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Abstract

This thesis discusses how video games enteredracads an area of study and
how Narratology and Ludology became the leading@gghes. It discusses the benefits
and shortcomings of each of them through a casky stithe first person shooter game
Portal (2007).Narratology discusses the structure of a game thanahereas Ludology
focuses on the mechanics of the games. This stgiudes that both of these
approaches are too focused on the content of \gdawes and neglect other significant
aspects, such as the hardware that makes the tpotsible.

The study presents a brief history of the videmgaletailing how each
successive generation of hardware allows for tiveldpment and creation of new video
game genres. It also provides game designers tlity &dotell more complex stories
through the use of computer generated full motidew and the ability it gives to the
player to directly interact with the game.

The third chapter examines how video games beeasubject of interest during
the late 1980’s as interactive fiction and as papallture. It discusses the emergence of
Narratology and Ludology, their importance in thed of video game studies, and their
impact on future video game studies.

To understand how each of these approaches woskthiesis conducts a case
study of the first person shooter gaRmrtal and provides a discussion of the benefits
and the shortcomings of each approach. It concluitbsrecommendations about how to

advance the study of this medium of artistic exgies
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Resumen

Esta tesis explora como los juegos de video emtrala academia como area de
estudio y como la Narratologia y Ludologia se cdieron en los enfoques principales
para su estudio. Se analizan las ventajas y degasrte cada enfoque a través de un
estudio del juego Portal (2007). La Narratologialiaa la estructura de la narrativa en el
juego, mientras que Ludologia se concentra en @mea de los juegos. Este estudio
concluye que ambos enfoques se centran demasia@entenido de los videojuegos y
descuidan otros aspectos importantes, como la®lesngue hacen que el contenido sea
posible.

El estudio presenta una breve historia del videggugue detalla como cada
generacion sucesiva de consolas permite el delsayrlal creacion de nuevos géneros de
videojuegos. También proporciona a los disefiadiggaegos la habilidad para contar
historias mas complejas mediante el uso de vidensrgdos por computadoras y la
capacidad que le da al jugador para interactuact@dmente con el juego.

El tercer capitulo examina como los videojuegososwirtieron en un tema de
interés durante los afios 1980 como ficcion interact cultura popular. Se analiza el
surgimiento de la Narratologia y Ludologia, su imgacia en el campo de los estudios
de videojuegos, y su impacto en los futuros estudevideojuegos.

Para entender como funciona cada uno de estgseptvss criticas, esta tesis
conduce un estudio del videojuego y proporcionandlisis de las ventajas y desventajas
de las perspectivas criticas. El informe concluye recomendaciones sobre cémo

avanzar en el estudio de este medio de exprediGtic.
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Chapter 1: Introduction

The medium of video games as a form of entertaitiinas an audience that
ranges from young children who carry their handhygiching machines around the mall
when shopping with their parents, to the elderlywling their wrists at the screen as
they watch a character throw a bowling ball towaraspins. Video games have grown
from a niche market in the 1970’s into a globalmiraenon by the 2icentury. Despite
their overnight success, many consider video gambs inferior to other kinds of
audiovisual entertainment like films, because theljeve they have little or no artistic
and cultural value. Even today there are many wbolavscoff at the idea of considering
video games to be art.

The issue that video games face is that thisymuag medium that has a little
more than four decades of existence. It does riptthat early games were designed to
extract money from the player and the arcades iwested in undesirable places.
Despite the negative image that video games cireye is interest in this medium due to
its aesthetic appeal. Dr. Henry Jenkins, ProvosfieBsor of Communications, Journalism
and Cinematic Arts at the University of SouthernifGenia, argues that video games can
“open up new aesthetic experiences and transfoensdmputer screen into a broadly
accessible realm of experimentation and innovat{tidéw Lively” 23). Jenkins’s
argument follows that of Gilbert Seldes’s 1924 bdble Seven Lively Arta which
Seldes argued that “America’s primary contributiorartistic expression had come
through emerging form of popular culture” (22) sashjazz and Hollywood cinema. |
believe that video games are destined to becormpastant as film, which, early on,

was also frowned upon as a form of artistic expoesecause it was seen as a cheap and



uninspiring imitation of the more prestigious treatNow film is highly regarded as a
form of art that is worth exploring by academics.

The textual adventure game genre began to inteuesénists in the early 1980’s
because of its ability to tell a story and intenaith the text. Mary Ann Buckles became
the first scholar to dedicate her dissertatiorhotextual adventure game genre, which
she refers to as interactive fiction. The textublemture game genre gives the player the
impression that they are reading a story but viighadded capabilities of interacting with
the text. InColossal Cave Adventu(@976) the player is given the opportunity to exel
a cave system that is somewhat out of the ordirs@ynagic can be cast within the cave.
The player types in a set of actions and waitgHemresults to unfold.

This initial interest of video games in a scholadtting was short lived, as there
were few who expanded on the work that Bucklesdtaded. However the proliferation
of 3D graphics has given game designers the abilityeate virtual environments that
provide the player with the freedom to explore drsttover. This was of particular
interest to humanists such as Janet Murray whaghédzlHamlet on the Holodedk
1997, in which she discussed the role of virtualitg and how user interaction could
enhance the narrative experience of the player.

1997 was also the year in which Espen Aarsethighdd his seminal work
Cybertext: Perspective on Ergodic Literatuhe this book, Aarseth described the concept
of ergodic literature in which nontrivial effort required to traverse the tetybertext
suggested to some scholars that video games,|l&k&@nic literature, should be studied
using an approach that is unique to the mediuns itl@a gave birth to Ludology, a term

coined by Gonzalo Frasca in 1999, which meansttioy ©f video games as games.



Soon ludologists were claiming that established@gghes such as Narratology were
inadequate for the study of video games.

The debate between Ludology and Narratology bedhmeentral issue in video
game studies for many years, with each side arghiitheir own approach was the
correct one for the study of this evolving medidrhe argument has passed but no clear
winner has been declared and | believe that neglderwas victorious in the debate
because both approaches are too narrow. Narratsetagies the structure of a video
game narrative and how user interaction can inflteghe outcome of the narrative.
Ludology on the other hand is more interested enallements that make video games
different from other entertainment media, i.e. tlobiaracteristics as games. Ludologists
focus on the rules and the mechanics of the gamelisnusses how these mechanics
make them ergodic and interactive.

| believe that using only one approach to videmgatudy yields a limited
understanding of the medium and the specific gaemgglstudied. Using both approaches
can give us a more comprehensive understandingleb\games, since this can help us
better understand all of the elements that makeovghmes popular with their audience.
However, even combining both of these approachgsnoibe enough to fully
understand video games. A truly multidisciplinapproach may be the answer to this
problem.

Computer technology is the underlying foundationigeo games. It is the
canvas that allows programmers and designers &beceevirtual world in which the

players can interact with. Video games have evotiieoligh each successive generation



of computer technology. There are specific pointsme in which technology has
become advanced enough to create games that tieacteat humanists to this medium.

In Chapter Two, | will look at the history of vidg@mes, and the technology that
supports the medium, in order to understand howrtb@ium came to be of interest to
humanists.

Chapter 3 will discuss how the sudden rise of vigames led to two different
theoretical approaches: Ludology and Narratology, show how both of these camps
developed their approaches to understanding vidateg in specialized ways that do not
fully account for the technology that enables depefs to create games or the cultural
impact the medium has had on society.

It is through a case study of the gaRwtal (2007) in Chapter 4 that | will
provide a ludological and a narratological studyh&f game. Each approach will be
discussed individually, and the strengths of eawhwill be demonstrated, but the
chapter will also highlight the jarring differendestween them, and discuss how they
narrowly focus on elements of gaming related tar thvn interests. | will then explore
alternate approaches such as platform studieswdndal studies and demonstrate how a
combination of all these approaches can expandmaerstanding of video games. The
analysis ofPortal in this chapter will show how a multidisciplinaapproach, that
includes all of the approaches mentioned, is a pagmatic way of studying video
games.

This study will conclude that neither of the twoshprominent approaches can
provide scholars with the necessary tools to undedsthe medium and the games that

are being studied. They are so focused on the ©botehe video game that they forget



to take into account the hardware or the platfdrat nade these games possible. We
must recognize that the medium is still evolvingesi it continues to respond to
improvements in computer technology very closety] & is not as mature as established
media such as films and books. Therefore, the pasive spirit of game design should

dictate how we approach video game studies inuhed.



Chapter 2: A Brief History of Video Games

Academics from the humanities are generally satiséit studying the contents of
an artistic work while ignoring the media that sagp it. This is understandable as
established media such as print has been in egesfen over 500 years. Nevertheless,
the study of video games presents a problem inlwéch generation of video games
provides an experience different from each othberé&fore, it is prudent to conduct a
media specific analysis of video games and dishasshardware such as computers, are
in relation to the artistic visions of the gameideers (HaylesWriting Machine29-33).

A brief history of video games will demonstrate hibwvolved from simple non-
narrative gaming experiences in the early daystimdar more narratively and
technologically complex experiences they are todagfuring the attention of the
academics from the humanities.

From Pong to Narrative

The history of video games can be traced backtired 950’s making this
medium only 6 decades old. These early games weatetl on computer mainframes
and large calculators that were only found in cotaplaboratories owned by universities
or the government. University students who had sste these computers used their
spare time to test the limits of these machinegyThund that creating and playing video
games on these computers would be enough to e thachines through their paces.
The most famous example of student created gameSpacewar,! which was
developed in the computer labs at MIT in 1962 (\\adj.

Prior toSpacewarthere were at least three other games that werdajed in a

private environment but the true beginning of tileew game industry started in 1972



when Allan Alcorn and Nolan Bushnell releag&mhgin a pub in Sunnyvale, California.
The game became an instant success and it dreagi@ ¢rowds into the pub as people
kept feeding money into the machine. The gamieasfgwas a virtual simulation of the
game of table tennis. Two players would controirtbevn paddles on screen through the
use of a mechanical switch and they would moveptuglles and bounce the ball back to

the opponent; whoever misses the ball loses a ggerit 40-5).

Figure 1 Pong, The gamethat started the video gameindustry.

Pongbecame an overnight success and it singlehangeated the video game
industry. Revenues from the releas€?ohgproved how video games can be monetized
and other companies wanted to be part of this. Goimeg understood that the appeal of
video games depended on how fun the games weresaadvisual technology to attract
players to their gameRac-Man(1980) is a classical example of popular arcadeega
design. The screen was filled with eye-catching@isés well as vibrant sounds,
mimicking the appeal of a casino slot machine. Téas a contrast to the visual graphics
of PongandAsteroids(1979) as they were limited to vector graphics/imch lines were

geometrically drawn on the screen to create fanlgects. As a result, these early



games used monochrome colors and many of the slgactcreen were hollow.
Improvements in computer processors allowed deeetojp use raster graphics, which
uses a combination of pixels to create images meac Games such Rac-Manuses
raster graphics which allowed the developers tocos@'s and create images that are
familiar to us.

Pac-Manalso attracted players because it was easy toapldyhe rules were not
complicated. The player controls a moving puck witloystick and the goal is to eat all
of the pellets on screen and avoid getting caughhé ghosts. Learning how to play the
game was easy, but mastering the game was notesetbg@ers purposefully made the
game harder as player progressed with the goabéfrrg them lose. Players would then
feel the urge to spend more money on the gamemapibve their previous scores. Others
would look at the scoreboards of the game andwuyd play to achieve a high score
creating a cycle in which players are playing aglagach other, feeding the industry with
more income.

Because video games were designed as a capitalesitment, it did not garner
any favor from the academics in the humanities.rBlgiases of new video games were
not entirely dependent on the commercial side etledium. In 1976, Will Crowther
who was a programmer for the technology company, Baranek & Newman, created
Colossal Cave Adventuss that he could share his cave exploring advesatwith his
daughters (Rick). He then freely distributed themgahrough ARPANET, which is the
precursor of modern day Internet and students vaaodtcess to computer labs at their

university were able to play the game.



