. In a lo t of these games, especially older ones, youÕre not able to 
move your character around yourself; youÕre only able to command him to go 
somewhere, just like in Full Throttle. YouÕre also not able to make him jump or 
perform difficult tasks that other game g enres do enable you to do. The game 
world itself is also very static, like in many adventure games. The player can 
walk through the world and perform tasks on certain objects, but he canÕt move 
everything around or break stuff. This is not a criteria to st ate whether itÕs 
interactive or not, but it does show that some games might not live up to the 
playerÕs needs entirely. Because the game visualizes a familiar environment 
similar to the real world in which the rules of nature, like gravity, apply, the user  
expects the world to respond similar. In this case the system does not understand 
the playerÕs needs, since the computerÕs understanding of the userÕs actions and 
the wishes of the user are out of balance.  
 So if a game fanatic or game designer would say Full Throttle is not 
interactive, he could be right in a lot of ways, however, thereÕs no doubt that Full 
Throttle is in fact a video game. I think itÕs even a great adventure game; one of 
my favourites. But these type of games donÕt really measure up with  games that 

                                                
4 Note that I could have written: an adventure game uses a mouse interface to interact with the game. I didnÕt 
because I donÕt want to use the word interaction too much, in order to keep it clear. 



have a much more complex interface and game mechanics. The rules of an 
adventure are quite simple, and the interface might be a little bit out -dated. 
Another factor is that adventure games depend heavily on narrative, and this is 
not typical fo r video games. The narrative in an adventure game could easily be 
disturbed by the interaction, if it would allow you to do much more. You could 
say, in a game like this, the interaction relates to the narration in the same way 
turning a page relates to re ading a book; it get your further in the story. Since 
the interaction ought to be much more than just that, the statement that itÕs not 
really interactive would be fair.  
 
 What I try to make clear is that interaction, in the context of video games, 
is both  the system that defines the mutual exchanging of actions and the value of 
how this interaction is established to benefit game play experience. Because in a 
game the dialog between user and interface is constantly going (a lot of 
interactivity), the intera ction is much more visual than just an abstract process. 
The rules, the movements, the gameÕs reaction to the playerÕs input and the 
response of the player make the interaction easier to recognise, than with 
interactive products like an ATM or cell phone.  
 Another form of interaction in a video game is also easy to recognise, now 
we know what is meant with interaction. If interaction is the system that defines 
the process between a user and an interactive product, then a game character can 
experience the same kind of interaction in a game world. I already mentioned 
that in an adventure game there are often a lot of restraints regarding this 
interaction with the game world. However, in games where the interaction would 
be more advanced, we could imagine a lo t more possibilities for the character. 
The character may be able to respond to events in the game or influence and 
change the game world. The possibilities this character has in the game world, 
are also part of this definition of interaction within this c ontext. For example, 
Half life 2 is widely considered outstanding when it comes to interaction, mainly 
because the game world is very interactive. And not only the characterÕs 
interaction, but also interaction between different game elements or objects is 
part of the overall interaction. Like in real life, there can be interaction between 
objects; for instance, a television can interact with a DVD -player. This relation is 
similar to how characters or other elements relate to each other. This stresses my 
opinion that interaction is much richer in games.  
  
2.2 Interactive entertainment  
 IÕve discussed interaction in the context of video games, but to 
ful ly understand what is meant by that we need to know what is 
considered to be a video game and what not. Thi s is why I l ike to 
dedicate this paragraph to interactive entertainment and video 
games in particular. According to James Newman there happens to 
be some confusion among consumers, producers and scholars of video 
games (the so-called ludologists) Òas to wh ich experiences or 
products constitute Ôa video gameÕ. Part of the problem doubtless 
arises from the enormous variety of game types that come under the 
broad umbrellas of Ôvideo gamesÕ, Ôcomputer gamesÕ or interactive 
entertainmentÕ.Ó XLI  I  wil l  f irst discus s different types of interactive 



entertainment l ike simulations and virtual reality, and then I wil l  
discuss the types Newman talks about and where they came from. I 
believe itÕs also important to understand how a game is constructed, 
which is why I want t o consider game design and ludology (study of 
games) in this paragraph as well.  
 
2.2.1 Different types of interactive media  
 In his book Newman stresses the point that there seems to be confusion 
about what defines a video game. The examples he starts with  are computer -
controlled toys like Firby, AIBO and Tamagotchi. I believe genres like interactive 
film, simulation and arcade make this even more confusing. And can we actually 
define a distinction between computer games and console games? And what 
about portable game devices or mobile phones? Then of course there are also 
other forms of interactive media like DVDÕs, CD -romÕs, digital encyclopaediaÕs, 
World Wide Web and digital television. Of course, I believe itÕs better not to 
wonder off, because itÕs not that difficult to decide whether something is or is not 
a game. It might be more difficult, as Newman states, to define whether 
something is a video game, since this would exclude games that donÕt use visuals. 
However, itÕs clear a DVD movie or a CD -rom wi th any kind of application is 
under no circumstances a video game, since they donÕt offer gameplay. IÕd like to 
concentrate on types that come more close to video games, like simulation and 
virtual reality.  
 
 Simulation can sometimes be described as a genr e of video games, but 
thatÕs not its origin. Simulation is primarily an imitation of something real, and 
can therefore be more than just a game on a digital platform. Scientist use 
simulation to predict behaviours of complex systems and to explain them. To ys 
like AIBO, the robot -dog from Sony I mentioned earlier, can qualify as a 
simulation too. More familiar are simulations to train pilots or diving simulators 
in which you can drive a car. The latter has strong connections with arcade, since 
driving simula tors are a very popular in arcade halls as racing simulators.  
 Flight simulators are also available as video games, but you can hardly 
call it a simulator if you donÕt have the actual equipment. The real flight 
simulators are replicas of an actual cockpit,  built in a booth that can make 
similar moves as the airplane can. Inside the booth youÕll find the cockpit with all 
its equipment and furniture. Instead of windows, the cockpit has big screens as 
wide as the booth visualizing a replica of the outside worl d. The flight simulator 
can simulate every weather condition, time, place etc, since a replica of the entire 
world is available in the simulator as a three dimensional environment, including 
all the airports. Not only is a simulation an audiovisual replica , it also behaves 
similar to the original system.  
      In ÔSimulation versus NarrativeÕ Gonzalo Frasca makes a distinction 
between simulation and representation, where simulation is closely connected to 
games and representation to film. The origin of simu lation, according to Frasca, 
lies for a great deal with toys and games. Toys do not only offer an imitation of 
real life objects or characters, but they also give the user a lot more freedom like 
with simulation. Apart from analogue toys, AIBO and Tamagotc hi are also such 
toys. Even though Tamagotchi doesnÕt look like an actual pet, it does behave like 



one. Video games are also very similar to simulation. According to Frasca, Òvideo 
games are just a particular way of structuring simulation, just like narrat ive is a 
form of structuring representation.Ó XLII  The experience of a simulation is very 
different from a film, because, though a film can be interpreted in different ways, 
it canÕt be manipulated and its course canÕt be influenced since itÕs a sequence of 
recorder scenes. Frasca also claims that Òsimulations can express messages in 
ways narrative simply cannot, and vice versa.Ó XLIII   
  
 Virtual reality is in some way an imitation of real life as well and therefore 
also a kind of simulation. Frasca dates this ki nd of simulation back to the forum 
theatre, where the user could obtain the protagonistÕs role in a narrative. XLIV  
With his example he relates AristotleÕs Greek Tragedy, with the virtual reality 
concept of the Holodeck, weÕll discuss later. Since the technolo gy of virtual reality 
relies not on a physical interface as replica of something real, but on a ÔnaturalÕ 
interface and the digital worldÕs behaviour it is different from the kind of 
simulation we just discussed. Virtual reality can be seen as the most tra nsparent 
interface, in which the concepts of remediation, hypermediacy and immediacy are 
very evident.  
 Remediation is a process in which a new form of media copies or improves 
elements from an older form. This happens along the so -called Ôtwin logic of 
remediationÕ; immediacy and hypermediacy. These are two competing principles 
of remediation which share the same goal: create an authentic interface that 
crosses the limits of representation in order to achieve reality. Hypermediacy is 
the concept of achiev ing this goal by multiplying its media; using different types 
of interfaces together to create a new interface. Immediacy, on the other hand, 
achieves this by erasing all traces of mediation. XLV  ÒThe medium itself should 
disappear and leave us in the presenc e of the thing presented.Ó XLVI  Virtual 
reality therefore can be seen as a hypermedia, since it uses a head -mount display, 
a three dimensional world and multimodal devices like gloves or controllers to 
move around in the virtual world. You are constantly awar e of the medium, 
because it doesnÕt look like the actual real world and you can also feel the 
interface on your head and in you hands. This awareness of the interface is also 
part of the concept of hypermediacy. On the other hand virtual reality is a 
trans parent form of immediacy, since youÕre not aware of the interface when it 
comes to visual interface and behaviour.  
 ÒVirtual reality is the clearest (most transparent!) example of the logic of 
transparent immediacy. Virtual reality is also the medium that  best expresses 
the contemporary definition of the self as a roving point of view. Finally, virtual 
reality has become a cultural metaphor for the ideal of perfect mediation, and 
other media are now being held to the standard supposedly set by virtual real ity. 
In the name of transparency and presence, virtual reality applications are 
refashioning point -of-view editing, as it has developed in the Hollywood film 
tradition. In the name of hypermediacy, virtual reality games are refashioning 
the experience of t he arcade. The results can be literally frightening for one class 
of users, exhilarating for another.Ó XLVII   
 What I like especially about this definition of virtual reality is the 
statement that it Ôhas become a cultural metaphor for the ideal of perfect 
mediationÕ. This is very true, since itÕs a concept first introduced in literature as 



futuristic prediction. Ray Bradbury wrote a short story called ÔThe VeldtÕ in 
which he describes a nursery where holographic -like images appeared, based on 
childrenÕs thoughts. In the same year Morton Heilig wrote about an experimental 
theatre, which could be influenced by all your senses. Twelve years later he 
developed such a device called the ÔSensoramaÕ. However, the experience is a lot 
more similar to digital computing a nd therefore it was not considered to be a 
virtual reality. Ivan Sutherland and Bob Sproull are widely considered to be the 
first to create a virtual reality, along with an augmented reality head -mounted 
display, which was introduced in 1968. However, the theoretical experience 
written about in many books is still more close to imagination than reality. 
Virtual reality is still developing and improving, but as long as the immediacy is 
not fully transparent this medium will remain a myth, or like Bolter and Grusin 
describe; Ôa metaphor for the ideal of perfect mediationÕ. 
 
 An example of perfect mediation with a transparent interface is Star 
TrekÕs Holodeck, a concept which is discussed by many theorists as an example of 
how narrative can become an experience  close to simulation or virtual reality. 
Janet Murray discusses in her book ÔHamlet on the HolodeckÕ, the characteristics 
and possibilities of digital media and environments, and connects them with 
traditional narrative experiences like the Shakespearean d rama. The concept of 
the Holodeck was introduced in a 1974 episode as a recreation room. It re -
appeared shortly after in several episodes and eventually got the name Holodeck 
after its official first appearance in 1987. ÔHoloÕ as an abbreviation of hologra phic 
(the technology behind the virtual reality system) and ÔdeckÕ because itÕs part of 
the star ships from Star Trek. Murray stresses that especially the Star Trek: 
Voyager episode, in which Captain Janeway has a Victorian excursion, marks a 
milestone as the first holodeck story or ÔholonovelÕ that looks more like a 
nineteenth -century novel than a shoot -Ôem-up. XLVIII  In this episode the narrative 
element of the virtual reality Holodeck world was introduced.  
    Like in video games, the user of the Holodeck fin ds himself as a main 
character at the heart of a narrative, experiencing a virtual reality to the fullest 
extent. It offers the star ship members the opportunity in their leisure time to 
play roles in different narratives. The Holodeck is populated by virt ual characters 
that have a very advanced artificial intelligence and can therefore respond to the 
human user in a natural manner. There are even characters from the Holodeck 
that play a crucial role in the story and re -appear occasionally, like the human 
holographic character of The Doctor. He has such an important role that he later 
got a mobile emitter and therefore could move about in the entire ship. The 
narrative in the Holodeck is established in most cases by the interaction of the 
human user with the  virtual characters. The narrative is played out in real time, 
not scripted. You can, therefore, argue whether it is in fact a narrative since 
Ôthere is no narrator and no narrates.Õ XLIX  However, thereÕs no doubt the 
Holodeck is a narrative system in which t he user creates and experiences a 
narrative through means of interaction. L 
 



2.2.2 A l i t t le history of video games 5 
 As I mentioned earlier, driving simulators give users or gamers the 
opportunity to have a racing experience, as if you are in an actual rac ing car. The 
arcade form of this simulator is popular still and dates back to the video arcade -
era which started in the 70Õs. Although the first computer games appeared in the 
50s, it wasnÕt until the arcade -era that they became widely available for the 
public. The video arcades show a lot of similarities with the Nickelodeon Theatre.  
Film dates back to the late 19 th  century, and were made available to the public by 
the so-called Ôpenny-in -a-slotÕ-machines or peephole devices like EdisonÕs 
Kinetoscope; a form of Nickelodeon Theatre. Because film projectors and cameraÕs 
were much too expensive, this was the only way the public could experience short 
motion pictures for just a penny. The video arcade is very similar to this form of 
offering the public the opp ortunity of experiencing this ÔnewÕ media.  
  