The release cAdventuremarked a stark difference to the commercial gattmas
were released for the arcade and home consolesasuble Atari VCS. The game was
text-based: the reader would read the text and orimage in their mind much like how
one would do when reading a book. The only diffeesis that players had the ability to
directly interact with the game by typing a commavtdle the player is creating his or
her own narrative of the game. Unlike arcade gameasich the player is playing for a
score, the textual adventure games were playedibethey engaged the player in a
narrative. These games had a beginning, middiearehd. There were chances that the
player could make a mistake and cut their adverghoet, but they had the opportunity to
replay the game and find alternative paths to rélaetend. The creation of the textual
adventure game was possible because the compudéngdre being used to play
Adventurewas able to display a large amount of text onesgravhich is a capability that
was not possible if the game was developed onaime £omputer th&pacewarwas
created on.

Not long after the textual adventure games becawpealpr, computer
programmers were creating new versions of advemgamaes. This was a contrast to the
commercial video game industry that was creatingegawhile focusing on visuals and
game mechanics so that they attracted new playensy of these game designers were
not trained in the arts of narrative, as the mgjaf them were either computer engineers
or programmers. Adventure games were largely deeeldy programmers but because
their goal was to share a narrative experiencegtpeople looked at their favorite
literature for inspiration and J. R. R. TolkieTBe Lord of the Ringwas a great source

of inspiration to the creators of these games.



WELCOME TO ADWENTURE!! WOULD YOU LIEE INSTRUCTIONS?

TES

SOMEWHERE NEAREBY IS COLOSSAL CAVE, WHERE OTHERS HAVE FOUND
FORTUNES IN TREAZURE AWND GOLD, THOUGH IT IS RUMORED

THAT S0OME WHO ENTER ARE NEVER SEEN AGAIM. MAGIC IS SAID

TO WORK IN THE CAVE. I WILL EBE ¥OUR EVES AND HANDS. DIRECT
ME WITH COMMANDS OF 1 OR Z WORDS.

(ERRORS, 3IUSGEITIONI, COMPLAINTS TO CROWTHER)

(IF 3TUCK TYPE HELF FOR 30ME HINT3)

FOU ARE STANDING AT THE END OF & ROAD BEFORE A SMALL BRICK
BUILDING . AROQUND ¥OU IS A FOREST. A SMALL
STREAN FLOWS OUT OF THE BUILDING AND DOWN L GULLY.

G0 IN
FOU ARE INSIDE A BUILDING, AL WELL HOUSE FOR A LARGE SPRING.

THERE ARE 3I0OME KEY3 ON THE GROUND HERE.

Figure 2: From text to 3D, the evolution of adventure genre. Left: Colossal Cave Adventure (1976) Right: Myst
(1993)

There was some exception to the rules as thereavea@dful of arcade games
that were created to provide a narrative experiehice most famous example of a
narrative driven arcade game waxsgon’s Lair (1983), which uses full motion video
instead of sprites to provide visual graphics todglme. This provided players with an
experience that is vastly different to the otheade games of the era. The use of full
motion video provided players the impression thaytare interacting in an animated
world. But this was also a shortcoming as the plagel very limited control as to what
the character could do on screen as the majoritlyeofinimation had been previously
drawn by animators. NevertheleBsagon’s Lair proved to be a success and this proved
to the industry that a narrative driven game haemal in the market.

The popularity of textual adventure games entaeklopers to commercialize
this game genre during the late 1970’s as persmmaputers such as the Apple Il was
starting to become a common household item. Buvitteo game industry was still
focusing on the arcade market as it provided thie @futhe profits. Oversaturation of
arcade game machine and the lack of quality softvi@rthe home market eventually led

the industry into the video game crash of 1984jrenthe arcade era of video games.
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Developers became cautious and the industry heedta change their approach to
video game design.

The video game crash brought the industry to ieekrand the future seemed
uncertain for those who were involved in the vigame industry. However, the medium
of video games was resilient enough to bounce bdokprominence during the rest of
the 1980’s and early 1990’'s with the release oNlmendo Entertainment System
(NES). Commercial arcade games had lost some wfitister and developers were
shifting their efforts into developing games fomim® consoles. The experience of playing
an arcade game loses some of its luster when tledyegng played at home. No one is
near to watch the player aim for a high score &edstores cannot be posted in a public
place for others to see.

Despite a shift away from score based game detsigmarrative experience of
video games was extremely limited compared to atstablished media such as film and
novels. Game narrative did not develop beyond ¢imengon structure of having a
beginning, middle and an end. These game desigregesonly interested in creating
games that were fun and they would develop theiregaround a character and a simple
story with no regards to how the narrative unfoltiss is due to the fact that the majority
of the developers were trained as engineers argtgroners, who placed their efforts on
improving the visuals of the game. Moreover, it wal an industry motivated by profits
and designers understood that the strength of \gdetes lies on how the game looks
and how fun it is to play. The development of vidmone narrative was merely an
afterthought. Furthermore, hardware companies aadkintendo were releasing new

game system after a couple of years. These newineacprovided developers improved
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processors that can help them create visual graphat were a step above the previous
generation of games. Hardware updates were alse nm@dnly for the benefit of
improving visuals, but also to expand the canvastiogrammer could draw on when
creating a new game.

Technological improvements can often lead to nemeygenres and
improvements in existing genres. One of the biggestes to have emerged through
advancement in computer technology was the finggreshooter during the early 1990’s
with the release dlVolfenstein 3[§1992) andoom(1993) by id Softwares. These
games allowed players to freely explore a virtusli®mnment in a first person
perspective view, which gave players the illusioat they were wandering in a 3D space.

Prior to the release ®/olfensteirBD, games were played on a two dimensional
field in which the player had a limited control otke character and the environment.
But John Carmack from id Software was able to eraagraphics engine that provides
the player the ability fluidly create images inlre@e as the player manipulates the
camera. The rest of the developers from id Softieltehat exploring through the
environment in a first person view enhanced playenersion and with the technology
on hand, they created a gaming experience thahemdo the general gaming
community. By providing an immersive experience, finst person shooter quickly
became a popular genre amongst gamers, as thess gaare violent and enhanced with
gory visuals. But it was a genre that had littleltowith the development of narrative as
the designers were more interested in improving/ibigals of the game so that they can

provide players with a higher sense of immersion.
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The goal of improving visual graphics drove theustry forward during the
1990’s. They strived to create immersive gamesxbyaesting the capabilities of the
technology that was on hand. Graphic processinig were developed, enabling
developers to create 3D objects by combining varfmalygons into a single object. The
complication of developing games with 3D graphi@dmgame development a costly
endeavor as it requires a legion of artist and ranogners to develop a game. When the
industry first started, games were created andydediby a single person. As computers
became more sophisticated the amount of peopleimgpdn them grew to a handful and
development teams remained small until the devedopraf 3D graphics.

While the industry moved towards 3D graphics, paot discs had become the
standard media in which data was stored and digétbby content companies. The extra
storage space that the CD provided over the magfieipy disc or the flash chip
cartridge, allowed developers to include voice rdicms that could flesh out game
character. But most importantly, it allowed deve&ispto include computer generated full
motion videos that are used as cut-scenes thagésas/a reward for many players.

The use of computer generated motion video asaertes quickly became the
norm within the industry. In order to create a e transition between game and
cinematic cut-scenes, developers started to foouslating the action of the game to the
cut-scenes. Because of this, developers startiettis on narrative development when
designing their games. Environments and charaetezldpment were no longer being
ignored and developers were designing to immerseegain the fictional world that they

had created.
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Improvements in game visuals were not entirelpoasible for the shift towards
narrative in game design. Increasing processingdspgave developers additional room to
develop tools that they could use to enhance tperence of the game. In recent years,
developers have used Artificial intelligence (Ad)dreate enemies that behave in
increasingly natural and realistic ways. Priorite tdevelopment of Al, developers
created enemies that followed a predeterminedrpatiat made them feel like obstacles
rather than foes. Al has also helped developeegemon-player characters (NPC) that
can react to the player action. Game designer @ugch has argued that complex 3D
environment as well as photorealistic games hastbdevelopers to improve Al because
players expect to see human qualities in game cteasa(Spector).

The continued advancement in computer technologyrt@eased the cost of
game development and in order to mitigate any piaidoss in their game’s
development, game studios have started to hireitsoarce writers to help design their
games through the use of narrative so that theaeahesive transition between game
play and cinematic cut-scenes. Furthermore, pldyave become more sophisticated and
expectations of game design in both its mechamdsarrative development have
become exponentially higher than they were a deagdeThe results are games that
engage the player more fully through narrativeyais, and game play.

As computers become faster and new computer teapypblecomes available to
the masses, designers will continue to incorparate methods and tools to develop new
games. The current generation of game consoles@nguter system can produce photo
realistic visuals but computer engineers are &ftitving to improve visuals so that the

virtual environment can become even more immer€\anputer programmers and
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scientists are still trying to create Al that camme human thoughts and language.
Combine Al advancements with photorealistic vis@ald the industry could potentially
bring the holodeck frorstar Trekto reality.

Advancement in computer technology has forced #malh of video game
developers to incorporate narrative in game dedigtual space also provides players,
the ability to discover and create their own nareatlt is through these abilities that
video games became a medium of interest to the hities But the climate toward
video game study did not occur overnight and thmdiation had to be laid long before

this medium became available to the public.
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Chapter 3: Literature Review

Chapter 2 discussed how the industry was starteithéopurpose of making a
profit out of this new medium. With time, video gesnhave matured to a point that
developers are creating a narrative experiencehnlias enough to garner interest from
scholars in the humanities. This emerging mediuvoveu to be fertile ground and many
existing literary approaches was adapted to thatystéithis medium. New approaches
also emerged to challenge those that have bednlisktal and debates have taken over
the discussion of video game studies. As the mediomtinues to evolve so does the
theoretical approaches to video game studies.

The first steps towards video game studies werentak 1985 by Mary Ann
Buckles, who submitted her UCSD dissertation titlederactive Fiction: The Computer
Storygame.” This dissertation carved a path towsidiso game study, but it was not
until 1997 that the path was cleared for furthadgtwith the publication of Janet
Murray’s publication oHamlet on the Holodecknd Espen Aarseth@ybertext At this
early point in Video Game studies, these two palilbns split the path of video game
studies into two different approaches. Murray fa#al the path Buckles had first carved
out with her dissertation and expanded the useanfdiblogy in the virtual world. On the
other hand, Aarseth believed that video games dhimiktudied based on their
distinctive qualities over the common narrative aatlin stones the approach to video
game studies known as Ludology. The perspectiasatise from these two publications
have created a debate between Narratology and agyldl believe it was a debate that
validates the importance of this medium for theifet However the debate also cast

doubts on the perspectives used and their effessewhen studying video games.
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This debate occurred during the early 2000s whetolagists such as Espen
Aarseth, Gonzalo Frasca, Jesper Jul and MarkkuliBskeargued against the
“colonization” of video game studies by existingthies such as Narratology.
Narratologists such as Janet Murray, Michael Mat€atia Pearce, Noah Wardrip-Fruin
and others defended a narratological approachdeovjame studies and the debate
became the most talked about topic during the Blig@dame Research Association
(DIGRA) conferences in 2003 and 2005. Not longraftese conferences, fewer papers
were written on these two approaches and a shapinion has started to occur. There
are now wider ranges of scholars from differendacaic fields contributing to the
growing study of this medium most often through@trdisciplinary approach.

In this chapter how Narratology and Ludology wirst developed for the use of
video game studies will be discussed. Furthermaevill focus on how each approach
differs from one another and what specific isse€éstd the debate that became a
predominant point of interest and discussion withimvideo games studies community.
Although neither of these two theories were ablestablish themselves in the field, they
have brought to light the shortcomings and thelehgés of video game studies.
Through their struggles and debate, scholars @an feom this lesson and develop
alternative approaches for the future of this field
The Foundation of Video Game Studies

There is a large majority of scholars from the hnities who dismiss the study of
video games for the same reasons that film and atbeern media were ignored when
they first appeared. For these scholars, the lfettthe video game was created for mass

culture disqualifies it as a work of significantitcmal value. Fortunately the medium has
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matured enough to warrant study by scholars. Thedation that was laid for the study

of video games was established during the 1960@&itgh various fields of study such as
semiotics, film, cultural and media studies. Alltbése fields of studies have changed the
perspective scholars have on popular media aneéti€i@ate a climate that allows for

the study of video games. The willingness of stngwideo games has then allowed for
literature scholar such as Mary Ann Buckles to esplt as interactive fiction, paving the
way towards the use of Narratology in the studyidéo games.