 Pinball, which dates back to the 1930s, can be seen as the first coin -
operated arcade device (short: coin -op), and is still popular in video arcades and 
cafeteriaÕs throughout the world. The first video arcade  game, however, was 
introduced many years later in 1971 at Stanford University. The game used video 
technology to display graphics, instead of atomic light beams and oscilloscope  
vector lines used in computer games (ÔTennis for TwoÕ 1958). The game was called 
ÔGalaxy GameÕ and was shortly followed by ÔComputer SpaceÕ, which is considered 
to be the first mass -manufactured Arcade game, created by Nolan Bushnell and 
Ted Dabney who would later found Atari, pioneer in video arcade games, home 
video game consoles and home computers.  
 The first video arcade game Atari published was Pong, based on the sport 
of table tennis (often referred to as ping -pong) and very similar to the computer 
game ÔTennis for TwoÕ. The game was imitated by a lot of developers which 
helped to establish the video arcade market. In malls, restaurants, cafeterias, 
grocery shops and movie theatres throughout the United States, coin -ops sprang 
up and dominated the game industry. Especially game classics like ÔSpace 
InvadersÕ(1978), ÔGalaxianÕ(1978), ÔPac-ManÕ (1980), ÔBattlezoneÕ (1980) and 
ÔDonkey KongÕ (1981) were popular video arcade games, and were later also 
translated to the home console platform. LI  The publishers of these games, 
respectively Midway, Namco, Atari and Nintendo, were consid ered pioneers of 
the game industry and still dominate the game industry today.  
 Arcade games are very different from video games in many ways. For 
starters, the coin -op systemÕs biggest priority is to earn money. Therefore the 
duration of play is much shor ter than video games that offer many hours of 
gameplay. Another difference with video games is, that Arcade games depend 
more on experience than on development. Since a play session only lasts a few 
minutes, the Arcade game has to be easy to understand and  deliver immediate 
fun. One way to achieve this is by using an advanced form of interaction, like the 
driving simulator. Since most gamers donÕt have this equipment at home, the 
Arcade game can provide a unique experience. Finally, the location is also 
dif ferent from the home situation. In a lot of these games competition is a great 
                                                
5 Based on: Steven Malliet and Gust Meyer, ÒThe History of Video Game,Ó in Joost Raessens and Jeffrey 
Goldstein, ed., Handbook of Computer Game Studies, (Cambridge and London: The MIT Press, 2005), 23-46, 
and Wikipedia, History of video games, http://en.wikipedia.org/wiki/History_of_video_games (Jun. 23, 2008).  



factor of the gameplay. In a home situation youÕre likely to play a game alone or 
with a few friends, which can also allow competition, but in video arcades public 
performance h as a great factor as well. You can compete with a greater variety of 
people, people you donÕt know, and you can learn by looking at other people 
playing such a game. For example, dancing games depend greatly on public 
performance. LII  
  
 In the late 80Õs the video arcade market suffered a drawback, mainly 
because of the introduction of the video game console, which allowed the public to 
play games at home. The first Home video game console was invented by Ralph 
Baer, called the Magnavox Odyssey, introduced in 1972 on which several games 
were available, one of them being a Pong imitation. This era was called the first 
generation (1972 -1876), characterized by its home consoles which allowed you to 
play one single game. However, the game console industry became po pular after 
1975 when Baer introduced its sequel, the Magnavox Odyssey 200, and Atari 
introduced its first game console Tele Games, making the original Pong game 
available for console gamers.  
 Shortly after, the Fairchild Channel F was introduced, which m ade it 
available to play different games using cartridges. This was the second 
generation (1976 -1984), later dominated by Atari with the Atari 2600, Atari 400 
and Atari 800. By 1983 this industry also suffered a drawback, referred to as the 
Ôvideo game crash of 1983Õ, mainly caused by the over saturation of the home 
video console game market. Over a hundred games were in production to be 
released in 1983, but the market was already over saturated by hundreds of low -
quality games available on over a dozen co nsoles. This was way too much, since 
the consumersÕ interest was very disappointing. This made an end to the second 
generation since a lot of companies suffered bankruptcy, apart from pioneers like 
Atari and Nintendo.  
 Around this time the personal compute r made an entrance in many 
households. The first computer game is considered to be ÔOXOÕ (1952) which was 
released in 1952 for the EDSAC, however, computers werenÕt affordable at that 
time and so big that they took up an entire space (The EDSAC was unique 
computer for Cambridge University, confined to its location) Twenty years later, 
in 1971, Intel invented the first microprocessor, which made smaller computers 
possible. In 1976 Apple introduced the Apple -I, and a year later the Apple -II. 
This was the firs t mass produced microcomputer, which became popular in the 
early eighties. In 1981 IBM released their first microcomputer called a Home - or 
Personal Computer (PC), with MicrosoftÕs MS -DOS as the most dominant 
operating system; this was the start of the per sonal computer revolution. Around 
the same time Electronic Arts started publishing video games on the Apple -II 
and Atari 800 and later ported their games also to other platforms like the DOS 
operating system. In 1983 Apple released a personal computer whic h was much 
easier to use since it had a graphical user interface; the Apple Lisa Computer. A 
year later Apple released a much more affordable one, the famous Apple 
Macintosh Computer, the very first in the Mac -series. In 1985 Microsoft too 
enters the marke t with a graphical user interface called Windows 1.0, which 
dominated the computer industry since more computers could run Windows and 
they were more affordable than Apple computers. Electronic Arts also published 



their games for the Windows platform, whic h made computer games widely 
available.  
 The third generation of console video games (1983 Ð 1992) started with the 
release of the Famicom in Japan, later to be called Nintendo Entertainment 
System (NES) when it was released throughout the world between 19 85 and 
1986, and became very popular around 1987. This caused a shift in the video 
game market, which was mainly situated in North America before the crash. 
Since 1983 Japan ruled the video game market with their NES, an 8 -bit console, 
on which they publis hed popular games like ÔDuck HuntÕ (1983), ÔDonkey 
KongÕ(1983), ÔSuper Mario BrosÕ (1985), ÔThe Legend of ZeldaÕ (1987) and ÔKirbyÕs 
Dream IslandÕ (1992). Sega, also situated in Japan, released their 8 -bit console 
the Sega Master System in 1986, with their  most famous brand ÔSonic the 
HedgehogÕ (1991), a true rival for NintendoÕs Princes-rescuing -plumber Mario.    
 In 1986 the first 16 -bit video game console was released by Nippon Electric 
Company, which was the start of the fourth generation (1987 -1996), often 
referred to as the 16 -bit era. This generation was dominated again by Sega and 
Nintendo after their release of respectively SegaÕs Mega Drive (Sega Genesis) in 
1988 and the Super Nintendo in 1990. On these consoles both Sega and Nintendo 
released several sequels of their popular brands. In the late 80s and early 90s 
computer gaming also became much more popular. Games like ÔCommander 
KeenÕ (1990), ÔCivilizationÕ (1991), ÔWolfensteinÕ (1992), ÔDuneÕ (1992), ÔMystÕ 
(1993) and ÔDoomÕ (1993) are now considered classics. These games werenÕt much 
different from console games, however the main difference was that most 
computer games where single player. Many console games on the other hand had 
multiplayer options. Video arcade games became multi -player as well  in the early 
90Õs and therefore experienced resurgence. Another form of single player gaming 
was portable gaming, which became available during this era as well with 
Nintendo as a market leader after releasing the Game Boy in 1989. On this 
platform they r e-released popular Nintendo games originally for Arcade and 
NES, and sequels or new titles. They also made it available for other developers 
to design games for their platforms.  
 The CD-rom, which was already introduced in 1984, became popular in the 
90s, and proved to be a great storage for video games. SonyÕs Playstation and the 
Sega Saturn were introduced around that time, 1994 to be exact, and both used 
this medium as storage. The Playstation and the Sega Saturn were 32 -bit 
consoles, and dominated the first half of the fifth generation of video game 
consoles (1993-2002), competing with the popular PC -games of that time. The 
CD-rom could store much more data than floppy disks, diskettes or cartridges, 
and this greatly influenced the games appearance, sin ce higher resolution 
graphics and video cut -scenes made their entrance in games. Computer games 
and console games started to relate much more to each other, and lots of console 
games became available for PC and vice versa. An example of such a game is 
ÔTomb RaiderÕ (1996), a very popular 3d action -adventure game for both 
Playstation and PC. It became very common for publishers to publish games for 
multiple platforms, especially PC. The PC technology was developing fast, which 
made the computer game graphics  more advanced than console game graphics. 
This changed when Nintendo introduced their 64 -bit console in 1996, making 3d 
graphics also available for console games. By this time the game industry was a 



very solid industry and was very popular over the whole  world. PC games weÕre 
also becoming more and more popular since much more people could afford a 
personal computer, and because of their advanced 3d graphics. In the late 90Õs 
they began to dominate the industry, apart from Japan. Not for long though, 
cause in the late 90Õs Sega launched their Dreamcast and shortly after Sony 
launched the Playstation 2, both 128 -bit platforms, which allowed similar 
advanced 3d computer graphics. This is the start of the sixth -generation era. In 
2002 Nintendo introduced the Game Cube, and finally Microsoft decides to 
launch a console as well, the Xbox. Both consoles had the possibility to play 
online as well. Computer games still remained popular, but because of MicrosoftÕs 
Xbox, the video game console regained their dominant  position in the video game 
industry. Genres that were typical for computer games, like online multiplayer 
games, became available for consoles, and therefore the distinction between 
console- and computer games faded.  
 Recently Microsoft has released their  Xbox 360 (December 2005), Nintendo 
has released the Wii (December 2006) and SonyÕs Playstation 3 (March 2007). 
SegaÕs Dreamcast wasnÕt successful in the 90Õs, which is why they stopped 
making consoles. In December 2004 both Sony and Nintendo launched a 
handheld system, respectively Playstation Portable and Nintendo DS. This is the 
seventh- and most recent generation, often referred to as ÔNext GenÕ.  
 
2.2.3 Video games  
 Ò'Video games are any forms of computer -based entertainment software, 
either textual o r image -based, using any electronic platform such as personal 
computers or consoles and involving one or multiple players in a physical or 
networked environment.Ó LIII  This is quite a broad understanding of what video 
games are, but nonetheless, itÕs true. However, this says little about its content. 
Eric Zimmerman, renowned game designer, says Òa game is a system in which 
players engage in an artificial conflict, defined by rules, that results in a 
quantifiable outcome." LIV  The Ôartificial conflictÕ can be some kind of problem 
situation presented to the player by, for example, a narrative. However, any 
other way of presenting this conflict is imaginable. The rules give the player both 
something to fall back on, it guides you, and it sets clear boundaries to the  
interaction. The rules create suspense, balance, changing turns, contrast, variety, 
relation, resolution and conclusion LV , and can be put together in many ways. It is 
therefore quite understandable that a lot of different game types have emerged in 
the past decade. Some of these game types proved to be popular among groups or 
communities in the game culture, creating a fan base for their type of games. 
These game types were categorized by theorists, journalists and marketers and 
were called genres. In order  to analyse a video gameÕs form, we have to 
acknowledge its entire scope of formal structures, thereby we have to analyse the 
different game genres available today.  

Berens and Howard categorized these types and presented a list of seven; 
Action and Advent ure, Driving and Racing, First -Person Shooter, Platform and 
Puzzle, Role-playing, Strategy and Simulation, and finally Sports and Beat -Ôem-
ups.LVI  However, like Newman also implies, these game genres do not represent 
the differences in game play experience, and seem to be categorized more 
according to narrative. In video games player participation, gamesÕ goals, the 



nature of gameÕs player-character and player controls should be considered when 
categorizing them, more so even than theme or iconography (like i n literature 
and film). LVII  IÕve analyzed the genres used today by the industry (like Nintendo 
and Electronic Arts) and reliable magazines and websites like the Edge, PC 
Gamer, IGN and Gamespot, and compared them with the list of seven above, and 
WolfÕs genres of video games. I came up with the following list 6: 
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The main genres are mainly based on game experience. I also tried to narrow this 
down, in order to create less confusion. Still itÕs possible to have games that use 
elements of different genres, but I believe itÕs better to categorize these games 
along their dominant features. In some cases it might be possible to combine 
different genres, like the Action -RPG.  
 Before I will analyze video games more thoroughly, IÕd like to gi ve short 
examples of each genre, to get a clear idea of what is meant with the genre. I also 
think itÕs a good way of showing the possibilities of game mechanics and 
interaction in video games.  
  
 First we have the action game genre, which is quite a big g enre. The main 
characteristics of this genre are speed and reflex -based challenges. An example of 
a fighting game is ÔDead Or AliveÕ (1996), which is based on one-on-one combat 
between two characters. Later, these games were also available for more than 
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Action Games 
 Fighting 
  Beat-Ôem-up 
  Hack and Slash 
 Maze 
 Party Games 
 Pinball 
 Platform 
  Hop and Bop Platformers 
  Run and Gun Platformers 
 Puzzle 
 Shooters 
  First-Person Shooter 
  Shoot-Ôem-up 
  Tactical Shooter 
  Third-Person Shooter 
  Multiplayer 
Adventure Games 
 Action-Adventure 
 Point-And-Click  
 Text Adventure (Interactive Fiction) 
 Interactive Movie 
Driving Games 
 Racing 
 Car Combat 

Role-playing Games 
 Action-RPG 
 Massive Multiplayer Online RPG 
 RPG (Computer-/Console RPG) 
Simulation 
 Construction Simulation 
 Flight Simulation 
 God Games 
 Life Simulation 
 Management Games 
Strategy Games Wargames 
 4X 
 Real-Time Strategy 
 Turn-Based Strategy 
Sports 
 Baseball 
 Basketball 
 Football 
 Golf 
 Hockey 
 Soccer 

Alternative Sports  
Wrestling 

 Other Sports 
Educational Games 
Mobile/Handheld/Online 
 



tw o players on the console. Beat -Ôem-up and Hack and Slash fighting games 
emphasize on close quarter combat, in which the player has to defeat a large 
amount of computer controller enemies. An example of such a game is ÔDevil May 
CryÕ (2001). 
 A Maze game is  a game that takes place in a labyrinth of some kind. The 
most famous Maze game is the all -time classical game ÔPac-ManÕ (1980); 
especially popular in the 80s in video arcades and on home consoles, when game 
graphics werenÕt that advanced yet. Pinball and Puzzle were also genres that 
were especially popular back then. Pinball games, like ÔPinballÕ (1984), are 
remediation of the analogue pinball machine. An example of a Puzzle game is 
ÔTetrisÕ (1985), also a game classic. These genres, among other genres, are still 
popular as Mobile -, Handheld - and Online Games today. The Mobile/Handheld 
and Online genre is in many ways not a genre, but a platform. However, most 
commonly on this platform you will find games that are ports or very similar to 
90s games. 
 The pl atform game genre is characterized by jumping to and from 
suspended platforms, like in ÔSuper Mario BrosÕ (1985). This game is considered a 
Hop and Bob game, the originator of this genre, since the gameplay emphasizes 
on jumping around. Nintendo still make s many games with Mario, the 
protagonist of this game. In 1998 Nintendo released a board game style video 
game called ÔMario PartyÕ. This game was one of the first Party games; a game in 
which multiple gameplay experiences were possible (mainly a variety o f Nintendo 
classics) for a group of players. Apart from the Hop and Bob genre, thereÕs a 
subgenre called Run and Gun, which is not that big of a genre. In a way itÕs the 
two dimensional side -view counterpart of the Shoot -Ôem-up. ÔContraÕ (1986) is one 
of the first games of this genre. This genre is characterized by the critical role of 
the gun in a platform game.  
 Another big action game genre is the Shooter. The Shoot -Ôem-up is the first 
game of this genre, in which you have to shoot (almost) everybody on your path. 
The genre is characterized by its top -view, which is not common for shooting 
games. The most famous and first Shoot -Ôem-up is ÔSpace InvadersÕ (1978). Very 
similar to this genre is the First -Person Shooter (FPS), which shares the same 
goal. ÔDoomÕ (1993), ÔQuakeÕ (1996) and ÔHalf-lifeÕ (1998) are the most popular FPS 
games of the 20th  century. In these games you look through the eyes of a gun -
armed character. In the late 90s a lot of these games, like Quake, implemented 
multiplayer possibilities,  which created a new genre; the Massive Multiplayer 
Online (Tactical) First -Person Shooter (MMO FPS). The Third -Person Shooter is 
very similar to the First -Person Shooter. However, Third -Person Shooters often 
have some adventure -, platform - and RPG element s like puzzle -solving, obstacle -
climbing and character dialogues. ÔTomb RaiderÕ (1996), starring video game babe 
Lara Croft (making her an icon for PC games and brand name as big as 
Madonna) LVIII , is one of the most popular games of this genre, and was 
groundb reaking for the game industry, mainly because the woman protagonist. 
The Third -Person Shooter knows two main subgenres, based on the gameÕs theme 
and narrative; Stealth and Survival Horror. Another subgenre that derived from 
both the FPS and Third -Person Shooter is the Tactical Shooter. The biggest 
difference with the FPS is that in a Tactical Shooter youÕre not supposed to shoot 
just anybody, but use tactics to complete certain missions. ÔAmericaÕs ArmyÕ 



(2002) is an example of such a game. This video game  is used in the US to recruit 
soldiers for the US Army.  
 The characteristic of adventure games is their strong narrative elements 
and elements of puzzle -solving. The most common 90s adventure game was the 
Point -and-Click Adventure, which is still a popular  genre. These games have a 
very typical mouse interface. An example of such a game is discussed in the first 
chapter; ÔFull ThrottleÕ (1995) and ÔMystÕ (1993). The game ÔThe Last ExpressÕ 
(1997) is very similar to such a game, but was considered to be an I nteractive 
Movie (or Interactive Film). However, most Interactive Movies, a genre that was 
mainly popular in the 80s and early 90s, didnÕt use a mouse interface and weÕre 
constructed quite differently. Interactive Movies consisted of pre -rendered motion 
video or animation, in which you had to push the right button at the right time. 
These games were called laserdisc video games, which I will discuss in the next 
chapter. ÔDragonÕs LairÕ (1983) is an example on such a game.  
 The Action -Adventure game genre i s the most broad and diverse game 
genre, including games which might better be categorized under other genres. 
Often, Third -Person Shooters are considered to be Action -Adventure games, since 
they combine action elements, with adventure elements. However, i f we would 
categorize every game with those elements into this genre, the genre would 
consist of almost all the games you could imagine. The Action -Adventure genre 
originates with the game ÔAdventureÕ (1979), which was the first adventure game 
with a graph ical user interface. Most adventure games in that era were text -
based (like ÔZorkÕ 1977), which is why this game chose to present itself as a new 
genre; the Action -Adventure. However, these days weÕd call it an adventure game 
or graphical adventure game si nce it has a graphical interface.  
 I will not thoroughly discuss Driving games, since this genre is quite clear; 
a driving simulation game. This genre knows two subgenres; Racing (ÔNeed for 
SpeedÕ 1994) and Car Combat (ÔCarmageddonÕ 1997). Car Combat is a very 
controversial subgenre in which the cars (or other vehicles) are often supplied 
with weaponry, and the goal is to kill other vehicles or people.  
 A RPG is the most common Role -playing game, especially in the 90s. The 
BardÕs TaleÕ (1985) was one of the first graphical RPGÕs. In a RPG you control one 
or a party of characters, who develop throughout the game. The game has a lot of 
narrative elements, since it is closely related to role -play, and role playing board 
games. In a RPG game you have to find yo ur way through mazes, puzzles and 
confrontations with countless enemies in order to achieve your goal.  
 Most single character RPGÕs have a lot of Action elements, which is why 
their called Action -RPG, like ÔFableÕ (2004). The most distinctive elements of 
these games, is the character development and the strong narrative. ÔThe Legend 
of ZeldaÕ (1986) is one of the most famous Action-RPGÕs. ÔDiabloÕ (1996) was a 
classic RPG that also used a lot of action game element, which is why this game 
is widely consider ed to be an Action -RPG as well. The game, however, is very 
different from games like ÔFableÕ. I think ÔDiabloÕ fits more into the Hack and 
Slash game genre. 
  An extremely popular game at the moment is ÔWorld of WarcraftÕ (2004), 
which is a MMORPG. This ga me is very similar to an Action -RPG like ÔFableÕ, 
but itÕs not single player. You compete online with other characters, or cooperate 
as you please, to complete quests or just explore the huge game environment. You 



can enter or leave the world whenever you please, but the game world and all its 
characters (which are other gamers throughout the world) will carry on.   
  The Simulation genre derived from the interactive simulation machines 
like Flight simulators. The genre Flight Simulator is very similar to a n actual 
Flight Simulator, apart from the equipment. The greatest distinction between 
actual simulators, and this genre, is that this game genre only focuses on the 
software interface. Simulation games are a form of play (paidia) which basically 
means you have a lot of freedom since there are no goals. Other Simulation 
subgenres are Construction (ÔSimCityÕ 1989, ÔSimCity 2000Õ 1993), Life (ÔThe 
SimsÕ 2000), Management (ÔAirline TycoonÕ 1998) and God Games (ÔBlack & 
WhiteÕ 2001). Like the genre names would s uggest, these genres are about role -
playing respectively a city planner, a family, an airline director and god himself.   
 Strategy games have a lot in common with Construction Simulation 
games, since both games require you to build and obtain resources. A n example of 
a game that is very similar to simulation games like Airline Tycoon and SimCity 
is ÔSid MeierÕs CivilizationÕ (1991). In the game youÕre also responsible for 
building and managing a city or civilization, but this game sets a few objectives 
and has more restraints. The game is thereby considered to be a strategy game of 
the subgenre 4x; eXplore, eXpand, eXploit and eXterminate . Most strategy games 
however, concentrate on fighting and war (therefore often called wargames), in 
which you have to de feat your opponent. ÔDune IIÕ (1992), is such a game, of the 
Real Time Strategy subgenre. In this game you have to build a strong army and 
military base, in order to prepare yourself and finally defeat your enemy. Another 
example of a classic RTS is ÔAge of EmpiresÕ (1997), which was the first of a series 
of historical games. The counterpart of RTS games is Turn -Based Strategy 
games, like ÔAge of WondersÕ (1999). These games are very similar to board games 
like ÔRiskÕ, since theyÕre turn-based, which basica lly means that you have to wait 
your turn.  
 Sport games simulate a sport, any sport imaginable, and translate that 
sport into a simulation -like game where you can be a sportsman or team. Often, 
these games are multiplayer so you can play competitions. Some  examples are 
the soccer game ÔFifa 98Õ (1998), tennis game ÔTop SpinÕ (2003), and Wii Sports 
(2006), a collection of five Sport games.  
 Last but not least, IÕve categorized Educational Games as a separate game 
genre. Educational Games are characterized by  its goal; to educate. However, in 
most cases the game can also be categorized in other game genres by its game 
play experience. Still, I believe this is a very obvious genre since the emphasis is 
not just on entertainment, but also on education and theref ore itÕs quite different 
than other games. This is why Educational Games are often referred to as 
Serious Games, since itÕs not just fun. A lot of Educational Games for children 
that are on the market now donÕt have a lot of interactive elements and arenÕt  
considered fun. However, many believe this will change and in a few years (by 
2025) Òthe learning world will resemble the games world in many ways, with a 
wide variety of choices and styles of effective learning games of every subject, and 
users getting t o decide [É] which approach, style, and learning game they want 
to play to learn the materialÓ. LIX  I will discuss Educational Games more 
thoroughly in the next chapter.     
 



2.3 Playing video games and immersion  
 ÒDiscussing the rules of games, we may have a nagging feeling 
that games contain a built - in contradiction: Since we would normally 
assume play o be a free -form activity devoid of constraints, i t  
appears i l logical that we would choose to l imit our options by playing 
games with f ixed rules.Ó LX  However , f ixed rules have been a concept 
of many games we played throughout human history. A game of chess 
wouldnÕt be fun if there were no constraints for the pawns 
movements, since this would cause chaos. The same goes for hide -
and -seek, which would result into  disappointing game if nobody 
would obey the rules. On the other hand, especially small children, 
play unbounded games that rely for a great deal on their 
imagination. LXI  This branching in studying video games dates back to 
Johan Huizinga, one of the earl ies t game scholars, who makes a clear 
distinction between ÔplayÕ and ÔgamesÕ. He emphasizes that playing is 
free and something youÕre not commanded to do, but do because itÕs 
our nature; all animals play. However, he states thereÕs an absolute 
order which mak es the experience complete. The boundaries are not 
to be broken, since that wil l  ruin the experience. LXII  
 In this paragraph I want to discuss these Ôfree -form activityÕ in 
contrast with the Ôfixed rulesÕ. In ÔMan, Play and GamesÕ Cail lois 
introduces two defi nit ions, which describe these two concepts in 
relation to playing games; paidia and ludus, respectively stand for 
ÔplayÕ and ÔgamesÕ. I believe this can help us to understand what 
ÔgameplayÕ, a word which is widely used but rarely defined, actually 
means. A great factor of gameplay is also introduced in HuizingaÕs 
book, where he describes a certain mental state which people who 
play games seem to obtain; immersion.  
  
2.3.1 Immersion   
 ÒOnce a player is into a game, she is in a level, she has a good 
underst anding of the gameÕs controls, she is excited, and she is role -playing a 
fantasy.Ó LXIII  This suggests that the ruleset of a video game create a certain 
game world or reality in which the player submerges. ÒRules themselves create 
fictions. The one who plays c hess, prisonerÕs base, polo or baccarat, by the very 
fact complying with their respective rules, is separated from real life where there 
is no activity that literally corresponds to any of these games.Ó LXIV  The laws from 
ordinary life donÕt apply, and are re placed by temporary rules that help the 
player get a sense of Ôbeing thereÕ, rather than being conscious of playing a video 
game; using an interface. Key is that the player accepts the rules and suspends 
their disbelief in the imaginary world in which the game takes place. This is 
called the Ôsuspension of disbeliefÕ; decision to experience what is presented in a 
story as a real event.  Immersion very much related to the pursuit of transparent 
immediacy; giving the player the idea there is no interface. ÒPla yers concentrate 
wholly on the gameÓ, the content of the video game and not so much the physical 
elements, which makes the players forget themselves and the passage of time, 
not operating consciously but going with the flow. LXV  This mental state players 



happen to sustain while interacting with a video game is called ÔimmersionÕ; a 
term that is associated with submerging yourself into water, to absorb oneself.  
 
 ÒThe experience of being transported to an elaborately simulated place is 
pleasurable in itself, re gardless of the fantasy content. We refer to this 
experience as immersion. Immersion is a metaphorical term derived from the 
physical experience of being submerged in water. We seek the same feeling from 
a psychologically immersive experience that we do fo rm a plunge in the ocean or 
swimming pool: the sensation of being surrounded by a completely other reality, 
as different as water is from air; that takes over all of our attention, our whole 
perceptual apparatus. We enjoy the movement out of our familiar w orld, the 
feeling of alertness that comes from being in this new place, and the delight that 
comes from learning to move within it. Immersion can entail a mere flooding of 
the mind with sensation.Ó LXVI   
 As Murray describes it, immersion is not only a concep t created by the 
game, but also part of the playerÕs motivation. The player pursues to escape from 
reality and finds himself in an Ôenchanted placeÕ, an alternative dream -like 
reality. In the example of the Holodeck this is exactly what the crew seeks when  
they spend their leisure time in this recreation room.  
 Murray starts this chapter with a quote of from Don Quixote about a boy 
who gets completely carried away when reading a book. This example shows that 
the experience of immersion is closely connected  to narrative; reading a story. 
Every element of the story emphasizes the story world which will absorb the 
ÔnarrateeÕ, in this case the reader. In films and theatre a similar experience is 
possible when one is absorbed by its story, forgetting the people and reality 
around him. In video games itÕs the pursuit of immersion that greatly benefits 
the game play experience, and thereby plays a big role in the game design 
process. However, in video games the immersion can easily be disturbed.  
  An example Murray  sketches is the one from paediatrician and 
psychoanalyst Donald W. Winnicott from his book ÔPlaying and realityÕ. He 
describes how children relate to teddy bears. Children project their needs of 
shelter and their memories of the mother and her womb on the  bear, offering 
comfort. However, the teddy bear remains physical object, which doesnÕt relate to 
anything the child imagines about it. Though, the child has more of a 
psychological experience with the object. Winnicott describes this as a 
Ôtransitional objectÕ, a real thing that represents something that isnÕt there. With 
stories this is very similar, since we can project emotions on something real that 
represents something that is very distant to ourselves.  
 Murray quotes Suzanne Langer who wrote about h er experience of 
watching James BarrieÕs Peter Pan in theatre. She described her feeling of 
submergence to the story, which overwhelmed totally; a clear example of 
immersion. However, at the climax of the tension, Peter Pan turns to the 
audience and talks to them, asking them to show their belief in fairies to rescue 
Tinkerbell from dying. By doing so Peter broke the rules of immersion, since he 
broke the laws of the alternative reality. The reality is not connected to the real 
word, but by connecting the t wo he makes the audience aware of the context of 
the story; the theatre. LXVII  Caillois describes a situation that is quite similar, 
when a child abruptly quits a game of make -believe. This is exactly what Peter 



Pan does in LanderÕs example. ÒOne who breaks up a game, the one who 
denounces the absurdity of the rules, now becomes the one who breaks the spell, 
who brutally refuses to acquiesce in the proposed illusion, who reminds the boy 
that he is not really a detective, pirate, horse or submarine, or reminds t he girls 
she is not rocking a real baby or serving a real meal to real ladies on her 
miniature dishes.Ó LXVIII  Even though Suzanne Langer wasnÕt part of the make -
believe as one of the characters, by Ôbreaking the spellÕ, immediately Langer is no 
longer in her d ream-like state and falls back to her own self, the woman in the 
theatre.  
 