Video games are without a doubt, a mass culturaanéds being played by
millions of people from around the world and iaisnedium that the elitist would turn a
blind eye on. However there are humanist who haweevs interest in video games and
this is due in part by the acceptance of masseuthat was set in motion during the
1960’s with the study of semiotics by semioticiansh as Umberto Eco and Roland
Barthes.

Umberto Eco was one of the first to explore massiiparticularly with the
essay “Phenomenology of Mike Bongiorno” (1961) inieth he writes an analysis of
Bongiorno as a public figure rather than a biogyaphhim as a person. Bongiorno was a
star in Italian Television and famous as a hostv&rous quiz shows that mimicked the
shows from American airwaves suchvVakeel of FortuneThere was no real need to
write an analysis of a person Eco deemed as “mticpkarly good-looking, not athletic,
courageous or intelligent.” However the phenomemidBongiorno and the infatuation of
viewers with this public figure was reason enoughdnvince Eco to write an analysis of

his significance in cultural context.
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Eco’s interest in popular culture studies arisesfhis research in semiotics and
particularly in how texts, mass communication andosth can be studied as a semiotic
experience that we have to learn to read and irgegs signs. Other theorists such as
Roland Barthes also support Eco’s notion of ma#isireuand semiotics. In 1957 Barthes
published a collection of essayshitythologies,n which he explored the meanings of
everyday things such as wine as a “signifier.” Videxmonly look at wine and think of an
alcoholic beverage fermented from grapes. Thisangilon of wine would be the
common signifier but Barthes explored how wine agjaifier has changed because, in
the French context, it is also understood to bendimnal drink of France because the
bourgeoisie has adopted it as a drink that is hgalhd relaxing.

Barthes further explores his approach to the Segrand the signified with the
1970 publication 06/Z Barthes demonstrates how a reader can extraiety of
meanings from a literary text, uses the short st8gyrasine” by Balzac to show how this
can be done, thereby showing how the author i®ngdr in control of his work as he
had previously argued in “The Death of the Auth@d968). It is up to the readers to
analyze the text and give it their own meaningtiBzs established five different codes
that can identify different kinds of significancedadetermined that with an open text the
reader can give their own meaning to the work.

One last important contribution that Barthes preddvas the publication dihe
Pleasure of the TeXL973) in which he claimed that a text can bringhlpleasure and
bliss to the reader and this is achieved whendhder is engaging with the text in a
physical manner. The results are that through estement the reader can experience

through a “writerly text” a sense of bliss. Bartledieves that the highest level of writing
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is when the text invites the reader to be “no larayeonsumer but a producer of the text"
(4). For the text to be “writerly” it has to allotive reader to be able to extract various
levels of meaning from it. However not all text®gaovide various levels of meaning
and the ideas in many texts are so common thae#wer is not engaging with it and
therefore Barthes would consider them as “readexis.”

In what has been referred to as the linguistic lmracademia, Eco argued that
anything and everything that surrounds us can &ée&ed as text whereas Barthes
discussed how readers could interpret an opernrtexays which can create thousands of
different interpretations of a work. Video games an open book, a text that is being
studied by the players. Whatever the situationtiimaiplayers find themselves in the
game, individuals will read the events that areuoteg on the screen differently and
therefore their actions will be different from omeother.

Eco and Barthes are only a fraction of theorisas tiave contributed to the study
of popular culture and ignited an interest in tbatcast of high and low art and the
acceptance of popular culture as a possible anddatidate for interpretation. They
helped bridge the divide that exists between highute and popular culture. As a result,
academia has been willing to look at non-traditionadium such as comic books or
graphic novels. They are also willing to look ahges that have been largely ignored
such as science fiction and other literary gerrasused to be dismissed as low art. Most
importantly, they opened the door for an emergimglioam such as video games to enter
academia.

Eco and Barthes are not fully responsible for qugdacademia towards video

game studies. There was a movement that was ergetging this period known as
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cultural studies. Theorists such as Raymond Wikiawho coined the term “cultural
materialism,” brought to light issues of hegemong anass culture, and this approach
was further expanded by other theorists such aiStlall and Paul Gilroy. Cultural
studies advocates have argued for the study of mdisse as a way to empower the
struggle of the masses against elitism.

Let us not forget the rise of media studies anchébed of studying the media
rather than the content of the media, as discusgddiarshall McLuhan in
Understanding Medi&1964). McLuhan famously pointed out that “the imedis the
message” and he uses the example of how the lightds a media has greater social
implication than its contents since it can potdiytialter our environment. The mere
presence of a light bulb in a room can illuminateéuring the night and a new space is
being created. This has more social effect tharcdiméent of a novel because it has
completely changed how society functions at night.

Mcluhan has also divided media into two differeatiegories that he describes as
“hot” and “cool.” Hot media are those that fully merse the audience, as there is sensory
overload from a large pool of information from thedium. Yet they require very little
effort from the user. Cool media on the other haravide a very limited amount of
information and require users to be actively pgéting in the media. In the case of
video games, the media lends itself more as arcedia as it requires user involvement
in order to enjoy the game.

Society has been trained be fully immersed initicathl narrative media such as
text and film in which the audience is exertingéito no effort when absorbing content.

However, the ability for the audience to interadhwhe narrative has been a recent
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development. In traditional media, the narrativa story is set in stone and its outcome
will always be the same. But when there is thetglb interact with the story, there is
always the chance that the narrative can changellmsthe action and the choices that
the audience will make. During the 1960’s Brazilihaater practitioner Augustus Boal
had used Paulo FreirePedagogy of the Oppress€b68) as an inspiration in
developing th& heater of the Oppressethis theatrical approach places spectators
within the play itself and requires them to liveaiagh this alternate reality and through
trial and error act out their ideas and approathes issue and see the results of it. What
a player does in a video game is similar to whafpleas in improvisational theater in
which the actors are given a scenario and a problahthey have to act it out, but with
direct intervention from the audience.

Interactive theater is one of the most traditianaldiums to empower the
audience and give them a sense of interactivitiiéndevelopment of the plot. During the
1980’s and early 1990’s there was a boom in Ch¥yasg Own Adventure books that
were popular with young adult readers. The book®wargely written in an adventure
and fantasy genre in which readers are given siosiarread and at the end of each
scenario have to make a choice as to what typetmirathey would like to take. After
choosing a desired action, the reader then turtigetgiven page that was assigned to the
action and the scenario continues until the pldbise. These books are very similar to
Boal's Theater of the Oppress@uwhich the reader or the audience is given theqy to
choose how the plot unfolds. The results of thekb@oe already predetermined and after
a couple of readings, the reader will already kmdvich actions to choose to get the best

result, but in a live improvisational theater, tiet will change based on the whim of the
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actors. Choose Your Own Adventure books are nodoag popular but they have been
replaced with hypertext and the Internet but tlseme after the release of video games.

Hypertext and interactive theater are an extensfdraditional media that are
familiar to the general public. Prior to the creatof video games, there was a medium
that was highly influential to video games as iatéive fiction. Tabletop role playing
games were highly popular during the 1970’s in \Whaayroup of people would gather in
a place and play an imaginary role in an imagirs&tying. The first and perhaps the most
popular game to come out is thengeons and Dragorseries in which a set of rule
books and companion books were published to helgtera game in which the players
can interact in a controlled environment. TableRRG relies on a dungeon master or the
storyteller to control the flow of the game and hayers are can then determine how the
story is told through a series of actions and dewxssthat they take. This can only be
achieved as the rules of the game are followedlamdutcome of the action depends on
the roll of the dice.

Tabletop RPG greatly influenced the adventure gahmssemerged during the
1970’s in the various computer labs around theonadind the adventure games became
the template of how current games are being pléijedie Smith). These games are the
precursors of video games as interactive fictionitonly played a small part towards
the study of video games in the humanities. Thexdraditional texts that had multiform
stories such as Jorge Luis Borges’ “The Garderodfifg Paths” (1941), which was of
great interest to scholars because it was alspréwrsor of the hypertext that is

commonly used, in the World Wide Web (Murray 31pwéver hypertext is not
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exclusively used in modern computers as traditite] such as the dictionary and
encyclopedia are considered to be hypertext.

The development of interactive fiction as well las study semiotics, cultural and
media, have created an environment in which massreumedia was tolerated in the
humanities. One of the biggest benefactors of tilengness to explore mass media was
film, which is a media that was considered to Werior to theater. Film theory took root
during the 1960’s and 1970’s and it has flourisimtd a widely accepted medium for
academic studies. But film is a medium that has lbe¢he minds of society for over a
century and time has been kind to it has film hsenrfrom the low arts, into a higher
platform. Video games on the other hand, had jiastexd in the early 1970’s and itis a
medium that was not looked at favorably by sociéen studies of this medium was
conducted during the 1980’s it was meet with soeséstance, but the study of it was still
tolerated.

In 1985 Mary Ann Buckles submitted her dissertatitias “Interactive Fiction:
The Computer Story game ‘Adventure’.” It is widelgnsidered by video game scholars
to be the first academic research done on videcegdhat focuses on the content of the
medium. Buckles was not entirely alone in the stofdyideo games as Sherry Turkle had
discussed the relationship between the user anthdéichine in her bookhe Second Self:
Computers and the Human Spi{1i984). Buckles’ research was not fully suppotigd
her advisers, but Buckles was fascinated by comgated the game éfdventure She
found that it was an emerging medium that deseattehtion as a literary form and she
spent a large portion of her study arguing thatui@xased games suchAdventure

were literature.
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Her arguments were largely based on the facttfteafjameddventurewas a text
based game with no graphics and that the settidgranaction of the game is told
through the text. The player has to read the teatsimilar way to how we have to read a
book and because of the use of text, she arguétetttaal adventure games such as
Adventureare literature because they are “written in woodsiveys story, and can evoke
powerful emotions” (3). She also argued that tlzeecliterary works that also evoke the
notion of play particularly in riddles and word pla

Buckles also argued that video games, as a formteractive art are immature
much like how the chivalric prose Aimadis of Gaulas first written to take advantage
of the printing technology that was readily avaiatiuring the early 1500’&madis of
Gaul (1508) andAdventureboth share the brunt of criticism because theteadirst of
its class, but they are also the beginning of grehings to come as these media that,
when first created were immature, with time willgrove and will be legitimized.

One of the key issues that Mary Ann Buckles diseasn her dissertation is that
video games are interactive fictions that empovaeheplayer to imbue the text with
meaning in his or her own way, echoing what Barties discussed decades earlier. This
effectively takes the power of creation away frdra author or the developer and makes
the role of the player or the audience the focattpa the overall experience of the
game. This idea of user empowerment in a virtugirenment became a focal point of
discussion for the study of video games as intemadiction.

Buckles made great effort to promote video gansemnanteractive fiction, but
the lack of support from her peers and the poldgiesounding academia had driven her

out. This left a void in the study of video gamesa scholar had picked up the mantel
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that Buckles had worn before her departed from exvéal Nevertheless, during this time,
a literary movement known as cyberpunk had caughattention of a handful of
academics from the humanities as the concept a@rsplace and virtual reality can
provide a narrative experience that is vastly déife from the traditional form of
narrative.

This was the case in Janet Murralfamlet on the Holodeckhen she discussed
the possibilities of the holodeck that was feature8tar Trek: The Next Generatiofhe
holodeck is a room in which a computer can crehigsipal environment within an
enclosed space based on desires of the user. Tdaebk also provides artificial
intelligent host allowing the user to interact wikfe virtual environment, creating their
own narrative in the process. The holodeck is teeltly impossible at this moment but it
can be replicated to some certain extent througlusie of virtual reality and video
games. Video games may not be as immersive butdyamgues that a graphical
representation of a virtual world that allows plesyt® interact is enough to garner
attention from humanists.

According to Murray, there are four essential grtips of digital environment in
which will “separately and collectively make it ayperful vehicle for literary creation”
(71). These are: procedural, participatory, spatid encyclopedic.

Video games are first and foremost procedural eethey are designed by using
strings of codes that will determine the limitstloé virtual environment. Because the
code is being written by a programmer, there aneeskimits as to what the software can
and cannot do and as a result, rules are beinglisstad so that the player can now what

they can do in the game’s virtual environment.
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Take for example the natural language processiftyae Eliza, the user
interacts with a virtual character using a keybaegdhe input method. The virtual
character will then give the user a reply and #gmgage him in a conversation. Language
development in computer software is not advancedigmto creatively construct phrases
and the developers had to develop an engine thagiea the player the impression of a
conversation with real person and one that cantaaicreative and cohesive sentences.

This is what Wardrip-Fruin coined as the “Elizéeef” in which the player has
the impression that the game or the code is comphen it is not Expressiveé9). This
is a clear indication that current technology msifing the possibilities of what we can
and cannot do in the virtual environment. This wast evident when Buckles first
discussed the rules and the inherent understawditing player of how to interact with
the gaming environment.

The act of giving the player the ability to intetravith the virtual environment
means that video games are also participatory.yHegel or chapter of the game places
the player in the middle of an event or an actiod the conflict will not be solved on its
own. It is up to the player to pick up the gamepad participate in the progression of the
game. Currently, there are many games that engpagadyer in the story of the game by
having them participate in conversations with néayer characters. It is through this
interaction that players can uncover new goalstfemprogression of the game or
expositions that are important for the progressibtne plot. More recently Wardrip-

Fruin has explored how games give the player @seifi choices or a “dialog tree” for
their reply and based on what they choose a newf ggtrases are available for the

player to choose from so that they can continul thieir conversatiorexpressives1-7).
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Spatial environments may not directly contributgames as being interactive,
but they appeal to the players and to humanistausecthey give us the impression that
we are exploring a virtual space. Space in the@invorld is different from the real
world as there are many places that cannot be seddxy the player because there are
invisible walls blocking the player from accesspigces that are non-existent. Space is
also of great interest to narratologists becaukststthe players explore and view the
environment through their own eyes as opposedet@yles of a narrator, as usually
occurs in traditional written texts and in film&i$ gives the player complete freedom
and power to explore and analyze the environmesgdan their experience thus lending
itself closely to a reader response approach tganee’s experience.

The virtual environment along with the freedomttisagiven to the user also
provides us with a great opportunity to use thecsggfor story creation. Video game
developers are not merely creating a guided expegiel hey are also virtual storytellers
as the virtual environment makes it possible tosteries that have yet to be told by the
game that we are playing. It is essentially a spaeenich stories can be created and
shared within gaming communities through the ushefinternet.

The last property of the environment that can icoate to the immersion of the
player in a video game is that video games cambgatopedic. The digital environment
gives the user access to a vast amount of infoomathen you have access to the web.
The web is a vast network in which storage spasebaounds or limits, and
information travels quickly throughout the netwoltkis a place in which people can live
an anonymous fantasy life. Cyberspace, as expldipede cyberpunks, is becoming a

reality in which people can become dependent adactsd when they are connected to
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the net. Cyberspace and the internet gives a broadze to the community and allow for
a greater development of narrative by giving thersishe power to take pre-made
narratives, as found in favorite science fictionwh such as Star Trek and Star Wars,
and contribute publicly, and on the Internet, nasratives to the world that the fans love
to read about.

The path towards video game study has been camntesince the 1960’s through
semiotics, cultural, and media studies. BarthesEswmade mass culture media such as
television and comic books available for interptieta Williams and Hall brought to our
attention the issue of hegemony and culture whdviishan and others from media
studies focused their effort on understanding tledimrather than on the content. These
three theoretical approaches along with the intenesyberspace and virtual reality that
emerged during the 1980’s through the scienceoficsubgenre known as cyberpunk,
placed video games on the path towards recogritycecademics. The biggest
contribution to contemporary video game study, eisflg for Narratologists is the work
done by Mary Ann Buckles as she discusses howaictigity in video games paved the
way towards a future of interactive fiction.

The Role of the Player

Video games provide players with a level in intékaty that is not present in
many other media. The ability of players to margpelthe environment as and move the
story of the game forward is the most importaninglet of video games studied by
Narratologists, and it is important because ihistigh the freedom of player interaction

that unique narratives emerge.
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As | discussed earlier, Buckles referred\ttventureas an interactive fiction
rather than a game. She further emphasized tlsaafproach to creating fiction was still
immature and time was still needed for it to evoBet most important in her arguments
for the study of video games is that she consithens as literature as they evoke the
audience’s feelings, are written in words, anddedtory. Viewing games as a form of
literature allowed Buckles to look at the game &éxathat can be analyzed and studied,
which is similar to how semioticians such as Ecd Barthes had done decades before
her. This time the player is considered to be &agler of this text and the interpretation
of the text greatly depends on how the readerorespo the text.

Buckles made the argument that games suétdasntureandZork could be
easily viewed as literature because they wereliaged. There were no graphics on
screen to give the player a visual representatidheoenvironment. Instead, the setting
was described to the player in text. The feelinglafing these games are similar to
reading a Choose Your Own Adventure books thetfettthe software requires the
player to type in their response and not give tlcbices makes the whole experience
interactive. This allowed early video game studydars the chance to call these early
games interactive fiction. But if we were to take tefinition of literature that was
established by Buckles as work that contains tben) the textual adventure games or the
interactive fiction could no longer be considersditerature because graphical adventure
games supplanted them. As computers became momerfuband the display of graphics
became more prominent, game designers quickly jdropesvery new technology
available to them and quickly abandoned textuatatiwe games in favor of the

graphical adventure games that became very poputae early 1990'’s.
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Buckles felt the need to validate video gamesthait role within academia by
arguing that this medium is literature as there avést of resistance towards the study of
video games. She argued for video games as intexdidtion, for the future of this
medium and how it could advance fiction based enrédtommendation she had for it.
However, there was also a lack of progress in vgieae studies after Buckles
dissertation. She left academia after her succedsfanse as she encountered opposition
to her work on video games and was disillusiondti #ie politics in academia. There
was no other person to expand on her work.

It was Murray’sHamlet on the Holodedkat explored the gap that existed since
Buckles’ exit in academia. Whetamlet on the Holodeaokas first published, video
games were at a transitional phase in which cd#readia was starting to become
ubiquitous in both personal computers and in gaomsaes. Three-dimensional (3D)
graphics was also becoming the norm in game desidgrthe player no longer had to rely
on textual input to interact in the game. The ptay®w had direct control over the
avatar and the amount of actions the player carenmathe game has increased. Like
Buckles, Murray believed that players had the pae@onstruct their own responses to
the virtual world.

However video games have gone past the poingiofjjust text and the relation
of games to literature was becoming less clear. &anere looking more realistic and
incorporating computer-generated movie clips and tecoming more like movies than
novels.

What also led Murray to her fascination with vidgonmes wa$Star Trekand the

holodeck technology that had become a tool of sreatorytelling for the show’s
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writers. The holodeck gave the user the abilityetreate a story of their liking, and it
allowed them to play the role of the hero or theohree of their favorite novel or story.

In order to account for this change, Murray praubthe idea that the action that
we produce has a tangible effect in the virtualldiaone that offers the player a sense of
achievement or a sense of agency. Murray argugen&y is the satisfying power to take
meaningful action and see the results of our decssand choices” (126). Take for
example the simple act of clicking on an icon o&¢bmputer desktop. By dragging the
cursor over the icon and double clicking on it,@x@ect it to react to our action and in
most cases a program will be run and the user @atincie to interact with the computer.
However not all actions that we produce can beidensd as agency. This occurs when
the results of our actions are dependent on chdiinege are many board games that do
not evoke the sense of agency because the onbnabe player has to do is roll the dice
and move the piece based on the number of thé&deard game like chess does evoke
agency because the player is controlling the p&tdeeocgame and each move he or she
makes can have a meaningful impact on the ovexp#reence of the game.

The sense of agency in a traditional narrativeld/awst likely be discarded as
there is very little a reader or an audience catodifect the story and the plot of either a
novel or a film. Video games are not much differdain the traditional narrative since
most games released today are built on a storyddliosv a plot created by the designers
and the writers during its development. In manyesasgame will be divided in various
“chapters” and before the chapter begins the plsygiven exposition of the story and
given goals to complete. When they reach the enlddeo€hapter cut-scenes are usually

played to move the plot forward and set up theofeilhg chapter of the game. The
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beginning and the end of a chapter are alreadyepeadined, but it is the middle part of
the game that allows the player to be engaged gihragency.

The action of the game takes place in a virtuglrenment that is traversable by
the player through the use of the player charaSeattered throughout this environment
are set pieces that serve as obstacles to ther@aglen many cases they involve enemies
that are controlled by the computer Al or the eowment itself becomes an obstacle that
the player has to carefully trod through and sweviWne of the joys of playing games is
the ability they give players to traverse throulgis virtual environment and discover
new things such as enemies and obstacles. Thiadesldescribed in Guy Debord’s
“Theory of Derive” in which a person will explor@ anfamiliar part of the city and let
the landscape or the layout of the city guide lordiscover new places that can then lead
him to interact with new people in these areas.vittaal environment of video games is
not any different because the setting is designedway to lead the player along a path
that can lead to new discovery and obstacles whielplayer has to interact with.

The design of the environment will often guideyglies along a linear path
towards the end of the chapter. But there are ncasgs in which players can explore
and discover secret areas throughout the gameetihancing the level of enjoyment and
a greater sense of agency when discovering senr&sster Egg&in video games.
Murray’s concept of agency is tied to players’ #pilo move and the actions that they
can execute expecting to get results. Video garsgder Doug Church elaborates on the
enjoyment of player action. Church, who has contel to the discussion of video game
design theory, argues in the article “Formal Absgtidesign Tools” that players through

character movement will understand the physicstaadimitation of the game’s

1 Easter Eggs are intentional hidden messages or inside jokes found in games.
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environment. Using these implied rules, players thén create their own “intentions”
which define their goals.

Take for examplé&rand Theft Auto 42008) in which the player is given
complete liberty over the exploration of the vilftagy. The game also provides players
with the ability to drive cars and drive them umgs and jump the cars. Once they
understand how the physics of the car work&iand Theft Autpplayers can then create
their own goals of driving the cars up the ramps jamping them to see how far the car
will go. The player has to find an area that hasnap and a long track that can allow the
car to accelerate fast enough to make a long jding@ce are other games in which there
are areas that are inaccessible to the player amthwhey do not try to access because
they understand the limitation of the world andithelied rules of the games.

Through exploration and the understanding of ineal environment and the
physics behind it, the player encounters obstatlel as enemies that are controlled by
the computer through the use of artificial intedige. Throughout the game the player
will become familiar with the physics of the gammeldearn its limitations and new skills
will become available for use. The player can thse all the skills they have learned and
apply them to overcome these obstacles. Al is afs=d to make the experience
interactive and the computer’s Al can counter mafniyne actions and decisions we
make. We then have to adjust our action and haogiattivill lead to a positive result. By
reacting to the computer’s action and adjustingamfiion we are experiencing agency
(Wardrip-Fruin “Agency”).

Players that understand the inherent rules of #imeegand the virtual

environment, adjust to the procedural nature otcthraputer software. Because they have
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the ability to participate in the events that acewring on screen and the freedom to do
what they believe the software is capable of ddingy experience immersion in the
game. Murray argues that immersion “is a metaphbterm derived from the physical
experience of being submerged in watétalet98). The psychological experience of
being immersed in water is somehow recreated wheeare surrounded in a virtual
environment and we dedicate all of our attentiothi® environment. Just exploring and
losing oneself in a game constitutes as immer&dmaining agency may be the most
rewarding aspect of playing games as it gives thgep a sense of accomplishment and
gratification.

Players also have the capabilities to break thesraf the virtual environment that
have been established by the developers, usuatlygh exploits. The codes that make
up a game will never be perfect and a certain adijothe player can potentially break
the code, giving the player the ability to perfoaotions that are beyond the control of
the developers. These capabilities include circuring certain doors and areas that are
supposed to be crossed through, accessing thelegsiimeter of the maps, and others.
These actions also promote the agency of the plas@ause through the players’
determinations and actions, they are able to aelesults that are meaningful to them
even though they betray the original intent ofglaene designer.