 ÒThe player does not want to think about the gameÕs [É] graphical user 
interface. If the GUI is not designed to be transparent and to fit in with the rest 
of the game world art, it  will stick out and ruin her immersion.Ó LXIX  Like Peter 
Pan who addresses the audience, the interface does the same in a game. You 
need this interface to interact with the game, but itÕs key to design this interface 
as transparent as possible, making the pla yer forget that itÕs there, and to design 
it in a way that all the elements presented wonÕt interfere with the suspension of 
disbelief. The latter is also closely relate to narrative elements and visuals that 
ought to be acceptable in the imaginary world. Every time the interface disturbs 
the immersion in any way, the player will become aware of playing a video game, 
which is something players want to forget while playing. ÒIf the player comes to a 
puzzle, figures out a perfectly reasonable solution to it, and the solution does not 
work, the player will again be reminded that she is ÔonlyÕ playing a computer 
game.Ó LXX   
  
 Immersion is a term that is also closely related to interaction. Narrative 
can easily create an experience of immersion, but interaction ca n achieve that 
too. For example a game of soccer creates a temporary world, the field, in which 
only the rules of soccer apply. ItÕs key that thereÕs no disturbance, for example 
streakers, to stay in the flow of the game. Caillois describes that every game , 
without exception, creates this Ôsecond realityÕ where Ônew legislationsÕ apply. In 
order to accept this, to suspend any form of disbelief, the player has to role -play 
to some extent. LXXI  He calls this mimicry, which I will describe in the next 
paragraph.   
 
2.3.2 Paidia and Ludus   
 On one hand we have unbound games that allow a lot of freedom to the 
player, on the other a strict ruleset that defines a goal and structure in which a 
game occurs. However, an unbound game, ought to be bound someway, like 
Huizin ga stresses, to motivate, to compete and most of all to create and refine a 
game play experience. ÒDaniel Vidart [É] has noted that apparently unfettered 
play does, in fact, have strict rulesets. He gives the example of a child pretending 
to fly a plane by  running around, arms outstretched. [É] This might seem like 
unregulated, pre -socialized freedom, Vidart suggests that rules are at play here. 
The most obvious rule is hat the child has decided to behave like a pilot, and not 
a car driver, for example.Ó LXXII  Caillois was already aware of this when he 
introduced these terms, since he believed the ÔludusÕ was needed to discipline the 
ÔpaidiaÕ.LXXIII  Thereby, he created a balance, which applies on video games as 



well, in order to determine the userÕs game play experie nce. In this same book he 
categorized games in four basic types of play: ag™n, alea, mimicry and ilinx. He 
came up these four play experiences, after studying many games, playing 
children and even animals. To fully understand the paidia -ludus balance, IÕll first 
have to get a clear perspective on these categories, which will also help us to 
understand gameplay.  
 ÒAg™n is a vindication of personal responsibility,Ó as opposed to alea; Òa 
negation of will, surrender to destiny.Ó LXXIV  Thereby, he means ag™n depends on 
the playerÕs personal effort, when alea just depends on fate. Elements of ag™n are 
competition, winning conditions and equality of chances. Examples of ag™n -like 
games are sport contest like boxing, swimming, running, tennis, football, golf etc. 
However, in most of these cases an ideal conditions and absolute equality is not 
realizable to its fullest extent. In some games for instance, the starting player 
has advantages over the other. In these situations it is common to use alea 
elements, like throwin g a dice or flipping coins. The element of chance 
determines the begin situation, which the players have to use as best they can. 
Alea-like games depend heavily or totally on chance, for instance roulette, 
yachted and the lottery.  
 The third type Caillois  describes is mimicry, which strongly relates role -
playing. Mimicry resembles the game of make -believe. ÒAll play presupposes the 
temporary acceptance, if not of an illusion [É], then at least of a closed, 
conventional, and, in certain respects, imaginary universe.Ó He says all forms of 
playing are in some way forms of imaginary play. For example, a board game like 
Chess doesnÕt use actual people in the actual context of a combat between two 
monarchies. Another example, in which role -playing is more present , is a game of 
tag. Nevertheless, in both these examples, and any other form of play imaginable, 
the players accept a certain restrained game environment that they will 
temporary occupy until the game is finished. The same goes for previous 
examples like b oxing and yathzee.  
 The final type of play is ilinx; playing to pursuit vertigo or discomfort, like 
with roller coaster rides. ItÕs a type of play that is evident in small children who 
like to spin until the fall, or swinging. Destruction and disorder are considered to 
be forms of ilinx as well, which is also evident in video games, like Shooters and 
Fighting games. Ilinx is a type of play, which can, just like all the other types, 
consist of elements of other game types. For example, fighting is considered  to be 
very discomforting, but still a challenge and competition. Another example is how 
children can add challenges and competition to a role -play of a pirate theme, by 
making up rules that allow you to touch the ground or not. These types are 
merely to c lassify what motivations there are to immerse in a game, so itÕs not 
strange that multiple motivations are possible.  
 
 Like I already mentioned, paidia is a type of game play that is open, free 
and seems unbound of any rules or constraints. Caillois descri bes paidia as Òan 
almost indivisible principle, common to diversion, turbulence, free improvisation, 
and carefree gaiety is dominant. It manifests a kind of uncontrolled fantasy.Ó LXXV  
Freedom is a crucial element of play, because it stimulates distraction an d 
fantasy. This freedom defines a great deal of the playerÕs motivation, and is found 
in all game types. The term paidia relates to that spontaneous motivation, which 



is based on imagination and joy. Characteristic is the immediate and chaotic 
excitement c aused by the players enthusiasm, creating an impulsive and easy 
form of pleasure. LXXVI  The example Vidart sketched about a child playing as if 
heÕs a airplane, can be described as a form of paidia. There are no goals set, which 
is typical for paidia, and the f reedom of the child seems almost unbound. In this 
example mimicry is also very evident, since the game entirely depends on Ômake -
believeÕ. Role-play, like this example shows, is an ultimate form of paidia, which, 
in its ultimate form, would be in fact unbo und, chaotic and almost meaningless 
play. However, Òrules are inseparable from play as soon as the latter becomes 
institutionalized,Ó which applies on most games, because otherwise it would get 
out of hand. Even in the airplane example, the child is bound to rules like gravity 
and the mobility of an airplane. Of course he could break the rules, and decide to 
become something else, like a car. The rules, however, can refine and enrich the 
paidia play experience and make it more enjoyable and exhilarating, co mbining 
motivations for free -play and rule -based gaming: challenge, control, freedom and 
immersion. LXXVII  
 This rule -based play experience is called ludus; a play experience which is 
Òalmost entirely absorbed or disciplined by a complementary, and in some 
respects inverse, tendency to bind it with arbitrary, imperative, and purposely 
tedious conventions, to oppose it still more by ceaselessly practicing the most 
embarrassing chicanery upon it, in order to make it more uncertain of attaining 
its desired effect.Ó LXXVIII  This means the game played is well -organized by 
deliberate, necessary, yet random rules that are beneficial or detrimental to the 
player. Uncomfortable continuous obstacles will make it more difficult 
throughout the game, making the outcome uncertain. Th ere are three 
characteristics evident in this definition; there are restrictions, itÕs seems to be a 
process or progression and most importantly it has a goal. Since the system offers 
conflict by means of obstacles and difficulties, it requires a greater a mount of 
effort, patience, skill, or ingenuity. Where a paidia play experience depends on a 
motivation from the user based on its freedom, a ludus game experience relies on 
a motivation of challenge because of the game rules. It differs with al™s since the  
players motivation in a ludusÕ game experience is focused on the system, opposed 
to al™s which focuses on the players and competition.  
 However Caillois believes some of these play types canÕt consist together, 
like paidia and alea, and ludus and ilinx, LXXIX  I believe in video games the 
relation of these types are slightly different. ÒPaidia can be described as Ôphysical 
or mental activity which has no immediate useful objective, nor defined objective, 
and whose only reason to be is based in the pleasure exper ience by the playerÕ 
while ludus describes Ôactivity organized under a system of rules that define a 
victory or a defeat, a gain or a lossÕÓ LXXX  Frasca describes it as Ôsocial rulesÕ on 
one side, the Ôform of play present in early childrenÕ on the other. He considered 
adjusting the original terms to modern standards, describing the goal -oriented 
distinction. Frasca also says he doesnÕt Òfind this classification extremely useful 
as its groups constantly overlapÓ LXXXI , referring to the distinction of ag™n, alea, 
mi micry and ilinx.  
 According to Caillois, since paidia is related to the playerÕs enthusiasm and 
outbursts, and alea is chance and thereby not influenced by the player, the two 
can not be combined. However, since paidia and ludus concentrate on the playerÕ s 



motivation, their quite different from the other four forms, and should thereby 
not be discussed as equal concepts. I already considered that paidia and ludus are 
like a horse and carriage and relate to each other like a balance (challenge and 
freedom or  rule and play; I will refer to this as the balance of freedom and 
challenge), therefore are always present in a video games in some degree. The 
other elements are also a balance (I will refer to this as the balance of play 
experience), governing the amoun t of control, chance, immersion and thrill; 
respectively ag™n, alea, mimicry and ilinx. The first balance can tell us about the 
playerÕs free will and constraints, the second about the balance of the ruleset of 
the game. Now, it might be true that a game w ith ultimate paidia experience 
does not rely much on alea, like Caillois suggests, but especially in video games 
there are scenarios imaginable in which it does For example; The Sims is 
considered to be a very open game, in which youÕre allowed to do whate ver you 
want. Still, there is chance in many game elements, for instance the relationships 
of the characters, the job related rewards and the job advertising. There are even 
elements of ludus, since the player sets his own goals. In the context of video 
games, ludus in combination with ilinx is also possible. Even in real life I believe 
their can be some form of thrill in a strict, conventional game (a roller coaster can 
be considered as thrilling, yet constrained by its mobility and location). In video 
games itÕs especially this combination of challenge and thrill that makes the 
experience appealing, exiting and apprehensive.  
  
 What I like most about FrascaÕs definition of ludus, is the one he presented 
in Simulation versus Narrative, where he compares th e structure of ludus, with 
the three -act structure of Aristotelian drama, like Greek Tragedy. ÒLudus 
sessions go through a first act in which the rules are acknowledged, a second act 
in which the player perform, and, finally, a third act that concludes the  game and 
draws the line between victors and losers.Ó LXXXII  This makes it easier, from my 
point of view, to relate narrative to games, even though this rule also applies to 
games that donÕt have a narrative (a game of Chess has an introduction phase in 
which y ou set up the game and get familiar with the pieces and rules, the second 
act would be the actual playing of the game, the final act would be the 
ÔcheckmateÕ situation which concludes who is the winner). Frasca also 
emphasizes that, just like the Aristotel ian drama, ludus is a whole, a closed 
ruleset defined by the author in which you can explore that game world. He 
stresses that both the Aristotelian and ludus approach are the most popular and 
perfected in respectively drama and games. He believes the popu larity of this 
formula is because of the simplicity of its binary structure, the structure that 
defined by Ôhappy-endingÕ-condition creating a winner and loser; a protagonist 
and antagonist. LXXXIII  
 I especially like this approach, because from my point of view  paidia is the 
one that is closely connected to storytelling, yet in a very different manner. 
Paidia is, like Frasca described, present in games that offer an open -ending and 
the goals of the game are up to the player; like SimCity or The Sims. Though The 
Sims doesnÕt so much have a narrative, it does have narrative elements which 
allow you to tell stories a player. Remember, a paidia game, like the example of 
the airplane playing child, is a play of make -believe, and therefore can have a lot 
of mimicry ele ments; role -play. It offers you to pretend, to tell stories, to explore 



the boundaries of your story world and to decide yourself where the story would 
go to. In this case, as opposed to ludus where the author (game designer) is 
responsible for the three -act structure, you are the author yourself. You have the 
ability to tell stories, within the boundaries of the system, since we already 
decided that paidia and ludus are always connected some way or another. So, on 
one hand we can have a narrative that stro ngly defines the course of the game, 
and on the other we have the ability for the player to tell their own stories. At 
least, this is the way I understand it if we put it all in a narrative context. I want 
to elaborate on this subject in the next chapter, where IÕll discuss the relation of 
narrative with interaction in video games.  
  
2.3.3 How can we best define gameplay?  
 ÒTo play a game is to engage in activity directed towards bringing about a 
specific state of affairs, using only means permitted by rule s, where the rules 
prohibit more efficient in favour of less efficient means, and where such rules are 
accepted just because they make possible such activity.Ó LXXXIV  This explanation 
of the act of play strongly relates the immersion (Ôbringing about a state of  affairsÕ 
that absorbs the player, which accepts this Ôbecause they make possible such 
activityÕ) with the rules of the game. Gameplay is strongly related to bringing 
about this immersion, since immersion can create very enjoyable play experience.  
 Gameplay is a word invented by the video game industry in order to rate 
the overall game experience of playing a game, describing the story quality, ease 
of play, the desirability and the balance of control, challenge, freedom and 
immersion. ÒGameplay is a fuzzy term. It encompasses how much fun a game is, 
how immersive it is and the length of playability.Ó LXXXV  The difficulty with this 
term is that itÕs often used in many different contexts, referring to something 
concrete in a video game, an element of the gameÕs content, but yet very abstract. 
For instance, magazines rate games on many different levels, one of them being 
ÔgameplayÕ that rates the game according to the experience players had while 
playing the game, but also referring to it as if itÕs an element of t he game, like 
visuals or sound. So instead of it being an activity connected to playing the game 
(game playing), itÕs more related to the outcome of that activity. The outcome can 
be seen as something concrete, because itÕs an experience that can be rated 
according to the playerÕs personal opinion. This rate would be fair if we would ask 
a hundred, a thousand, or even a million people about their experience with a 
game. This rate, this opinion, this experience and the elements connected to that, 
like intera ction and game mechanics, are then considered to be ÔgameplayÕ. 
However, when one designs a game or when one is playing the game, itÕs not that 
clear how to define the ÔgameplayÕ, since there are no rules about what it is. Yet, 
it is sometimes considered t o be something tangible, like I just mentioned, and 
therefore should be something you could identify when you face it. I think thatÕs 
why elements that are considered to be responsible for a great deal of this so -
called ÔgameplayÕ, are often believed to be ÔgameplayÕ itself.  
  