Agency can often occur during the action of thengaVery rarely does it happen
during moments in which plot and story is develgdout that is now changing. | have
previously stated that tabletop role-playing gamese the precursor of interactive
fiction in which the players can affect how thetgdoogresses based on the choices and

the action they make. Video games based on theptaleng genre were heavy on
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storytelling but there was little action and fewoades the players could make to affect
the story and the plot of the game. They carriedrtthe-playing game title due to its
association to the origin&8lungeons and Dragonsame and format. However more
recently, RPG’s have become more closely relatedemriginal format because they
now allow the player to determine the outcome efgtory of the game. This can be
achieved through the use of a “dialog tree” asarpd by Wardrip-Fruin iExpressive
ProcessingThe player will engage in a dialog with a non-gagharacter and a series of
phrases is given to the player to choose from.félhewing phrases will depend on the
phrases the player originally chose and from harthe dialog will branch out. In some
cases the phrases that the character will choossepgen new quests and adventures in
the game that can potentially affect the outcomin@fgame’s story.

My discussion has revolved around many differemtrgs of games such as
adventure game#&(venture, Zork, My}jtrole-playing games (Dungeons and Dragons,
Mass Effect) and sandbox games (Grand Theft Aut@t8re is one genre that | have yet
to cover and that is the first person shooter, twidahe genre that | will be focusing on
my case study of the first person shooter g&woital. Everything that | have discussed
can be applied to first person shooters but treeamiadvantage these games may have
against other genres. The fact that games are p&aggd from the first person
perspective as opposed to a third person vieweothiaracter is that the player can be
fully immersed in the game and its environment. fitst person shooting genre also
brings us closer to cyberspace and the holodedessibed by Gibson and Murray. The
genre may not be in the forefront of storytellingem compared to an RPG, and that is

expected as its focus is on shooting. However gsuarer able to immerse themselves in
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the game, particularly through the use of the pistson perspective. They can also enjoy
a level of agency similar to any other types of gaganre. It also helps that designers
have started to create narrative experiencesriirgerson shooters.

The role that the players have in a video gantemsral to the understanding of
the humanistic side of video games. It gives utiance to explore how our actions can
lead to results that can potentially affect howdhaene progresses and it also
demonstrates how our inherent need for freedontandsity leads the players to
explore and discover a virtual environment. Therapph of Narratology in video game
is highly dependent on the concept of agency.

The willingness to view video games as narrata loe traced back to Mary Ann
Buckle with the research she had done on the gsiwenture But the current approach
to video game studies and Narratology lies on éisearch done by Janet Murray on
Hamlet on the Holodeclder discussion on player agency helps supporatggmment
that video games are a novel form of narrative lmctv narrative theories could be used
to study video games. Murray’s arguments on agbagg been supported and expanded
by Michael Mateas, Noah Wardrip-Fruin, Steven Daow &erdar Sali, but further
contributions to Narratology had been stunted leydbbate against the Ludologist who
argues that video games should be studied ondheirterms.

The Rise of Ludology through Ergodic Literature

1997 saw the release of Murrayiamlet on the Holodecknd it is often credited
as the groundwork for all future narratologicaldstwf games. Murray’s approach to
digital media particularly in video games and iat#ive fiction was grounded in previous

studies and research such as Buckles’ dissertaimhfocused on the structure of
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narrative. Coincidentally, there was another sehviraik that was released in that same
year which also delves into the issue of the digitadium and how academia should
approach it. Espen Aarseth published his doctasakdtation as the book titled
Cybertext Perspective of Ergodic Literaturén it, he argues against the use of
established theoretical approaches to the stuéieofronic literature. This approach to
electronic literature then became the foundatiobunfology as it aims to create an
approach solely for the use of video game studies.

The research that Aarseth had conducted cameragart which electronic
literature was becoming a common sight becausieegpttoliferation of the World Wide
Web or the Internet. Computers were slowly becomaiifigrdable to the masses and
starting to become commaodities in our society. Aave mentioned throughout this
paper, computers have also given users the capgagigy games. The digital age had
started and scholars had a new field to explorehamaianists found some similarities
between digital media and traditional media, muicé Murray and Buckles had done
with their research. New media studies emergedduhis time and Noah Wardrip-
Fruin and Nick Montfort made an effort to compil@us works focusing on the
development of new media. Hypertext works suchhasd created by Stuart Moulthrop
and Douglas Cooper gave rise to the Hypertext tbeaf theorists such as N. Katherine
Hayles and Lev Manovich, critics who have contrdalito the study and discussion of
digital work and new media. Aarseth was also path® growing movement of new
media studies and discussed the difference betwaéitional print and digital media

through his research on ergodic literature.
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The word “ergodic” was coined by Aarseth himseld &imne word was derived
from Greek words “ergon”, meaning “work” and “hudumseaning “path.” “In ergodic
literature, nontrivial effort is required to allaive reader to traverse the text. If ergodic
literature is to make sense as a concept, theréatsgsbe nonergodic literature, where
the effort to traverse the text is trivial, with agtranoematic responsibilities placed on
the reader except (for example) eye movement angehodic or arbitrary turning of
pages” (Aarseth 1).

Nonergodic literature can be classified as tradéldexts in which readers have
to make the effort of moving their eyes from on@apof the page to the other point and
turn the page in order to continue their "triviaffort to read the text, which occurs when
reading text on the codec. Ergodic literaturetendther hand, offers the readers the
ability to choose their own path when reading & t&he most common example of
ergodic literature is the use of hypertext. Asrdwder traverses through the text, they
will eventually encounter various links from whithhchoose from, that breaks the
linearity of text. Nevertheless, any link that teader chooses will always lead to the
same node. In other words, all the links in the &&& connected with each other even if
they are not always read in the same order.

Aarseth’s view of ergodic literature is not complgtgrounded in ideas about text
or the use of hypertext. He argues that ergotiicaiure is not medium specific, as it
may exist in the form of print or electronics. Wisimportant in ergodic literature is not
the medium but the way in which the text functiofifie fact that ergodic literature is not

tied to one specific medium caused later schotalsak at Aarseth as an inspiration for
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studying video games and this led academic schslas as Gonzalo Frasca, Markku
Eskelinen and other scholars to develop their owthods for studying video games.

The problem with applying narrative theories toeaadyames as opposed to
hypertext and electronic literature is that mosthef early games were based on skills
and didn’t focus on interactivity or story. Arcagames during the late 1970’s and during
the early part of the 1980’s were created to engéayeers and try to make them lose as
fast as possible and force them to spend more mamélye game. This was a tactic that
game designers used as a way to make money oathdsy Home console games
followed the template that was established by acmines. Textual adventure games
such aAdventureandZork were the exception but they also catered to areaad that
were older, affluent and had access to computdrghwvere expensive. Once computers
became affordable and accessible to the massésalt@xeractive fiction ceased to exist
and graphical adventure games became a commonesiditopular with the computer
community. Interactive fiction never had as muctssnappeal as skill based games that
were played on home consoles. The research thatavakicted on textual interactive
fiction and graphical adventure games catered tsvargenre of games that had a strong
connection to literature but it marginalized thbestpopular genres. This is perhaps the
main reason why AarsethGybertextbecame such an influential work for the emerging
group of video game scholars.

Gonzalo Frasca, a video game designer and saholateo game studies, was
influenced by Aaserth’s research on ergodic liteatHe credits Aarseth with
"revolutioniz[ing] electronic text studies with thalowing observation: electronic texts

can be better understood if they are analyzed lasrogtic systems. He created a
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typology of texts and showed that hypertext is aret possible dimension of these
systemic texts, which he called “cybertexts™ (“Silaion” 2). By using Aarseth’s
Cybertexias an exemplary work, Frasca set out to study w@deaoes by discarding
traditional approaches much like Buckles had dottle ker dissertation by using
Proppean analysis on a textual adventure game.l&ualas able to support her
argument and use of traditional literary approacAdventurebecause of her argument
about how the game can be considered as literathre was not possible with other
games that was skill based or puzzle games thatdatbry such agetris. Murray
would have argued that even a game like Tetrisbeastudied using a narratological
approach through the use of agency but Frascaiarmblfieagues would argue otherwise.
Frasca first sought to study video games usirdjtiomal narrative approaches but
felt that it was ill suited for this medium andasesult he developed Ludology. Frasca
first coined the term Ludology, a word derived frlodus,” the Latin word for play, in
the publication “Ludology meets Narratology” (199When he first proposed the use of
Ludology, video game studies was in its infancy hadvanted to create a term to refer to
the still non-existent “discipline that studies gaand play activities.” Games and play
are two key words that Frasca deemed to be impgartathhe wanted to distinguish them
from each other. To play is to merely have fun whartaking in a physical or mental
activity. But the most important feature of playhst it contains no set of rules as is
found when in a game. A child is playing when helwe is running around the field
looking for things that are hidden under a busbroa tree. But if there are other children
involved and hiding from each other to play hide aeek, they will want to set some

rules as to how many seconds the seeker will regd/é to the others to hide. When
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they establish rules, the children are playingragastead of just playing (Frasca “lud
meet”).

The fact that Ludology was created to study gaameisplay means that there is an
inherent conflict in what narratologists want towlith games. As | have previously
discussed, Buckles approached the textual advegauneAdventureas an interactive
fiction. She explained the mechanics of the gamiaothe readers could have an
understanding of how the game is played, but hewdavas clearly more on the idea of
games being an interactive fiction. Murray’s woras,well as those of other
narratologists, were focused on the role of thggrland the choices we make within the
virtual environment. Despite a more open approachdeo games, she did not hide the
fact that she still regarded games as an inteébinm of fiction. Frasca was eager to
follow the ethos that Aarseth had establishe@ybertextstating that video games should
be studied as video games without allowing otheoties and approaches “colonize” the
field.

When Frasca first developed Ludology, he expththat in a video game, there
are various stages that a player has to go througtder to obtain some sort of result.
Most video games will usually start with a movigp&xposing the player to the
characters, the story and the conflict of the gdméeus take the first person shooter
Halo: Reach as an example. The opening scene shbery red planet and we then
zoom into the surface and we see a helmet on thendras a truck drives over it and the
dialog tells the player that the military had loshtact with a camp. This sets up the
conflict that the player needs to face and withinutes the player has control of the

character and, more often than not, the charaxteeak and vulnerable and the game
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will guide the player and show us how the gamdagea and through familiarization,
the player will eventually evolve as the game pesges. Progress in video games
depends on the results that the player obtainshwdaa either be a win or a loss (“Lud.
meet”).

When Frasca first started studying video gamesydeeinterested in the
progression of the story of the game and foundftirahe story to move forward the
player had to complete goals and tasks given tpldnger. He found that there are times
in which the player will face a difficult obstacad puzzles and that there are three
choices the player can make. One, the player canup and not overcome the problem
and the game comes to an idle. Two, the playetrgan solve the problem. He might
fail, but he can always come back and try agaifl hatcan overcome this obstacle.
Frasca found that the game choices and resultsale@dy predetermined and that the
narrative will only emerge when the player can ssstully play through the game
("Lud. meet").

Frasca may have first developed Ludology to coexitst Narratology. However
as time passed his position towards Narratologngéd and he chose to disassociate
games with narrative for the most part. BeforesEaarejected the use of Narratology,
Markku Eskelinnen was the first to point out thédency of Narratology for studying
video games. One of the arguments that Eskelibnainght up is the fact that narrative
as defined by Gerald Prince and Gerard Genettddéleoatain two components which
are: "a temporal sequence of events (a plot, ifwant to water down the concept) and a
narrative situation (with both narrators and nasdor starters)" (“Towards” 37). In this

approach, narratives are seen as being compoge ¢ypes of time: story time, which

43



refers to the amount of time it takes for a storymfold, and discourse time, which refers
to the amount of time it takes for the narratonarrators to tell the story.

Eskelinen conceded that games do contain plotbacklstories, but he believes
that these terms, by themselves, are not enoudésiribe what happens in video games.
One reason for this is that the sequence of ewerstyideo game does not necessarily
become nor form a story. In the gaiiredris,for example, the act of filling a blank gap
with a falling block does not become nor doeslitaestory within the game. Another
reason, according to Eskelinen, is that video garegsire the player to be active in the
game and there is an interaction between the userand the game time, Therefore,
“user time” and “game time” are more useful consdpt studying video games than the
traditional narratological concepts of “story timegid “discourse time” are (“Towards”
37).