 I think itÕs easier to identify gameplay, if we consider the terms we 
discussed in the previous paragraph. We can rate a game concept according to 
the balance of paidia and ludus, and we can determine what the relation of al™s, 
alea, mimicry and ilinx is. My opinion therefore is that gameplay is the 



combination of balance, interaction and rules in a game that constitute a 
pleasurable game experience, a good story and accessible interface that benefits 
the overall appeal of the game. In this case it is in fact the elements that 
constitute the gameplay, by validating its use according to the balance of freedom 
and challenge and the balance of play experience, creating a tangible overview of 
the amount of freedom, challenge, competition,  chance, immersion and thrill, 
responsible for a great deal of the ÔgameplayÕ. 
 
 To fully understand my definition, I will relate it to a game we discussed 
earlier: Fable. In Fable the amount of freedom is great, since you can move about 
in the world freel y, you can be both good and evil and you can choose what and 
when you want to do something. On the other hand, you are restricted to the 
gameÕs world and rules, especially when you do a quest. These quests are 
institutionalized objectives which form a grea t deal of the challenges in the game. 
The balance of control is rather interesting, because on one hand you have a 
character that is entirely yours; you can control him totally. On the other hand 
thereÕs a game world and narrative which you can only influe nce, but not control. 
Like in the real world you are responsible and therefore mater of your own 
actions, but not of the worldÕs actions. However, this limitation in control forms 
these challenges, because they allow obstacles. The immersion in Fable is 
br illiant. There are hardly interruptions regarding the interaction and the story 
helps you to submerge yourself entirely into the game. The story also invited you 
to play on, instead of quitting. At some points in the game the immersion was so 
impressive, t hat my body was full of adrenaline whilst playing the game. From 
my perspective it was therefore also quite thrilling.  
 I used the terms that I believe are greatly responsible for the play 
experience, to rate this game. If I have to define the gameplay of Fable, using this 
portrayal of my play experience, I would describe it as immersion caused by 
strong narrative elements that motivates in combination with free -roaming in an 
environment which offers lots of challenges.      
 
2.3.4 Learning by interacting 7 
  A motivation we havenÕt discussed yet is learning. It is very common for 
people to learn by reading books and telling stories. This was considered to be fun 
and entertaining and therefore an interesting activity to do in your leisure time. 
As weÕve already seen in the first chapter, telling stories is something that is 
inextricably connected to human kind. Using entertainment as a learning tool 
has proven to be successful, which is why games, storytelling and reading books 
is part of our educational syste m. ÒAnyone who tries to make a distinction 
between education and entertainment doesnÕt know the first thing about either 
one.Ó LXXXVI  According to McLuhan, and Chris Crawford agrees, educational is 
closely connected to actions, to actually do it yourself.  
 "Games are thus the most ancient and time -honoured vehicle for 
education. They are the original educational technology, the natural one, having 
received the seal of approval of natural selection. We don't see mother lions 
                                                
7 Based on: Marc Prensky, ÒComputer Games and Learning: Digital Game-Based Learning,Ó in Joost Raessens  
and Jeffrey Goldstein, ed., Handbook of Computer Game Studies, (Cambridge and London: The MIT Press, 
2005), 97-122 



lecturing cubs at the chalkboard; we d on't see senior lions writing their memoirs 
for posterity. In light of this, the question, "Can games have educational value?" 
becomes absurd. It is not games but schools that are the newfangled notion, the 
untested fad, the violator of tradition. Game -playing is a vital educational 
function for any creature capable of learning." LXXXVII  
 Marc Prensky is a great supporter of digital learning which he defines in 
his article ÔDigital Game -Based LearningÕ. He too believes that video games are 
extremely powerful lear ning tool, instead of pure entertainment. Once we realize 
this, he says, it will allow us to create effective new learning opportunities for the 
so-called digital natives; the ones who grew up with a heavy video game and 
computer diet. Because our learners  have radically changes, for instance they 
have very different minds that are in many ways different from their parents 
minds. Therefore, we have to find alternative learning tools in order to motivate 
these students. ÒMotivation is important because learn ing requires putting out 
effort. However, the things that were effective in motivating learners in past do 
not motivate the learners of today. We need something new.Ó LXXXVIII  One way to 
do so, is taking something that motivates them and turn it around. Prensky 
emphasizes that for the first time in history we have an entire generation that 
experiences a complete new form of play, which has been one of the biggest 
influences on their development since many children have thousands hours of 
video game experience.  
 
 Prensky stresses hat we need a different educational system to teach our 
learners, because the system used today doesnÕt apply anymore. He makes a 
distinction between digital natives and digital immigrants, respectively the 
children who grew up with games,  and the teachers and parents who havenÕt. 
Even the older generation who have played many games or are very skilled on 
the computer, is still very different from the generation that grew up with mobile 
phones, internet, video games, i -phones etc. All these  technologies have 
influenced our youngest generation radically. According to Prensky there are ten 
differences very evident in the childrenÕs behaviour and development.  
 First of all they have a higher Ôtwitch speedÕ, as Prensky calls it. Meaning 
their ha nd-eye coordination and reflexes are much more advanced, making them 
have a certain Ôneed for speedÕ. They process images much faster, so in order to 
motivate them, we need to speed things up. Another radically difference is their 
ability to multi -task. Ch ildren grew up with different media, often available at 
the same time, which developed their ability to process more information at ones. 
I especially like Sandra L. CalvertÕs example, which she uses to introduce her 
article about ÔCognitive Effects of Vid eo GamesÕ, which proves that children are 
much more advanced than their parents, when it comes to digital media.  
 
 ÒMy eleven-year-old nephew Sean and I are playing a race -car video game. 
He races around the board, passing cars and moving his hands at lig htening 
speed. I struggle along at the end of the pack. Sean, who is able to watch me play 
s he is winning the game against the computer (who is providing more 
competition than I am), begins to give me some verbal guidance about how to use 
my joystick. At one point, he even says, ÒTurn around, Aunt Sandy -youÕre going 
the wrong way!Ó Sean is able to multitask and win a complex game, requiring 



skills of attention, memory, concentration, and planning while coaching and 
teaching me to play at the same time.Ó LXXXIX  
 What I like most about this example, which is actually quite embarrassing, 
is that I recognise it when I play video games with my friends. IÕm considered to 
be a game scholar, or at least a game designer -to-be, but I havenÕt played that 
many games since I Õve been studying them. In the past few months there where 
two instances where I played video games against my roommate and my best 
friend. Both were much more skilled than me, probably because they have played 
games ever since their childhood. I was fasci nated by their ability to multitask 
and to respond much faster, while I was disoriented and slow.  
 Another point Pre nsky makes is that because the digital natives have 
experienced hypertext from an early age, like internet, their able to access 
information  at random, as opposed to the older generation, who tend to think 
linearly. One way of accessing this information is by images, which they prefer 
over text. They find it much more interesting and natural to start by looking at 
visuals and then read the tex t, or mix the visuals with text.  
 A change Prensky describes that is more connected to the software itself, is 
the fact that digital natives arenÕt restricted to location. They spend a lot of time 
on the internet, they have friends all over the world and they are able to easily 
obtain information from any source, anywhere in the world. This is an interesting 
issue, when designing a game, since the internet can be a useful platform.  
 On thing children have definitely learned from playing games, is that hard  
work is rewarding. Playing games is immediately rewarding, which is why they 
donÕt consider Ôthe long runÕ, but crave for immediate Ôpay-offsÕ. This is achieved 
by playing, by actively participating, by doing. These children find active 
participation and playing, much more interesting than a passive role. Therefore, 
they often find it much more interesting to create something, instead of learning 
something from a book. Since playing games offers a lot of investigation and 
problem -solving, it is closely rel ate to work. Playing a game can be much more 
than just an entertaining activity, since the children are already required to 
investigate, to make an effort and to spend hours of training skills or solving 
problems.  
 Other interesting advice Prensky gives i s to focus on fantasy, as opposed to 
reality, since the digital natives have surrounded themselves with fictional 
characters and environment ever since childhood. This motivates them, so it can 
enhance their learning once we use it in the learning system. Therefore he says w 
ought to use technology, instead of falling back on old education techniques. 
Video games can help us understand this generation and educate it, so why 
would we consider video games as a foe it could be our friend.  
  
 Since video games offer a great and solid structure, Prensky believes it is a 
very valuable tool to learn with. However, he acknowledges that there are many 
educational games today, that arenÕt effective at all. This is mainly because they 
donÕt use gameplay elements that benefit the play experience; they merely use 
interaction as an interface for their educational content. Most of these games 
arenÕt even considered to be games, since theyÕre not fun or truly interactive, yet 
they present themselves as such. To really get th e point across and improve the 
educational value of the video games, we should consider them as video games 



and not educational games. The first priority is to make it fun and to motivate 
the player to play the game. If this is achieved, then the child wil l learn. So this 
is the first criteria, and once this is achieved we can implement educational 
content to the design, according to how children learn.  
 Prensky also presents a list of five in which he describes how children 
learn from video games today: l earning how, what, where, when and whether. 
How is focussed on the skill; children learn how to do something both physically 
and digital. They learn how different procedures work and they learn what 
methods are needed to perform these tasks. In a game like  The Sims a child can 
learn how to manage the household and what tasks are needed to do so. Next 
example the ÔwhatÕ-level of learning which focuses on the rules. By playing games 
children learn the rules, of which some may apply on real life. They learn al so 
what consequences there action will have when they break the rules; they will be 
punished. Then Prensky described the ÔwhereÕ-level of learning which focuses on 
the context of the game; for instance the time and place. The player learns about 
the world and its values. Apart from that, I believe they can also learn things 
that are closely related to the place. For example, IÕve learned about the history 
of Jeanne dÕArc, by re-enacting the Siege of Orleans.  
 Finally he describes the Ôwhen and whetherÕ-level. This one is the most 
problematic and causes a lot of controversy, since it involves the subtext of the 
game. Players also learn to make value -based and moral decisions. Since a lot of 
video games are violent, this causes a lot of discussion. Children li ke to play 
outlaws and cross the law in the game, which is why many believe they might 
become violent in real life. On the other hand there are plenty who believe this is 
merely role -play to offer some relief. Besides, the discussion of violence in media 
and stories has been around forever and was already declined by the ancient 
Greeks. 
 
ÒNo direct, causal link between exposure to mock violence in the media and 
subsequent violent behaviour has ever been demonstrated, and the few claims of 
modest correlation  have been contradicted by other findings, sometimes in the 
same studies. [É] If we want to reduce (violence) even further, protecting 
children from real violence in their lives, not the pale shadow of mock violence, is 
the place to begin.Ó XC



Chapter 3  
The  interaction versus narrative discussion  
 
 In 2003 there worldÕs first game conference was in Utrecht 
called Level Up. The same year Level Up published a book with an 
article written by Gonzalo Frasca called ÔLudologists love stories, 
too: notes from a deb ate that never took placeÕ. In this art icle Frasca 
discusses the view of ludologists on narrative in games. He believes 
the discussion, one that does not exist, is pointless since the 
opposit ion, the so -called narrativists, are undefined. In his art icle he  
seems to respond on people who believe ludologists want to discard 
narrative from games, however who these people are is unclear. I 
donÕt really agree with Frasca, because from my perspective it is 
rather clear why there seem to be people who believe ludo logists 
radically undermine narrative. Ludologist tend to give statements 
that makes a true distinction between narrative and interaction, l ike 
JuulÕs statement: ÒYou canÕt have narration and interactivity at the 
same time; thereÕs no such thing as a conti nuously interactive story.Ó 
XCI  I believe thereÕs no clear division between the two. If we go back 
to RigneyÕs statement of what a narrative is (any form of 
communication between a narrator and recipient), then we can in 
fact say many games have a narrative.  However, the way a narrative 
is created is much different from literature or f i lm. I think itÕs 
closely connected to story tel l ing, especially retell ing of a story, 
since you are co-author of a narrative experience. Frasca also makes 
a statement that I qu estion: ÒUnlike narrative, which is constituted 
by a f ixed series of actions and descriptions, video games need the 
active participation of the user not just for interpretational matters, 
but also for accessing its content.Ó XCII  I  donÕt believe a narrative h as 
to be a Ôfixed series of actionÕ. It might be true that in many games 
this is the matter, but you shouldnÕt discard games that have a 
totally different approach on how to translate a narrative into its 
gameplay elements. I also canÕt imagine a narrative  in which I donÕtÕ 
have to actively participate to access its content, because in any case 
I should also suspend my disbeliefs, I should actively l isten or even 
fl ip pages and I should concentrate. On the other hand, there are 
also games that are very l ine ar and poor in interaction, l ike 
Monopoly. And a game of Super Mario is also not much different 
than a Ôfixed series of actionsÕ. True, you can skip some points or 
sometimes even take an alternative road, but overall thereÕs only one 
successive way to get to the end. ItÕs seems to me that good examples 
of narrative games arenÕt considered by these ludologists, l ike Juul 
who gives very poor examples in ÔGames tell ing stories?Õ, and poor 
games that are very l inear and offer l i t t le interaction are forgotten.  
 In the f irst chapter I discussed two genres which are 
considered to have a lot of narrative elements, and I compared their 
narrative structure with classical models. In f inal chapter I wil l  look 
at how a narrative is actually established in video games an d how it 



can benefit oneÕs game experience. First I want to concentrate on 
narrative in popular video games of the past decade. Film has had a 
great influence on the development of visual representation, themes 
and narrative in games. Interactive f i lm is o ne of the earl iest genres, 
which is why I want to discuss this genre and concentrate on the 
technique; pre -rendered and full -motion video. This technique was 
also used in cut -scenes, which became popular when CD -romÕs and 
the Playstation were introduced in  the 90s. However, cut -scenes 
havenÕt proven to be very useful, since they easily disturb 
immersion. Finally, I want to discuss a method of how narration can 
relate to interaction in a video game, according to the terms paidia, 
ludus, ag™n, alea, mimicry a nd i l inx. I wil l  also elaborate on my 
opinion regarding this discussion Frasca talks about, but I wil l  do 
that in the conclusion of this thesis.    
 
3.1 Film in games  

A lot of Hollywood fi lms these days inspire game designers to 
make games similar to Holly wood fi lms or even a game that is based 
on an actual f i lm. They use three -dimensional graphics to make a 
world similar to the world in the f i lm, with a similar style, theme 
and even the same characters. Game designers have been inspired by 
Hollywood for a long time, but also f i lmmakers have been inspired by 
games and the game -industry. An example from the early 80s is 
ÒTronÓ (1982); a movie that is about the l i fe inside the computer. 
ÒTronÓ tells the story about the structure and hierarchy inside the 
comput er and the troubles that come with it. Years later, in 2003, a 
game developers company decided to make a sequel, only this t ime 
an interactive one. ÒTron 2.0Ó (2003) is a video game in which the 
player meets the same characters and objects as in the origin al f i lm. 
The story is about the son of the original lead character and how he 
tries to save the world inside the computer, 20 years later.  