The time we spend playing a game does not correstaottine action that is
occurring in the game. Sport games are very poputarplayers because they allow
them to play as their favorite teams and a matahbeacompleted in a short amount of
time. Let us take for example the game of socceeahlife soccer match will last a total
of 90 minutes and some additional stoppage timéwis decided by the referee based
on the time lost during the game. In the a videmga90 minutes is counted as if it was a
real game but the clock is ticking a lot fastemtirareal time. At the end of the match,
the game only took 20 minutes of our real time.

There is also the issue of how time is represedtethg the game’s plot
progression. During the action of the game, thggslaan spend a varied amount of time

completing the chapter. When the goal is reachéddlancut-scenes are played, the
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movie does not take into account the time the plagent playing through the chapter
and what may have taken the player 20 minutesitshfimay represent hours in game
time.

Eskelinnen's arguments became the standard resfmesery argument geared
towards Narratology and most specifically towaraset Murray’s argument iHamlet
on the Holodeckit appears that every other ludologist sincepthiglication of
Eskelinnen’s article has taken a radical stanceatds/Narratology and has taken the
words written by Eskelinnen as the foundation ef@dhguments against narrative (Frasca
“Ludologist Love”). Such thinking is evident indlpublication of Stuart Moulthrop’s
article "From Work to Play" in which Moulthrop tak&skelinnen’s arguments as the
foundation for his response to Murray’s work. @fi¢he most important arguments that
any current Ludologist will bring up against naivattheory, ideas employed particularly
by Moulthrop and Eskelinnen, is that games areigardtive first and then interpretive,
as the players have to adapt to the ever changunagiens they are forced into and their
actions can potentially change how the game mawsgid.

The discussion presented by Ludologists often raaatl the inefficiency of
Narratology, fueling a debate between the theofieta both camps. There were many
papers published on their respective research amy mebuttals particularly from the
Ludologists. By the end of the 2005 DiGRA conferes)dhowever, the number of papers
on Ludology and Narratology began to diminish asdbbate that had been central in

video game studies started to subside and be egplacalternative approaches
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Alternative Approachesto Video Game Studies

The debate between Ludology and Narratology beaatopic within the study of
video games as scholars spent their efforts ometigong one approach and defending
the other. But the discussions in video game ssudiié not focus only on these two
established approaches. There were also studibe afiedium from cultural studies and
media studies perspectives. There have been aliaridfew approaches that have been
developed right after the debate had subsided.

Henry Jenkins, a media scholar who looks at vigiroes through the lens of
cultural studies published many articles at theglhmeof the “debate,” was often
associated with narratologists by their countegoasthis research was more in tune with
them. In “Game Design as Narrative Architecturedd2), Jenkins discussed how
narrative is presented in the video games throhgluse of space within the virtual
environment. He states that game designers by ldef@unot storytellers but “narrative
architects”. The idea is that designers “creatddgasnd design spaces” in which the
world will naturally create narratives on its owlenkins has argued that game consoles
“should be regarded as machines for generating ebimgp spaces... and that the core
narratives behind many games center around thggiérto explore, map and master
contested spaces” (“Game Design” 122). His disomsschoes the arguments that
Murray had presented amlet on the Holodedk which the open space of the virtual
environment as well as the participatory natureidéo games was said to provide
players with the tools they need to immerse thevesah the game and gain agency

based on their own actions. Players effectivelythseavailable space to create their own
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narrative similar to how the holodeck$tar Trekallowed for new narrative experiences
in the machine.

Jenkins argued that video games can facilitatereit kinds of narrative
experience and that they are very similar to oldtitions of spatial stories commonly
found in fantasy and science fiction writing susiTae Lord of the Ringand Homer’s
The Odysseylhe similarity that these literary works may hawith video games in
general is that the environment is and of its asva story of its own. It is through the
environment that we can create “the preconditiongh immersive narrative experience
in at least one of four ways: spatial stories cavke pre-existing narrative associations;
they can provide a staging ground where narratremts are enacted; they may embed
narrative information within their mise-en-scenar; they provide resources for emergent
narratives” (123).

During the early years of video game developmanias were developed by an
individual instead of a large team. These desigdersot have the skills to write a story
much less create a world and they relied on tlaioriite fantasy books such as thed
of the Ringgo inspire them to create their games. As the ldpmeent team grew, writers
and artists were hired to create a fictional wahdl characters that the players care about
and along the way these video game designerssoe@ating a mythology that enable
them to tell many more stories related to thedital world rather than just focus on the
main character. In effect, the designers have edeatdiegetic world in which many more
stories and events are occurring parallel to thie plat of the game. This allows the

players to engage in the mythology of the worldsalg of the game and create
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discussions amongst the players and possibly eagitipate in fandom similar to Star
Wars and the Lord of the Rings.

Jenkins was associated with Narratology becaubesafiew on how the virtual
space is used for the purpose of creating userrgtatenarrative. This is a direct result of
his specialization on media and fan culture. Th& his research is based on the
relationship between the media and its consumehandthey participate in
contemporary popular culture, either through wgtian fiction, blogging or sharing their
love for the media as fans. Jenkins wanted to cactsanother “image of fan culture, one
that saw media consumers as active, critically gadand creative” (“Fan” 1).

Fans of science fiction work such as Star Treklbeeh ridiculed by the public
because of their attachment to a work that isau@ht and their mob like mentality in
which they would get together dressed as theirrfeaszoharacter and share their love for
the work. Jenkins believe that “for fans, readiegdime a kind of play, responsive only
to its own loosely structured rules and generatsmgwn kind of pleasure” (“Fan” 39).
Jenkins argues that fans appropriate the workeobtiginal author and he refers to this
act as “poaching”. Fans do not want to just readét or even play a game, they want
to rewrite and reconfigure the work so that it meeaomething to them. They want to
escape from the “mundane” and enter into a word ttiey find fascinating.

Video games have been considered to be a medatnaltbws for interactive
storytelling. However there is an argument thatitlea of it being interactive is an
illusion as the player is only given limited chacgbout how they influence the flow of
the story in a game. According to Jonas Heide Smdmputerized interactive fiction has

been at a standstill because current game desagtiges have been highly entrenched in
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history (“Dragon in the Attic”). The issue the em game industry has with current game
design and the concept of interactivity is thatythee too focused on a linear approach
and not enough on telling a story. But the isswggravated with the problem of the
user. The ability to tell a story in an interestangd captivating fashion requires skills that
a regular user may not have. As a result the dpeedary to limit the possible outcomes
that the player can choose so that they can ceelatear and cohesive narrative in a
game.

More recently video games have been trying to plagers a greater sense of
interactivity by offering gamers a handful of pddsioutcomes in the game based on the
players’ actions in game. This is technique mostroonly found in role playing games
in which the player has the opportunity to intenaith the non player characters.
Through the dialog, the player is given choicehow they can respond to computer.
Wardrip-Fruin calls this technique the dialog treevhich the player chooses a series of
dialogues and the “NPC response is selected bgrsang a hierarchically organized data
structure” (Expressive 52). The concept of theatdjalee can enhance player choice and
agency, as choices made in RPG games can leadeoy\af results.

Interactivity is a subject that is still being éoqed, but discussions are not all
focused on the debate between Ludology and Naogyolesper Juul who is commonly
referred to as a ludologist, took a more progresapproach to video game theory when
he publishedHalf-Realin 2005. This work reconsiders the relationshgt tlames may
have with story. Juul argues that games are basedset of real rules that govern the

enjoyment of the game, but game rules are estadlishthe fictional world.

49



Platform Studies. The Relationship between Hardware and Game

Nick Montfort and lan Bogost developed anotherrapph to video game theory
with the publication oPlatform Studieswhich is “a set of approaches which investigate
the underlying computer systems that support areatork” (1). Bogost calls platform
study a practical approach to studying video gaamesother interactive media because it
looks at the relationships that exist between #Hrel\lware and the software. This approach
to video game study can provide a deeper insigbtthe choices developers make when
designing games. But a discussion of the kinddeds dealt with by ludologists and
narratologists is lacking in this approach so iulddbe beneficial if platform studies, as
well as other approaches, were used in conjungtiinthese two established
approaches.

As a person who has been playing games for yelaesie come to form opinions
about the hardware the game is being played omhawdhe experience of playing games
can vary from platform to platform. There are thput devices that we have to take into
consideration. On a PC, we tend to use the detaatbination of mouse and keyboard
while on a console there are different gamepaddeledand function differently from
each other. More recently there is the use of matantrollers and devices with cameras
which makes our own bodies function as input dex/i€&C gamers have been vocal about
the use of mouse and keyboard over a game paddmeitanifers first person shooting
games a greater level of accuracy than a gamepaldiweurthermore, the use of a
mouse can provide greater control and speed asareohfo the analog stick on a
controller, and this allows developers to creatiéctwstyle first person shooters such as

Quake 3(1999) andJnreal Tournamen{1999).
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The input devices that are created and used @r g@ecific platform help define
the design of the games for their specific platfoHowever, platform studies is not
entirely dependent on input devices, there areatlser factors such as the hardware that
is being used to play these games and tools that\ailable to create these games.
Understanding the hardware that runs the gamelsargeave us an insight into the
history and the goals of the developers when dexigihe game.

The time it has taken for video games to becorseged in our society has been
fairly quick. However the acceptance of this medinmacademia has only started to take
shape. Barthes and Eco created the work that Ipdgalar culture studies but it was
Buckles who cleared a space for the study of viglenes in the humanities. Her
departure from academia left a hole in video gaimeiss. After Hypertext theory and
New Media Studies were used to develop ideas abde® games, Murray and Aarseth
emerged as the key players in the debate betwedoldgy and Narratology, but these
two approaches have not been able to completelyrégaenthe study of this medium.
Cultural studies and media studies approachesdlaseemerged which have often been
aligned with the interests of Narratologists.

Platform studies might be the solution that welao&ing for in future
approaches to studying video game. | feel thatitapkt the hardware and the platform
for which the game is designed can provide inséghio what the developers were
thinking when designing the game. This approacterg different from media studies as
platform studies focuses on the relationship betweadware and the game and not the
effects the medium of video games have in sockitform studies can provide a deeper

insight into how videogames work even though it wibbably not enhance their prestige
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with critics who are more disposed towards the agadally accepted field of media
studies.

One issue that Ludology and Narratology and platfetudies all fail to address
is the cultural impact a game may halertal is known to have a strong and dedicated
following within the gaming community and a cultuséudies approach, particularly a
study of fandom, could provide a more intimate ustéding of the relationship
between the game and the players. Video gamesilhevslving and there will not be a
dominant approach to studying video games soorhals it is best that there is none as

all approaches are valid and useful for the studizie evolving medium.
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Chapter 4: Case Study

In order to understand how Narratology and Ludolagybeing used in video
game studies, | will conduct a case study throbghuse of the ganfeortal, which is a
game that has garnered a huge cult following withengaming community. As | have
previously discussed, the two leading approachegglen game studies were engaged in
a heated debate in which the Ludologists vehemempippsed the use of Narratology
because of their colonizing approach to studyingedium that is first and foremost a
game rather than a narrative. | concede that Lgistlo provided a strong argument
against Narratology, but the value of a video géonéhe players and the scholars cannot
be discovered through a singular approach but gir@umultidisciplinary approach that
goes beyond the establishment.

In 2007 Valve software released tBeange Boxwvhichis a compilation of games
that includes fan favoritelalf Life 2and its sequel&pisode land the neviEpisode 2
Team Fortress 2, the sequel to the popular muwgplérst person shooter was also part
of the compilation and a new game was includelédtRortal. As a whole, the Orange
Box was a critical and commercial success anchalgames that were included in the
compilation were rated highly by fans. BRrtal took the gaming community by
surprise and it became an instant hit and a cllflmenomenon.

Portal was born out of an independent game calladbacular Drop which was
designed by four students from DigiPen Institud @thnology in 2005. Valve studios
was so impressed by the game that they hired detarrofNarbacular Dropand had
them work orPortal which became one of the most talked about gam2e®# amidst a

string of strong titles that were released durhnag year. Titles such &oshock Call of
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Duty: Modern WarfareandHalo 3were all big budget games that garnered a grest de
of critical acclaim and commercial success andragysuch afortal could have been
easily overlooked by the gaming community and ioshe pile of games released during
that yearPortal was able to stand on its own in the large pogarhes because of how
different it was from standard first person shogtiles like the other big sellers of the
year.