Another example of a game that is based on a f i lm is the 
popular race game ÒStar Wars: Episode 1 Ð The Phantom Menace Ó in 
which the player can race on the so -called ÔpodsÕ that the characters 
f ly on in the original f i lms. However, this is only a small part of the 
movie, and that are almost no narrative elements in the game, so you 
could hardly see, apart from the ÔpodsÕ and characters,  similarit ies 
with the movie. Another example is Electronic Arts Harry Potter 
series, in which the player can play Potter himself. The characters in 
the game look exactly l ike the actors in the original movies, and the 
player goes through s imilar situations. Nowadays almost every 
Hollywood fi lm comes with an interactive counterpart in the form of 
a game, to appeal to a broader audience and to have an IP that sells.  
 This also works the other way around. In 2001 ÒCon AirÓ 
director Simon West  directed a f i lm about a young, attractive and 
adventurous woman who travelled the world looking for relics and all 
sorts of artefacts called ÒLara Croft: Tomb RaiderÓ starring Angelina 
Jolie. This f i lm was based on the popular ÒTomb RaiderÓ adventure 



game series from the 90s in which game icon Lara Croft had the 
leading role. Due to its success ÒSpeedÓ director Jan de Bont made a 
sequel in 2003 called ÒThe Cradle of l i feÓ, also starring Angelina 
Jolie as Lara Croft. Another example is ÒResident EvilÓ (1996 ); the 
f irst of a very popular survival horror series of video games that has 
released more than 10 t it les in the last 10 years. In 2002 the game 
went to the big screen with the horror f i lm ÒResident EvilÓ (2002) 
starring Mila Jovovich. In 2004 its sequel was released called 
ÒResident Evil: ApocalypseÓ (2004). Even the classic shoot-Õem up 
Doom and the extremely popular platform game Super Mario have 
been transformed into movies; respectively ÒDoomÓ (2005) starring 
wrestle champion The Rock and ÒSuper Mario  BrosÓ (1993) starring 
Dennis Hopper.  
 



3.1.1 Interactive f i lm  
 Interactive film is a type of interactive media which combine an interactive 
interface with full -motion video; pre -rendered video or animation. The term is 
also used for video games, mainly ea rly adventure -like games from the 80s, 
which focus on plot and character development by using only pre -rendered video 
in interactive sequences. A characteristic element of interactive film is involving 
the user in the progression of the story, like turning  a page relates to a book.  
 One of the first interactive films (or interactive movies), also called 
Ôlaserdisc video gameÕ, was the arcade game ÒDragonÕs LairÓ (1983) developed by 
Cinematronics and Don Bluth Studios, which consists of pre -rendered 2d 
anim ation. Don Bluth Studios was founded by Donald Virgil Bluth, a very 
talented animator who worked for Disney and was also responsible for the 
popular films ÒAn American TailÓ (1986), ÒThe land before timeÓ (1988) and ÒAll 
dogs go to heavenÓ (1989).  
In ÒDragonÕs LairÓ the player controls part of the movements of the main 
character Dirk the Daring, by making the right choices on certain moments or 
using the right combination of keys. These were presented by highlighted areas 
on the screen, which showed what b utton to click. When the player made the 
wrong choice or didnÕt keep up with the key combinations Dirk died. Only one 
storyline was successful and the player could only guess which keys to press next, 
or try to respond as fast a he could. Despite this lack  of interaction the game was 
very popular and addictive. Cinematronics and Don Bluth Studios also developed 
the laserdisc video game ÒSpace AceÓ (1985) and ÒDragonÕs Lair II: Time WarpÓ 
(1990). In 2002, almost 20 years later, Ubisoft released a remake of t he original 
games for all consoles and PC, however these contained no laserdisc video game 
elements.  
 
 There are other forms of interactive film that concentrate more on the 
playerÕs involvement. Like in a video game the user is involved in the scene as if  
he or she is there, but the difference is that in an interactive film the user does 
not identify with the main character. The user is like a third person, a spectator, 
who is present at the scene. Although sometimes the interaction might be very 
basic or even clumsy, it does achieve its goal, which is to make the player feel he 
is part of a movie.  
 Such an example of an interactive film in the form of a game is the 
adventure game ÒThe Last ExpressÓ (1997). The game also uses pre-rendered 
video, however it was edited on the computer into animation sequences. The 
game consists of puzzles in a limited interactive environment. The mise -en-scene 
and cinematography of the game is obviously inspired by the style of ÔThe 
Classical Hollywood CinemaÕ, which makes it look very much like film. However, 
the player has the role of spectator, rather than a main character in the plot. By 
eavesdropping conversations and exploring spaces on the train, the player has to 
find out how his friend got killed. You have a lot of fre edom, since you can choose 
where to go at any time or which conversation to focus on. The game experience, 
therefore, is completely non -linear, which means the script of the game would be 
about thousand pages long.  
 Another striking characteristic is that it takes place in almost complete 
real -time, which means that thirty minutes of real -life time translates into thirty 



minutes of game time. This is most obvious in the concert scene, where the player 
is present at a concert where non -playable characters ma ke music. The player 
can just hang around and do what he wants, until the concert ends. In most video 
games the time is not really part of the game, and when it is, itÕs often speeded 
up instead of real -time. This makes ÒThe Last ExpressÓ quite unique. The  term 
real -time is originally used to describe a method of narratology within 
audiovisual media wherein the represented action occurs in the same time span; 
story time is equal to viewing time. 8 Scenes in a film can be real -time, which 
means there arenÕt cuts in time to speed up the action, but the overall film isnÕt 
real -time in most cases.  
 
 Interactive film is also a type of interactive media that is not associated 
with video games. The goal of the interaction in such media is not to entertain, 
but to o ffer the viewer control over the content. However, because the interface 
and the structure do not combine the narrative elements of film with the 
immersive elements of interaction, the interaction is experienced as interruption. 
Like Suzanne LanderÕs example of her Peter Pan theatre experience, the 
interactive film makes the viewer constantly aware of the context in which it is 
presented, interrupting the immersion. ThatÕs why interactive film arenÕt really 
successful as entertainment, but some are successf ul learning tools like 
interactive documentary. The interaction makes different content available, 
which makes it possible to experience the documentary in a non -linear way.  
 
3.1.2 Film as cut -scenes 
 Many game designers have found it interesting and chall enging to get 
more narrative in games and give the characters more depth and background. In 
the early stage of the game -industry it was hard to combine these elements as 
part of the gameplay. Because of their difficulties, game designers were inspired 
by a successful narrative media; film. ÔCut scenesÕ, short pieces of (animated) 
film, that contain these narrative elements were added to the game. When the 
CD-rom was invented the whole narrative structure of the game depended on 
classical narrative structure s due to the new technological possibilities. Cut -
scenes were ÔunitedÕ with the action scenes which consisted of the play elements. 
A structure was developed in which the theme, the characters and the story of a 
game could develop, presenting most of the n arrative elements in cut -scenes. 
There are different kinds of cut -scenes if it comes to technique: full -motion video 
(FMV), pre -rendered computer graphics (CG) and in -game cut-scenes.  
 Full -motion video is the type of cut -scenes weÕve discussed earlier. These 
cut -scenes consist of recorded video or 2d animation and was mainly used in the 
80s and 90s in games like Myst, DragonÕs Lair and The Last Express. In full -
motion video the scene is recreated in real -life and played by professional actors, 
often in co mbination of computer graphics for environment or special effects. 2d 
animation, like DragonÕs Lair uses, is also a type of full -motion video. In the 
game ÔJames Bond: The world is not enoughÕ (2000) the cut-scenes consist of 
material of the actual movie, which is also a way of using full -motion video in 

                                                
8 In games the term is associated with the interactive structure; instead of turn-based, players can play 
simultaneously. 



video games. The disadvantage of full -motion video is that the contrast with the 
graphics of the game is often so big, that it interrupts the reality in which the 
player is present. It makes the player even  more aware of the fact that 
everything he does in the game is fake, it breaks the suspension of disbelief, and 
has nothing to do with the reality. This interferes with the immersion and 
interaction of the game, which can be a big dissatisfaction to the pl ayer. Another 
disadvantage of full -motion video is that itÕs is very expensive, since game 
developers donÕt have recording studios, film equipment and actors. Computer 
graphics are much cheaper for them and easier to establish.  
 Pre-rendered computer graph ics are similar to full -motion video. The 
difference is that pre -rendered computer graphics is a term used for cut -scenes 
made entirely with the computer and are often 3d. This type of cut -scenes are 
made with faster computers and software than the game wi ll eventually run on, 
which gives the developers the opportunity to make incredible 3d graphics that 
are attractive and much more detailed than the in -game graphics. The advantage 
of using these graphics is that the animators can work with much more detail ed 
objects and impressive techniques than the game can work with, since they are 
eventually rendered to cut -scenes that can run on slower systems. These graphics 
are often also used in promotion material. An example of pre -rendered computer 
graphics is Tom b Raider, in which Lara Croft was a very low -poly object, but in 
the cut -scenes she was much more detailed. This same higher -resolution -Lara 
was used on posters, advertisement and trailers. The disadvantage of using this 
kind of cut -scenes is that the diff erence with the in -game look is often still too 
big. The player is still interrupted by the cut -scenes because it doesnÕt mach with 
the in -game look of the game. Because of the technical progress of the game 
engines in the 90s, the so -called in -game cut-scenes became very popular.  
 In -game cut-scenes are different from pre -rendered computer graphics 
because in-game cut-scenes are built in the game engine itself. A game engine is 
a toolset or library in which the gamesÕ fundamental elements are defined. The 
in -game cut-scenes use the same engine, the same 3d models and the same 
textures as used in the game. Instead of loading a pre -rendered animation and 
showing it separately, the game temporarily stops the interaction of the user and 
makes the engine itself control the models and camera. The engine can control 
the entire mise -en-scene of the game the same way as it was done before in CG 
and FMV. It makes the characters behave in a certain way and it can control the 
cameras in the scene. Because the scenes use the same graphics the whole game 
becomes more of a union and the player feels less interrupted by the scenes. 
Another advantage is that the cut -scenes can be dynamic, instead of pre -
rendered. The game engine can start a cut -scene anytime while playing the  
game, using the current environment and settings, which solves continuity 
problems that might appear using CG or FMV. Characters and objects can have a 
certain look or have a certain position that can now match with the look and 
position it has in the cut -scenes. However, this can also create problems when the 
character for instance stands on the wrong position. For example, when the 
character stands near a plant or a wall. In this case the camera used in the cut -
scenes could be programmed to have a positi on that in this case makes the 
character appear behind the plant or on the other side of the wall. These 
problems can sometimes be solved, but not in all cases. Still the in -game cut-



scenes have so many advantages, including the low cost of production, tha t it is 
most popular to use these days.  
 
3.1.3 How cut -scenes are used 
 In most games these days film is commonly used. However, the use of this 
film material isnÕt similar to video games like Myst, where it is the foundation of 
the game. In Myst and most interactive films we can experience the action as an 
interruption of the cut -scenes, while in recent games the cut -scenes are the 
interruption of the action. In the 80s and 90s, the age of the arcade games and 
early home consoles, film was used to appeal a nd attract the audience. Because of 
the high resolution video material of the cut -scenes the player got a clear 
impression of the environments and characters and could identify himself more 
with the content of the low resolution images of the game. With th ese cut-scenes 
the player could actually make a detailed impression of the pixels that moved 
around on the screen. Another goal of these cut -scenes was to appeal the player 
at the beginning of the game by showing an impressive intro. This type of 
motivatin g is used more throughout the game, because the cut -scenes could be 
interpreted as reward for playing the game well.  
 Cut -scenes werenÕt used to just interrupt, but their goal is to educate or 
interest the player. In cut -scenes the player could get clues a nd the narrative of 
the game could be supported by these scenes. The scenes could complete and 
support the story, give the player an establishing shot of the environment, give 
the characters more background, depth and even emotions and show the relation 
of the characters with the game world. The scenes are also used to set causal 
relations between events in the game and other cut -scenes. Cut-scenes can even 
be used to make the player focus on a specific element in the game; an action, an 
object or a charact er. This use of cut -scenes is similar of the use of close -ups in 
film.  
  
 Cut -scenes in video games could be rewards that the player needs to 
collect. This type of reward system is very traditional and similar to board games. 
It is used in games like ÒTony  Hawk Pro SkaterÓ. Throughout the game the 
player can collect videotapes that represent actual live -action video material. By 
collecting these tapes the player unlocks the videos that show famous skaters 
doing all kinds of moves. However, the use of cut -scenes in video games as 
rewards is most commonly quite different. Cut -scenes can reward the player with 
an attractive and powerful visual display after he achieved a goal. An example is 
the game ÔDungeon Keeper IIÕ (1999) where funny animated films are show n each 
time the player finishes a mission. Also in the popular action -adventure game 
Tomb Raider the player gets rewarded by cut -scenes that show how Lara 
achieved the goal and how she gets to the next environment. In both these 
examples the scenes are used as rewards and they replace, so to speak, the 
traditional points and money used to keep track of the score in board games and 
card games. In a game like Tomb Raider the score isnÕt being displayed. The 
player just has to solve every next puzzle to get cl oser to the end. The end scene 
in this case would be the final reward of the game, since the player doesnÕt 
receive a physical reward like money. In these final scenes the goal is to end the 
story and to give the characters a type of closure, which makes t his reward quite 



emotional. Like the intro film, the end is one of the most interesting and exiting 
scenes of the game. Some games have different endings because of the multiple 
storylines. By writing different endings and making the player aware of this 
multi linearity, the replay value of the game could be higher, meaning the player 
would most likely replay the video game, or at least the last part, to see how else 
it could have ended.  
 
3.1.4 The role of the player  
 In ÔVisual Digital Culture: Surface pla y and Spectacle in New Media 
GenresÕ Andrew Darley puts game in a context of visual culture. He discusses 
game from a spectatorÕs point of view, comparing them with a film audience. 
According to Darley the spectator is allowed a contact with the image that  is 
more intimate than any previously enjoyed. Computer games allow a degree of 
entry into the image (interaction, agency, control) that previously was unheard 
of. Yet it remains more superficial than classical forms. The space for reading or 
meaning -makin g in the traditional sense is radically reduced in computer games 
and simulation rides. In this sense the much maligned ÔpassiveÕ spectators of 
conventional cinema might be said to be far more active than their counterparts 
in the newer forms. Leaving litt le room for reflection other than an instrumental 
type of thinking that is more or less commensurate with their own workings; they 
offer little scope for independent initiative or deviation. Images are the material 
or ground for new modes of combination, n ew levels of illusion, new kinds of 
surprise and delight. In this sense I am suggesting that such a preoccupation 
with the image entails a mode of reception that is fascinated not so much by what 
images signify as with their power to induce direct stimulat ion, visceral thrill 
and formal and spectacular excitations. The image touches the players not so 
much in an affective, symbolic of meaningful manner, but rather more directly as 
a crucial element in a playful simulation that excites the senses.  
Increased participation along the axis of simulated participation does not 
necessarily make for less passive reception, especially in the semantically 
denuded fictional worlds of computer games.  Increased involvement is not in 
doubt, but for the most part this has to do with extrinsically defined relations and 
exchanges. Computer games, according to Darley, can best be described as 
surface play in which role -play and the simulation quality are the most enjoyable 
factor. XCIII  
 
 What one can say about video games, and esp ecially its audience, is that 
an active participation is expected. The player has chosen to play a game, rather 
than watching a movie. However, this audience will overlap in a cultural 
perspective; we should not treat them any different. Even though our fo cus group 
watches a lot of movies, it is not what they expect playing a video game. Cut -
scenes seem to establish misunderstanding or discomfort regarding its form, 
since it interrupts the immersion and the playerÕs expectations. WeÕve learned in 
the second chapter that itÕs important for the user to know what is expected from 
him and to know what to do, and the system should be able to communicate this 
and to give the proper feedback. Therefore we should either live up to the 
expectations of the player; off er them active participation, or we should 
communicate what the system expects from the user.   



 The latter has inspired game designers to create cut -scenes in a more 
traditional way. Instead of trying to unite the interactivity and the non -
interactive cut -scenes, they use a whole different approach, which have positive 
effects on the game. Game designers use obvious film -techniques for the cut -
scenes, which correspond with the expectations of the player. By making the cut -
scenes have certain similarities w ith film, like screen proportion, the scenes 
consciously change the role of the gamer. In this case, the player expects to be 
entertained during a cut -scene as if he is a viewer instead of a gamer. A very 
obvious way of doing so is to radically change the proportions of the screen into a 
proportion that is more common for film. This way there is still an obvious 
difference between the interactive part of the game and the cut -scenes, but the 
difference with the methods used in the 80s and 90s was that now th ese scenes 
correspond with the playersÕ expectations. Because the player is now aware of the 
different roles, gamer and viewer, he has within the game, the game designers 
can use more and more film techniques to benefit the narrative and 
attractiveness of these scenes. Not all video games do this successfully though, 
since not all game genres or player accept these cut -scenes. Some successful video 
games who do are ÔGrand Theft Auto 3Õ (2001) and ÔMetal Gear Solid 3: Snake 
EaterÕ (2004). This technique of making cut -scenes link video games even more 
with film, because video games also have to deal with editing, mise -en-scene, 
cinematography, sound and narrative structures. XCIV  
 
3.2 How narrative relates to video games  
 I started this chapter with an introductio n regarding the 
discussion about narrative in video games. Although the discussion 
might not exist, I do believe there is some uneasiness concerning the 
statements ludologists make. I know a lot of game design students 
who have a strong feeling about a fus ion between narrative and 
interaction in video games. I feel because of the statements some 
ludologists make about existing video games, they discard the 
possibil i t ies of how video games might be able to use narrative. I 
donÕt agree with Juul who thinks th ere canÕt be interaction and 
narrative at the same time. I donÕt agree with Cail loisÕ relations 
between freedom, rules and role -play, though I f ind his model 
inspiring. Therefore I want to use the definit ions Cail lois introduced 
and alter them to modern st andards. I want to make a model that 
can be used to analyze any video game, and not just the ones that 
are considered to be good. I also want the model to be able to test a 
gameÕs narrative, to help me design a video game in which narrative 
and interaction  have an equal relation.  
 
3.2.1 Narrative and fooling around  
 In the second chapter I discussed the definitions paidia and ludus. Paidia 
is a kind of fooling around, as opposed to ludus which is very fixed form of play. 
What I found most interesting, like I already mentioned, was FrascaÕs view on 
the definition of ludus. He closely related it to the narrative structure of Greek 
tragedy, or Aristotelian drama. According to Frasca Òludus follows the same 
three -act rule behind Aristotelian stories.Ó XCV I found this interesting because I 



hadnÕt thought of that. Instead, I saw its counterpart as the ideal form of 
implementing narrative in videogames. Ludus, like Frasca describes, is related to 
narrative because it has a similar structure. This I already discussed before. 
However, because of FrascaÕs opinion I got new insights. I believe that narrative 
is very closely related to both paidia and ludus. A paidia can be compared with a 
storytelling game; a game in which you are co -author of the game experience and 
the narrative. A game that would be closely connected to paidia would prove this. 
An example would be make -believe. A game of make -believe is totally controlled 
by its players, who decide all the actions and events in both the game and the 
story. To understand  it even better IÕll explain it with a video game like ÔThe 
Sims 2Õ (2004). 
 In The Sims 2 the player gets to choose his own character, their 
appearances, their game world, their relationship, their everything. These are all 
narrative elements with which t he player can create a basis; the story world. The 
story world is the game environment in which all the narrative elements are 
placed. The story world doesnÕt necessarily consist of stories, but all the element 
together can contribute to a story initiated by the player. In The Sims 2, none of 
these elements consist of a pre -written story, but they can initiate them, like the 
characters. You can give your characters a personality, which will make him 
respond differently to other characters in the game. For e xample, when you make 
a character who canÕt cook fix a meal, you might be able to create a fire in the 
kitchen. ItÕs not a truly rich story, but it is a clear event in the characterÕs lives 
which could become part of a story. For instance, I created a male  character that 
had affection for muscles. Anytime my character walked past a fit character, he 
would make a flirtatious comment. One time, at this time I wasnÕt really paying 
attention to the game, he started talking to a woman with whom he had a spark 9. 
I had invited her over, because I needed a friend in order to get promotion. They 
liked each other, and after a while went into a hot tub together. 10 They even fell 
in love. This is a short little story that is partly created by the player, and partly 
by th e system. I created the characters and I placed them into that situation, but 
I didnÕt create the spark or the relationship between the two characters. I didnÕt 
even put them in the hot tub together, but I could have done that though.   
 In this example I get to create a story using narrative elements that are 
presented by the game. The game has rules and a structure that can define how 
certain objects or characters relate and respond to each other, which can initiate 
or influence a short narrative. If I wo uld have married her and had children with 
her, wouldnÕt that be a narrative? Most of the narrative is initiated by me, the 
player, but the game did help me, and in some cases it might even be the one 
initiating a story element, for example by sending both  my characters in the hot 
tub.  
 
 A lot of scholars argue whether this would be a narrative. Is there a 
narrator and who is the narratee?  Jesper Juul tries to analyse translation from 
medium to medium in his article ÔGames telling stories?Õ He says Òa narr ative can 

                                                
9 In The Sims 2 some characters hit it off well, some donÕt and some they donÕt connect with at all. IÕm not sure 
whether itÕs all based on personality, but that would be my guess. 
10 The Sims 2 has a very strong Artificial Intelligence system, which allows character to act on their own 
according to their needs and aspirations.  



never be viewed independently, an sich. We can never see the story itself; we can 
only see it through another medium like oral storytelling, novels, and movies.Ó 
XCVI  This is very true, since a story must be presented some way in order to 
discover i t. Rigney states, like we discussed in the first chapter, that all forms of 
communication between two entities is a narration, no matter what the content 
of that narration is. This might be very indistinguishable, but it does tell us 
something: whenever on e gives information to another, this is considered to be 
narration. If we would actually believe this were true, then everything is indeed 
narration, which would make it only more confusing. However, Bordwell and 
Thompson provided us with an explanation of  what a narrative is, which gives us 
a more clear idea. According to them a narrative is a chain of events related by 
cause and effect, occurring in time and space. XCVII   
 With all these information before us, canÕt we suggest that there was a 
form of narratio n in The Sims 2? It might be true that I was greatly responsible 
for inventing that story, but a story can only be told through any kind of medium 
that presents it. In this case, I believe that was the system; the videogame itself. 
It was a form of communi cation from the system to me; narration. And what it 
presented me was a chain of causal related events, occurring in time and space; a 
narrative. I agree that when one watches a movie, passively absorbing a magical 
fiction presented in the most sensational  visuals, one can define the narrative 
more easily and identify the narrator at any time, but that doesnÕt mean playing 
a game isnÕt the same.  
 In this case it might be true that the game has a lot more possibilities, itÕs 
non-linear or not even linear at  all, so itÕs hard to study it from narratologists 
perspective, but thatÕs not a criteria. The story that presents me is causal related, 
so that would mean itÕs more than just a situation. Second of all, a lot of games 
have strongly causal related events a s well. There are plenty of games in which 
the player just has to move the character from one side of the screen to the other, 
follow some instructions and finally reach the end. Of course, it might be 
questionable whether this would be a very intelligent game, but thatÕs not exactly 
the case here. What I also question is whether the research that is done, is valid 
and honest. Jesper Juul gives very poor examples in his article ÔGames telling 
stories?Õ Now he acknowledges this counter-argument, but he doesn Õt explain why 
he used such poor examples. I believe if one is analyzing if narrative in 
videogames is a possibility or has some meaning, one should analyse a game that 
depends on narrative instead of games like Space Invaders, Doom or Tetris. 
ThereÕs no doubt these games have poor narrative elements or structure, but 
thatÕs not what we expect from those games. Why discard the fact that there are 
many games in which the relation between narrative and interaction is much 
more established, like Fable, ÔFahren heitÕ (2005), ÔPhoenix WrightÕ and World of 
Warcraft. See test cases 
 



3.2.2 The Model of Narrative in videogames  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 This model is based on CailloisÕ definitions of paidia, ludus, ag™n, alea, 
mimicry and ilinx, respectively Ôfreedom Õ, ÔchallengeÕ, ÔcompetitionÕ, ÔimmersionÕ 
and ÔthrillÕ. In the second chapter I have explained what Caillois meant with this 
classification, and what my view on this matter is. I donÕt think the elements 
relate to each other like different elements, but t hey all come together in a 
balance. The interactive element or the game experience consists of competition, 
chance, immersion and thrill. This interaction can be interpreted as free -
roaming, which connects it closely to freedom, or to challenge which means  the 
game flow guides the player. All these elements can be put into the model in 
order to understand the gameÕs construction, but also to understand the 
narrative.  
  
 Every game has freedom. Some more than other, but without freedom, any 
form of free -wil l, itÕs not a game. For instance, in a game of chess I get to choose 
my moves. Though restricted to the gameÕs rules, I can decide what piece to move 
and where to place it. In a game of make -believe, like the boy whoÕs pretending to 
be plane, we can imagin e even more freedom, but like we explained in the second 
chapter, this type of game is not entirely unbound to rules. Rules are necessary to 
order the chaos, to keep the act of playing within certain boundaries. Even the 
playground we use can be seen as a constraint, therefore a rule.  
 Every game has rules and a goal and therefore every game has an element 
of challenge. Rules create conditions that make it harder to achieve a goal, 



generating some sort of challenge for the player. If we take the chess examp le, we 
have a very clear goal; defeating the opponentÕs king. The way we can defeat this 
king is stated in the rules; by moving the pieces. Because these pieces each have 
a restricted mobility, there is a certain challenge in the game. It is not as easy as  
it would seem. WouldnÕt there be rules in chess, it wouldnÕt be a game, because 
you could then just take the king and win. On the other hand, if you wouldnÕt be 
able to make choices (no free-will or freedom), it would also not qualify as a game, 
but a rep resentation of a chess game; a film.  
 
3.2.3 Interactive elements in the Model of Narrative   
 The challenge is chess is heavily depended on the element of competition. 
Competition is part of four elements, which Caillois defines as play types, ag™n, 
alea, mimicry and ilinx. I translated them back to understandable game 
elements; competition, chance, immersion and thrill. I believe every game 
contains these elements to some degree, or at least a combination of most of these 
elements, and those can be placed a long the axis of both freedom and challenge. 
Chess is played against an opponent who you have to defeat, which is the clearest 
example of competition; you have to be better than the other. This also defines a 
great deal of the gameÕs challenge, which is wh y in chess the competition element 
is close to the challenge axis. Like Caillois describes ag™n, competition is also a 
pursuit for equality. The game has to be fair so both parties share the same 
conditions and if one is better than the other, the pursuit for equality should 
make the game fair again, like in chess there are two handicaps to equal chances 
of the players. This does not mean that every game should have these handicaps 
to pursuit equal chances, but every game does need to be fair to create 
competition. In our previous example of a game of make -believe it is much harder 
to find elements of competition. There might be competition if two children play 
together and share the same goal, but in the example of a child imagining to be 
an aircraft it is much harder to find competition. The game could become 
competitive if two children would compete in a race, but once played alone the 
game will barely contain elements of competition. But then again, isnÕt it 
questionable that this is not considered to be a game at all?  
 Chance is also an element present in every game. Chance can be seen as a 
change in conditions that is out of the players hands; he has no control. For 
example, in chess the moves the other player makes can be considered as chance. 
My opponent might be perfectly aware of what he is doing, but for me it is 
completely out of my hands. In most situations I canÕt predict his moves, and 
therefore it is an element of chance that influences the flow of my game. In chess 
the chance is therefore also closely connected to the challenge in the game. 
Chance can also be a much more dominant element in a game, for example in 
card games or monopoly. Every element in a game that is not controlled by the 
player and has a direct influence on the game situation can be considered as 
chance. In our example of make -believe, where chance would be rather closer to 
freedom, it is not very evident. However, there is a chance it could rain, or a 
chance the kid might stumble. Because chance is not dominant in this example  
and does not influence the game much, it is closely related to freedom; the 
freedom of play is maintained.  