One aspect of the game that caught the attentitimeeajaming community was
that the developers had created an antagonisivisatoved by the general community.
This character was an artificial intelligent comgauihat is an homage to the Al computer
known as HAL fron2001: A Space Odysselhe gaming community latched on to this
character and many of the dialogues became Interestes. An Internet meme is a
cultural idea that has been spread by one persandiher through the use of the
message boards and discussion threads over tmedtt®leme such as “The cake is a
lie” and “This was a triumph” became an ongoing batyveen the gaming community
and remained relevant to gaming and online cultuedollowing year.

The game itself is so different and fresh compaoetost first person shooter
games that | felt that the game deserved a Ludodbgiudy to help us determine the
gualities that madPortal special to the gaming community. This kind of stady also
help us distinguish the differences betw@emntal and the many different first person
shooting titles that are in the market. Ludologgugd help us focus our attention on the
game and the mechanics of it and how they lead uaderstand the rules of the design
of the game. The goal of Ludology is to understdnad games are not a vehicle to tell a

story, but to provide the user with the experieoicsimulation.
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But a narratological study can also shed lighttos gamePortal is not a game
that is primarily focused on game mechanics. & game that contains a story and a very
simple plot. It is also a fictional world that camts an overarching narrative or rather a
much larger story in which the events of the ganmeeoaly a small part of this grand
scheme that the developers at Valve have createdfidtional world ofPortal has been
a huge success for Valve as they have created gaewwng genre and have amassed a
following amongst gamers and critics due to the ggamechanics and other interesting
characteristics of the game. A narratological stofdthe game can guide us through the
plot and uncover the larger narrative that exist bvithin the game and outside of it. |
will use first Ludology and then Narratology to éaip the characteristics &fortal,
which have made this game so interesting to thargaoommunity, and then briefly
explore other approaches that can help explain fatigehow Portal works.

Ludological Study of Portal

Portal in its core is a first person perspective gamwhith the game plays much
like Half Life 2and all other first person shooting titles thateve the market prior to
the release of this game. But the game is beirlgchas one of the most unique games to
have been released during this generation of w@eoes. Through a Ludological study
of Portal | will discover the elements that make this ganfieent from other first
person shooting games.

Shooting weapons and killing enemies are two efrttany components that are
common in first person shooting games. First pestmoting games were also known for
its maze-like layout that required players to explan enclosed space and fetch keys and

activate switches to open doors. The player htmt@rse this maze and get from point
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A to point B. Along the path, there are some carsgiots that contain secrets for the
player to discover and there are occasionally salteenate routes to get to the goal. To
complete a first person shooting game, the plagertd traverse and survive various
areas and in many cases engage in a final bastiagethe skills that he has honed during
many hours of playtime.

Portal is not different from traditional first person shimg games in which the
player has to follow a set path and overcome varahallenges to get from one point to
the other. It is also a game of survival in which tharacter has to overcome the
treacherous environment and outsmart an artifistalligence computer who is set to use
the player character as a test subject and disgdser once she completes the test. There
are hazards placed throughout the game that dathiplayer and it requires direct
confrontation in order to navigate past these alesta Despite having things that can Kkill
the player the game is not considered to be vi@sripposed to its first person shooter
counterparts.

According to Jarvinen, “Ludology is not a clearcapstematic method. Rather, it
has been an attitude or disposition to studyingdesigning games” (1). As a result, he
created a set of tools that would incorporate logiglal elements for the benefits of
teachers and students when teaching game desigthigstudy, | will employ certain
parts of Jarvinen’s method of applied Ludology egldte it to the theory of Ludology as
explained by Juul, Eskelinen and others. Firsteldn® discuss the various game
elements. This will then lead us to the discussithe game mechanics and the game

rules.
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Game elements can be divided into nine differetegmies that range from the
simplest of elements up through the more complemehts that make up a game. Game
elements include: components, environment, rulggsehe mechanics, theme,
information, interface, players and context. Nobékhe nine elements are required in a
game so for the sake of this study | will iden@fgertain group of elements while
providing a discussion of how two of the most baseamnents will eventually lead us to
the discovery of the ruleset or the constraintstiiigame sets against the player and
information that is required for a successful nuthe game olPortal.

One of the first elements that Jarvinen describeshee game components, which
are “the recourses for play; what is being movenhodified in the game, between player
and the system.” These resources can range frothiagyhat is physical such as rocks,
vehicles and characters, to the virtual such asocsirand points, and finally the
transactions such as tokens and gold coins. Indke ofPPortal, game components that
can be manipulated by the players are somewhatlihais opposed to the more
traditional forms of first person shooter. Becatlsegame is based on the Source engine
that also powerblalf Life 2there seems to be a need to include the neealkihgiup
objects and having the player move the object atdeely. WherHalf Life 2was first
released in 2004, the ability to manipulate an cidpg using physics was relatively new
within a game and this game engine was then pusédnPortal. The ability to pick up
an object and manipulate it in a 3D world may be far the first person shooting genre,
but the execution is highly limited as the playan only pick up and drops an object. The
range of movement is highly limited and it does mapiresent reality at its fullest. This is

an issue that I will discuss further in this chapte
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One of the first components that the player encagnwithin the game are small
household objects that are found in the beginnintge@game. The objects found in
within the enclosed room are a mug, a radio arigpaaard. By pressing the action
button, the player can pick up these objects asémie them and move them around and
drop them wherever they want to. There are alsmwsamon-movable objects within the
room such as the stasis pod from where the pldyaacter first emerged, a nightstand
and a toilet. Of these three non-movable objebtstdilet is one that can be manipulated
by the player. Once again by pressing the actidtobuthe player can flush the toilet and
the game produces the sound of the toilet flushing.

All of these objects can be moved and manipulajetthé player but beyond this
early encounter and play, these objects are iraelieto the advancement of the game.
These items are placed so that players who ardidamith the engine can interact with
them so that they can entertain themselves whilengdor the game to continue. They
also allow new players to discover that they hdneeability to directly interact with these
objects. This proves that not all the compondms éare found throughout the game are
important to the advancement of the game andatis Pphe ability to pick up an object
and manipulate it in a virtual environment is neéd in many games and this is a feature
that is unique to this source engine.

The components that are relevant to the game ai@ugaand | will be describing
each of these components and their particular @®s.of the first components that are
relevant to the game is the character herselft Weshave the main character that we can
perceive as female based on the ability players lagee themselves throughout the

game. There is the computer Al who interacts vhthlayer through the use of speech
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but it is not until the end of the game in whick flayer has a direct encounter with the
computer. The encounter with the computer Al ipded by gun turrets, which also
have a human quality to them but can be deadheifplayer is not careful while
engaging with them.

The other components that are directly manipulbtethe player are the various
switches that exist within the game. First theeetae large red pressure switches that are
usually found on the floor and require the weight person to activate the switch. Then
there are the red button switches that are fouidenmiddle of an empty space placed on
a pole. Finally there is a switch that requiregaargy source in the form of a floating
energy ball that is also a hazardous object thakdbthe player. Nonetheless there are
ways to manipulate the movement of the energyawadlhave it work for the advantage
of the player.

In order to manipulate something like the enerdi/tha player has access to a
device known as the portal gun. This device shadisie and red beam and each of these
beams can open one end of the portal creatingsagaghat allows the user of the device
to travel through time and space. This portal guan object that the player directly
controls. Other objects that can be directly malaifga and moved by the player are the
weighted cube, a large grey cube used as a weigtitthe companion cube, which is
similar to the weighted cube but has a pink heagta&ved in each side of the cube. These
are all of the components that are available irgdmae for the player to manipulate.
Jarvinen specifies that we should first list a gat@enent such as component and then
combine it with other elements such as environmevitgch will then lead to a

discussion of game mechanics and rulesets. | listeel lall of the components that are
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relevant to the game and now | will discuss tharemment of the game, which will help

in the ludological discussion.

Figure 3: Portal

The environment ifPortal is very austere and each wall and panel that is
presented in the game complements the componettie game. There is hardly any
open area in the world éfortal. Every single room the player moves through is an
enclosed space with monotonous looking walls. Gateciglass and metal are the
materials that make up the general environmentlasdjives the player the sense of
being trapped within a maze. At the end of eachlléhe player finds a particle barrier
that disintegrates any object that the facilitysloet allow the player to bring into the
elevator.

Apart from the materials that make up all four @mof the facility, there are
some other environmental elements that are foutidmtihe game. At the beginning of
each test chamber, the player will find a largeteviaiall which is a screen that displays
information about hazards and the actions the phailehave to take in order to move

past the test chamber. Occasionally throughougéimee there are signs that are located
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near hazardous objects that warn about the pdrgstting near them. One example is at
the beginning of the game in which a weighted aslieeing held within a cage high in
the ceiling. There are signs on the floor tellihg player of the dangers of the cage and
that it will drop the cube, which can potentiallyrhthe player. Other environmental
hazards include some sort of green liquid poisai ihfound in the pit of some test
chambers. There is no real indication of what itpeidl is but if the player character were
to fall into the pit, she would die. The same \Walppen if the character falls into a pit of
fire. But before the character dies, the screesh#la red telling the player that they have
been damaged and any more damage will lead to.dBathinformation that the screen
is transmitting to the player is another game eldrttgat when combined with

component and environment will lead us to a disonssf game mechanics.
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Figure 4: Iconsthat inform playersof dangersin the course

Information that is presented to the player cameanom scores, to health, a
compass, maps and many other things. This infoamatan help the player plan their
actions. In the case &fortal, there is no immediate information that is giveritte

player, as there are no score to be tallied witfiengame. Also, the game does not use

61



any form of health that is registered through the of numbers as seen in many previous
first person shooting games in which the healtthefplayer is dictated by numbers or a
bar. In older first person shooting titles lik@om,the player is provided with a heads up
display (HUD) on the bottom of the screen that aors various numerical figures that
represent how much health the player has, the tpatshey are carrying and the amount
of ammo that they have available. Rortal, the player does not need to count the items
and ammunitions that are available and there isveohead map that helps guide the
player through the terrain. The lack of a HUDPartal is information that is useful for a
discussion of game mechanics.

The big question is how all of these elementsaaed to each other, how they
all function as a whole, and what can we learn ftbese elements. First | will discuss
the general premise of the game so that | canriae sense of how the elements are
best utilized. The general conceptRudrtal is that the player has to start in a test chamber
and reach the elevator that is located at the @heérof the chamber. The path to the
elevator or the end of the test is filled with @a$es that prevent the player from reaching
the goal by following a linear path. By manipulaticomponents and the environment the
player will be able to reach their goal and movdamore challenging chambers.

The obstacles that are present in the games e akated by the many
components that | have listed. Doors are often asealway to prevent the player from
moving forward, and just moving towards a door pressing the action button will not
activate the door. The environment will often gohees to the player as to what is
required to succeed and the electronic doors &@ eccompanied by a pattern of dotted

lines that leads to a switch that the player hasctivate so that the door may open.
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Before gaining access to the first test chamberpthyer finds himself looking at the
giant red button on the floor and a dotted linggratconnecting to a door at the end of
the room. The red pressure switch can only be @ettvwhen an object of great mass is
placed on the switch. The player can stand onwlitels and activate the door but once
he steps off it the door once again closes.

In order to keep the switch down the player hdmtban object that is large and
heavy enough to activate the switch. Near the presswitch, there is a cage hanging
from the ceiling and there is a grey cube lookesidia the cage. As the player approaches
the cage the bottom of it opens and the cube dyofmsthe ground and the game tells the
player that pressing the ‘e’ for action will enabie player to pick up the object and
move it around. This action is one of the first gamechanics that the game employs.

The action of picking up the weighted cube andiptad on the pressure switch
is a simple action that leads to more complex garaehanics. In the case of the pressure
switch, the first instinct the player has is tonst@n the switch to activate the door, but as
soon as the player steps off the switch the daxsed. They are forced to find other
alternatives and the weighted cube is presentedsatution to the problem. This first
challenge has forced us to learn a skill that kagllp us complete future challenges and
we also learn that object manipulation serves tiraidant game mechanics which is
problem solving. The skills that players develomtighout the game have no real
purpose outside of the game. They only enhancexperience of playing the game as
they give players instant satisfaction when theyuse their newfound gaming skills

effortlessly.