 Then thereÕs the element of immersion, which is very evident in every 
game. Caillois calls this mimicry, which means imitation, which stands for ro le-
play. A player can literally role -play a character in a narrative -oriented game or 
play, but even in games that arenÕt narrative the player has to obtain a certain 
spirit in order to accept the gameÕs rules. He has to suspend his disbeliefs, as it is 
called, in order to accept the playground he is in and the decisions of the game. 
This spirit, this mental state, is called immersion; when one absorbs the game 
world. In a video game youÕre absorbed by the game flow; the interaction, and by 
its narrative. W hen youÕre guided by the game, because of itÕs structure, the 
immersion is connected to the challenge, for instance in chess. Immersion can 
also be something that is closely connected to freedom. In this case you get to 
role-play, step out of your own worl d and become someone else. You get to have 
control over the character youÕre role -playing; you have much more control over 
the immersion; youÕre an (co-)author of the gameÕs experience. This is very 
evident in the game of make -believe, but also in The Sims , Black & White, Fable 
and even Grand Theft Auto 3. In these games there are also challenges at some 
points which create an absorbing game flow, but in the overall game you get to do 
what you want yourself and that also creates a powerful immersion.  
 The last element Caillois describes is ilinx, which in his case is closely 
connected to vertigo, destruction and sensation. I tried to translate this 
experience to video games, where I believe this element can be called ÔthrillÕ. 
Videogames can be anxious, sensational, scary, exhilarating, violent, etc. This 
thrill can benefit the experience of immersion, since it will overwhelm you as a 
player. I believe the element of thrill is closely connected to challenge, when the 
sensation is mainly originating from the obstacles and challenges of the game. In 
chess for instance, the thrill you experience as a player, which might not be as 
high as you could imagine, is strongly related to the fact that you want to defeat 
you opponent; the challenge. The thrill is much mor e evident in other challenging 
games like Need for Speed or Tetris. Because of the time limit, the speed and the 
tension, you experience a thrill while playing these games. Another example is a 
simulation game like Microsoft Flight Simulator. The sensation  is closely 
connected to the gameÕs experience; to the gameÕs interface and visual sensation, 
but not its rules. In this example the thrill is more related to freedom, than to 
challenge.  
 



3.2.4 Interpreting narrative in the model  
 Like I mentioned earlier , I believe narrative is closely related to both 
paidia and ludus. If we would only have a paidia, it would be comparable to 
children who are role -playing. No rules, 11 but just a fun game of make Ðbelieve; 
role-playing someone and actively participating in a story which youÕre inventing 
on the spot. This experience is close to participating in a story. On the other hand 
we have ludus, which would also be as story without its counterpart. Ludus 
without paidia is a game without a player having any input or cho ices. It will be 
a chain of causal related events, presented in one way or another, in which I can 
only passively participate; like a spectator. I just gave a perfect description of 
watching a movie. Ludus without paidia would be like watching a movie.  
 However, in the context of games I suggested that the one cannot exist 
without the other, thatÕs why I both have them in my scale; paidia translated to 
freedom, and ludus to challenge. At the top of the axis you wouldnÕt find a 
percentage or number, you woul d find narrative. If we would locate the game 
experience on this scale at the top of the y axis, this would be a narrative game, if 
we would locate at the end of the x axis, this too would be a narrative game.   
 
 I will give an example of the model by ana lyzing the narrative in The Sims 
2. In the model we have to place the interactive elements according to the balance 
of freedom and challenge. I placed competition near the x axis, close to the end 
because the game offers not a lot of competition. The compe tition in The Sims 2 is 
mainly competing in order to reach goals you state to your own game session. 
Another way of competing in The Sims 2 is by playing it with multiple users, 
each trying to make a better living. The online community is also responsible for 
a little bit of competition, but the overall element is poorly represented in the 
game. You are offered a lot of freedom, though, which is why it appears on the 
right, just above the x axis.  
 In The Sims 2 thereÕs a reasonable amount of chance. Some th ings, like 
personalities of neighbours and events like fires and ghost appearances, our not 
controlled by the player. The system occasionally makes something happen like 
neighbours dropping by, phone calls, raises, fires etc. These events are elements 
of chance, which is moderately present in the game. The player still has a lot of 
control over the flow of the game, but because the challenges do consist heavily of 
chance, it is rather closer to the y axis.  
 From an outside perspective immersion doesnÕt seem  to be very present in 
the game, however, once you play the game you are pretty involved in your 
characters lives. The freedom you get in manipulating their lives is very big, 
which is why itÕs a very strong tool to tell stories. This is probably why a lot  of 
people in the Sims community make stories with the game and publish them 
online as movies. The immersion depends heavily on your freedom and not so 
much the structure of the game, which is why this element is found at the bottom 
of this chart.  
 The Sim s 2 doesnÕt really seem to be a very thrilling game. The system 
scarcely provides images that might be experienced as exciting, like the sex 

                                                
11 If we would only discuss paidia, otherwise Ôno rulesÕ is no option. 



sequence or the appearance of ghosts. This is why thrill doesnÕt score high on 
both challenge -level and freedom -level. 
 
 If we look at the chart, we see a lot of diversity, but there is some 
concentration in the bottom of the chart, meaning the narrative is more related to 
freedom; the player, and not so much to the author. Chance does score high on 
the challenge -level , which means that the story can sometimes be manipulated 
by the system. The overall narrative is controlled by the player, yet he is 
influenced by the system. This might be a good way of implementing narrative in 
videogames; however, immersion could have scored much higher on the y axis, 
which is why I believe there should be more structure and control by the system 
when it comes to narrative.  



Conclusion  
Narration, interaction, immersion and education  
 
 In the introduction I stated five basic elements o f which a video game 
consists; gameplay, graphics, interface, sound and story. Graphic and sound seem 
very acceptable, since everybody who comes across a game will be confronted 
with these elements. Gameplay is also expected to be found in a game, but itÕs  
unclear what this definition really stands for. However, IÕve discussed this in 
chapter two, which should have given some insight regarding this definition. 
Interface is not as problematic, but the interaction it provides is so advanced that 
itÕs difficult to narrow it down just to that one word. ItÕs the game mechanics 
consisting of the rules, itÕs the interaction within all the elements in the game, 
and of course the involvement of the user. However, this thesis is not written to 
understand these definit ions. ItÕs written to understand to relations between 
these definitions and the last one of the list; story. What role does narrative have 
in this video game, how is it established and why is there so much uncertainty 
about its relation with games.  
 One of my frustrations about this subject is based on explanations game 
scholars; the ludologists, give on this subject. In many cases they are right about 
the limited relation between narration and the games they study, but they 
discard a lot of video games tha t have proven otherwise. It might be true that 
video games are primarily interactive, rather than narrative, but this is still an 
opinion. I agree, but we mustnÕt deny that there are video games that have been 
developed from a totally different perspective , like DragonÕs Lair.12 I have played 
laser-disc video games when I was young, and I never believed that they were 
poor games. They offer fun on a very different level than other video games, like 
Tetris, but that doesnÕt make them bad games. Jesper Juul cl aims Myst offers 
very poor interaction combined with a large amount of useless graphics, yet how 
would he explain its enormous success. If it really was such a bad game, the Myst 
franchise wouldnÕt have sold over twelve million copies worldwide. Maybe the 
amount a game sells is not a fair criterion, but it does prove that we, the 
consumers, loved it. ThatÕs why I believed I should write my thesis about these 
so-called narrative games, and try to get my point across: ÒNarrative in video 
games can enrich the game experience when implemented equal to interaction in 
a strong and educational game concept.Ó 
 
 The most important issue is the role of narration in games. I found three 
statements that fit with my perception of narrative . Rigney had a very shallow 
point of view, calling all forms of communication narration. Bordwell and 
Thompson narrowed it down, by explaining what a narration consists of; a 
narrative. A narrative has to be a chain of causal related event, and it has to 
occur in time and space. Then, fi nally, in JuulÕs ÔGames telling stories?Õ I find a 
description saying it canÕt be something on its own, it has to be presented my 
some kind of medium. This fits with RigneyÕs statement about narration. 
Narration in the context of video games is a chain of causal related event 
                                                
12 Newman (2004, 15) says DragonÕs Lair failed as a videogame, though it was a very successful game at the 
time and Don Bluth made several sequences and other laser-disc video games like Space Ace, my personal 
favourite. 



occurring in time and space; narrative, that is communicated by the interface to 
the player who actively participates to access it.  
 
 Interaction is an activity of mutual exchanging of information or actions of 
any kind between at leas t two entities. In the context of videogames, however, 
there is a lot more too interaction than just that. A player interacts with the 
game, with the gameÕs author, with the character, and the character and all other 
game elements interact with one another . In  the context of video games, 
interaction is both the system that defines the mutual exchanging of actions and 
the value of how this interaction is established to benefit game play experience. 
In videogames thereÕs a lot of interactivity which makes the  interaction more 
concrete: the game worldÕs possibilities, the rules, the movements, the gameÕs 
reaction to the playerÕs input and the response of the player.  
 
 Immersion in video games is a definition used to describe a feeling of 
absence from the real world, and imaginary presence in the virtual world. A 
player submerges himself into the story and/or game flow, to become part of the 
game experience. The narrative can easily absorb the player by exciting their 
fantasies. The interaction does this by crea ting a course of action in which one 
has to respond actively, generating a flow. Closely connected is Ôgameplay,Õ which 
establishes a great deal of this sensational experience. Another definition which 
is closely related is Ôsuspension of disbelief,Õ which means accepting the gameÕs 
world and rules as if theyÕre true; real. When one suspends their disbeliefs, they 
can accept the imaginary virtual world in which the game takes place. This is 
essential to immersion, because one cannot submerge when he does no t believe. 
Murray compares the term to the feeling of submerging or dipping in a swimming 
pool. We enjoy this feeling o finding ourselves in a new world and exploring its 
possibilities.  
 
 In chapter two weÕve learned that the learning tools of today donÕt apply on 
our learners anymore. Education can occur when the student is motivated and 
actively participating in instruction and narrative. Games have always been a 
valuable learning tool, so Crawford, McLuhan and Prensky, which IÕve discussed 
in that paragr aph, believe that educational video games can have the same effect. 
Interaction and video games already offer elements that benefit the educational 
value, like structure, active participation, motivation, fun and narrative 
elements.   
 
 To analyse and imp rove narrative in video games, I used classifications 
from Caillois and put them in another perspective. I believe challenge is closely 
connected to narrative, and so is freedom. Challenge stands for ludus; a structure 
of rules and goals, which consist of tedious rules to make it harder and uncertain 
to achieve a goal. Frasca too analyzed this definition and linked it with 
Aristotelian stories, consisting of three -act. A game has also an introduction or 
beginning, a middle; the actual game itself, and an en ding; closure or conclusion. 
I believe that if ludus wouldnÕt be linked to paidia; freedom, you wouldnÕt have a 
game but a story, since freedom allows participation and control. If you would 
only have a narrative structure, without participation, you would  only have a 



narrative. On the other hand paidia, freedom, offers a lot of narrative 
possibilities, yet is not a narrative. If one would play a game of Ômake -believe,Õ 
one could create any story possible. With the system of video games this story 
would be created along with the game and communicated back to the player, 
creating narration. However, the two; freedom and challenge, can not be apart 
from each other. The trick is to find an ideal way of implementing both 
characteristics into the game. These char acteristics are competition, chance, 
immersion and thrill. By defining each involvement in the interactive experience 
of the narrative game, we can define for each element what their narrative value 
is and how the narrative could be experienced by the play er. In the context of 
educational games we need guidance from the system, but also the possibility for 
the user to make mistakes; learn by trial and error. Both have to be involved on 
an equal level, creating ultimate mutual exchange; interaction, and an o pen 
learning environment.



Case studies  
 
Fable  
Genre: Action Role Playing Game    
Plot: The story of Fable is about a boy who has to become a Hero in order to find 
the villain who took his family from him.  
Interaction: The gameplay experience depends for a g reat deal on the freedom of 
the player. The game world is immense, and the possibilities in the world and for 
the character are very diverse. The interaction in is interesting and feels 
unbound and natural on many levels, at least for an experienced gamer like 
myself.  
  
Narrative: The narrative in Fable is established through several cut -scenes, 
dialogs, objects and conversations. The narrative seems to be unrelated to the 
interactions in some occasions, but the difference between the two is unnoticeable 
and feels natural. Especially the ÔloadingÕ screens and somewhat the cut -scenes 
are disturbing, because then the immersion is truly interrupted.  
 



DragonÕs Lair (for PC) 
Genre: Interactive Movie (or Interactive Film)  
Plot: Dragon's Lair  is about a hero, Dir k the Daring, who attempts to rescue 
Princess Daphne from the evil dragon Singe holed up in a wizard 's castle. 
Interaction: The interaction is established by highlighted instructions for the 
player that correspond with buttons you have to press, right after the area is 
highlighed. ItÕs a game of skill and reflexes, but not very difficult. After each 
sequence, thereÕs a small break; cut-scene, which can easily become an 
interactive seen, meaning you have to stay focussed. The interactions are very 
limited and you have no control. The game depends a lot on trial and error, which 
can be a lot of fun, but when it takes to much effort itÕs not pleasant.  
 
Narrative: The narrative established by the pe -rendered animation material, 
mostly the cut -scenes. Since you have to pay attention constantly, the imm ersion 
is not interrupted which works quite good for this game.  
 



Phoenix Wright  (for PC) 
Genre: Adventure  
Plot: You play the character Phoenix Wright, whoÕs an attorney and had to do 
several assignments, some of them more related to detective work. By 
in vestigating and interrogation you have to gain evidence and prove your client 
unguilty to keep them from getting into jail.  
Interaction: The interaction is based on clicking the interface of the game (in 
original DS format this was quite refreshing) throug h hundreds of screens in 
order to prolong in the story. Even though the interaction is very limited, there is 
a lot of immersion. Probably because of the intensive storylines and interesting 
clues. 
 
Narrative: The narrative is established through graphical  two dimensional 
images and text. You have to read carefully in order to find clues and understand 
the story. The immersion is based totally on the text and supporting images. 
Because of the rich story you canÕt get it out of youÕre head and youÕre constantly 
finding solutions or gathering new clues.  
 



World of Warcraft  
Genre: MMORPG  
Plot: World of Warcraft is based on the setting and community, which influence 
the story world. ItÕs a story world in which you can experience stories and quests. 
ItÕs common for RPG players to invent their own background story for the 
character and showcase it by customizing your character.  
Gameplay: Like a common RPG you can explore the immense world and interact. 
The interesting gameplay element of WoW is the fact that every one present in 
the world, is an actual person, making every relationship in the game much 
richer and interesting.  
 
Narrative: Narrative in World of Warcraft is established by exploring the world, 
participating in quests and sharing your experiences. Especi ally sharing is 
important in order to communicate your story verbally and therefore 
experiencing it more thoroughly.  
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