63



Let’s take the first test chamber as an exampleowof the game mechanism of
problem solving can escalate. Prior to the first tee player had already learned of the
function of the weighted cube and the pressurecbwiie also learned that portal holes
could be created allowing them to cross from oe@ & another just by crossing over the
hole. These are two components that can be mixgather to increase the difficulty of
the problem presented to the player. To reachlthatr in the first test chamber, the
player has to activate a pressure switch to opewldior that is blocking the path. The
problem is that the pressure switch is nowheragits

In order to increase the difficulty of the probletime developers choose to use the
game mechanics of portal creations and place ahtezlgcube inside a room that can
only be accessed through the use of a portal.Bsiportal will only remain open for five
seconds and if the player cannot extract the cutienithat short window of time they
have to wait in the room until the portal is ongaia open. This robs the player of time
that they can use to progress through the gameuitker pace.

The rest of the test chamber requires the playplaice the weighted cube on a
pressure switch that is located inside a room adalesby the use of the portals. This test
is not difficult but it does require a set of s&ithat is necessary for successful completion
of each test. The action of moving and executing@ion is a game mechanic itself.
Precise movements should be employed in thistBsttchamber and this is the game
mechanic that is used throughout the entire garagh@ player continues to play, the
more familiar they become with the movement ofcharacter, the more fluid their

execution is within the game.
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Game mechanics are not merely the actions theplas to execute, they
become the experience of the game and masterithg®é actions is required to advance
later in the game. The skill set that the playguaes is similar to what Aarseth had
discussed in the publication G/bertextin which ergodic literature requires a nontrivial
effort to traverse the text. The skills that thayer acquires are nontrivial because they
are needed to move through the environment thaesented to the player. The game
itself requires players to solve problems much $&kving a math problem. The skills
that they acquire will help get them through it@éntly and quickly.

The game is not entirely composed of weighted @arukpressure switches or the
simple traversal of portal holes. Through the usa @evice known as the portal gun, the
player can eventually create these portals. At fivs player can only shoot the blue
beam, which can open one end of the portal buetaer limits to what the player can do
with it. The environment is specifically designextbat the player can only create portals
in specific parts of the facility. Walls that arede of white concrete are the only
material capable of absorbing the beam. Any whbls are black or use a material other
than concrete are not capable of absorbing the beam

The environment is set up in a way to easilyttedl player what can be used to
create a portal and through the limitations oféheironment and the game mechanics,
we learn of the rules of the game based on whatndrcan't be done with the device
and the environment. Based on the capabilitiee@fpbrtal gun, the player can only
create one portal at a time and they can only éated on the white concrete walls.
When the player finally gains access to the orgay&al beam, they have solved a

handful of puzzles or test with one beam and by tieir skills and understanding of its
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capabilities has increased. The inclusion of tlzange beam increases the difficulty of the
game similar to how a traditional puzzle game fearsler as the player progresses
further.

One aspect of the game that | have yet to dissubse concept of death and
hazards that exist within the game. Games have @ sales that a player has to follow
and in the case ¢tortal the rules are as simple as getting to the exaéach test chamber
while conforming to the limits established by thatpl gun. In a game, there is always a
winner and a loser and that can either be the platyithe game itself. In a traditional first
person shooter, death is often considered to bmtheator that the player has lost in the
matchup against the computer when playing a sipiglger campaign, or another human
player in a multiplayer matchup. Rortal, the player is faced with the challenges of
solving puzzles or problems laid out by the compatel eventually the stakes of
survival have to increase as the player improves #kills.

The hazards that exist in the game are basechandful of components and the
environment. Within the environment, the player wilentually find himself moving
through the environment by jumping from one pibaplatform to another. By using the
portal gun, they can create portals than can dreplayer character on each platform.
Failure to create a portal in the correct placedrap the character into a pit of poison or
fire. The screen will start to pulsate in red pdig information to the player that he is
taking damage and when enough damage is dealtitberoe is death.

The components that are commonly found withinghmme that can cause damage
and death in the game are the floating energtihallcan be found throughout the game.

Touching the ball will inflict great damage to thiayer and death is instantaneous. Not
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only is the energy ball a hazard, it is a compotieait the player has to try and
manipulate because they are needed to triggerielcwitches to open doors and
platforms that provide the player access to bloakétevels. Another component that
can lead the player character to her death arguhdurrets that are placed throughout
the game. Unlike the energy balls, the turrets mavether purpose than to kill the player
character and the only way to deactivate them &tteer drop them by using portal
placements or tip them down manually.

The penalty of death in a game usually meanshiegplayer has to either start
from an earlier point or, in the worst-case scendrom the start of the game. However
in Portal death is almost inconsequential, as the playermowniy start from the beginning
of each test chamber similar to any other puzzieegaCurrent games have become
increasingly lenient to the players dying midwasotigh the game since they do not
penalize players and let them restart near theeg&death. The concept of death and
penalty has changed because narrative has becoreeampmrtant and developers want
players to complete the game so that they will deteghe narrative.

In Bioshock every time players die, they are revived with lidalth and with all
of their previous items intact, steps away from kghteey died, and the enemy carries the
same amount of damage that had been previously tkade traditional first person
shooter would have forced players to start fromugmearlier point and replay most of
the game up to the point where they died. Leniemgame death also affects the game
ludologically because gamers no longer have taepetheir skills to finish a game.

Persistence can and will often lead to successtivdtturrent crop of games.
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One aspect of the game that | have yet to digoeikaining to death and hazards
is the concept of player falling to their deathjebhis found in many games from the
beginning. Games are modeled after real life plsyard falling from a certain height can
potentially kill a person. Jumping from 15 feet qamentially break a person’s leg but
jumping from a height of anything more than 40 fegtkill the person. InPortal falling
down 30 to 50 feet to the ground will not kill tpryer character. Only when the player
falls into a pit full of poison or file will the @dracter receive damage and die after
exposure. The character has a device attached techd’erhaps its use is to absorb any
energy when she falls from a great height.

The reason why falling from a great height is 1sseey in the game is because of
another kind of game mechanics that is employediptaating the rules of physics
becomes a skill that is required to gain accesdhterwise unreachable areas of the map.
The problem with the character is that she canumapjhigh enough to reach a ledge and
climb over it. Video games strives to be a simolawf reality butPortal chooses to obey
the laws of physics up to a certain point and patglayer in a sense of disbelief so that it
can heighten our reality and as a result providgesk with challenges that are specific to
the game and not to reality.

In order to gain access to an unreachable aragens have to create portals and
launch the character like a projectile so thatedregain access to a ledge. Players can
put one end of the portal high on the wall anddtieer end at the bottom of the pit. The
character then jumps down into the pit and entexgbrtal and exits through the other
end at the same speed she entered. The speedkaignalnot fast enough to propel the

character into unreachable places and thereforlawseof momentum are used to help
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the character reach these places. When the pyiestirequired to use this game
mechanic, it requires the player to place a pamtah area that allows the character to
pass through it using highest amount of momentudnflamy oneself out of the exit to
reach an area. To make the game more challengiogmnies to a point that the distance
that is provided in the game is not far enoughatband the character cannot gain enough
speed. Therefore the player has to use hand ancbeyeination to create new portals on
the ground so that, as the character exits, shmeféiis through the newly made portal to
gain more speed so that she can reach a new area.

Ludology builds on the foundations that were dgthbd by Aarseth and his
arguments that not all electronic literatures carlassified as cybertext. Juul took this
notion and argued that video games are not nagrafivis forced me to look at games not
as narratives but as games. Game elements suomasigents, environment,
information, game mechanics and rulesets are @dgic to games. Any other approach
that was not ludological would skip through alltbése elements that make up the
foundation of a game. If none of these elementgwaportant then the quality of the
game could have suffered and there wouldn’t haes laegame for us to play or study.

| have found that Ludology has helped me undedstamat make®ortal unique
within the first person shooting genre. As | haiscdssed, the primary focus of first
person shooter is to shoot and kill your enemiesitgive. | have found th&tortal uses
many of the contemporary game mechanics that arelfo other titles of the same
genre. For one, the player needs to think fastenguick with their movements. This is
similar to many twitch shooters in which the plalies to be quick with their fingers to

avoid obstacles and gain a kill. The differenceMeeinPortal and other shooters is that
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Portal requires more critical thinking because of the afseuzzle elements and that
death and health are not important problems whayind the game. Overall this analysis
shows how Ludology can help distinguish one gammfanother by pointing out which
gualities it shares with other games which onesamialknique. However | found that
Ludology can only explore a small portion of a ganiele neglecting many elements
such as story, characters and every other aréilgoent that is present in a video game.
Narratological Study of Portal

The history of video games has shown that the deweént of new technology
has given game designers a set of tools that gtiaens ability to create a free roaming
virtual environment similar to the holodeck as disxd by Murray. Many video game
critics have proclaimed that théalf Life series of video games have pushed the
boundaries of video game storytelling. So | fedttih was natural to look intBortal, as
it is an offspring of the Half Life games, and htive player can interact with the virtual
environment can produce a narrative that is unigukis medium.

As | have previously discussed in the historyidee games, narrative became
one of the main components to influence game ddsgause visual graphics have
reached a plateau and the cost of game develograsritecome increasingly higher.
Developers have chosen to focus on game storyasdhiy can create a cinematic
experience similar to a Hollywood summer blockbusten. They achieve this by
engaging the players through storytelling and attaradevelopment, along with more
traditional video game elements such as game mashaost importantly developers
achieve a more engaging experience to their gameeelting a virtual world that is

alive and thrusting players in thrilling scenaribat keep them tense and anxious
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throughout the scene. This leap in technology wasigh to convince Murray that the
age of interactive narrative is upon us, and otlagratologists such as Mateas and
Wardrip-Fruin have followed her in exploring vidgames as a form of narrative.

Before | proceed with a narratological studyPofrtal, | will first discuss the
techniques developers are using to tell a storydao games as this can help us
understand how narrative is constructed in thisiomdStory driven games have been
present in games sinéaventurdirst spread out over the network of college camggus
Other action games also contain a story to givepthger some context for the game so
that they can be goal oriented. Let's t&kenkey Kongas an example. The story of the
game involves a large gorilla kidnapping a carpestgrlfriend and climbing up to the
top of a building keeping her hostage. Jump mam iwhhe precursor of Mario is after
his girlfriend and has to avoid objects throwniat by Kong before he can reach the
damsel in distress.

Stories have been an integral part of games siecbeginning but the majority of
these early titles were lacking in plot. The foofishese games was on the action and the
game mechanics and there was hardly any form o¢fopémression or explanation as to
why the player is in the heat of the action. Ndvelgss there were games that did
provide a clear plot and this was achieved thrahghuse of cut-scenes. When players
completed events, they would be awarded a scewbioh pictures accompanied by text
would serve as a plot device and set up the attiatrwas to come.

Cut-scenes have been present since the 8-bit demeod gaming consoles.
Games such asinja Gaidenwould reward players with pictures text explaintaghe

player what they had achieved, and the new setaliligms that had emerged after
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accomplishing a task. The use of the compact destenit possible for developers to
improve traditional cut-scenes by including vidéip<in the style of live action movies,
as seen in th&/ing Commandeseries, or clips made using traditional and comput
generated animation. The use of cinematic cut-schas become the standard form of
providing plot progression throughout the gamevds during the era of compact disc
that story driven games became important and nophasis was placed on story
development along with game mechanics. Howevescetes have proven to be a
problem for game developers as they can break isiareas control is taken away from
the player while the cut-scene plays. As a rediffgerent approaches to plot
development in games that do not require cut-sceaes been invented. Live interaction
with non-player characters has been used in festgn shooter titles such ldalf-Life
andBioshock There are also audio cues in which the playegives information relevant
to plot progression through an audio playback. Tineghod of plot progression is the
primary method used in whidPortal

My initial impressions oPortal as a narrative driven game was not positive as the
traditional uses of cut-scenes to drive a plot alasent within the game. But lately, video
game journalists have condemned the excessivefusg-scenes as they believe that
they can affect the immersion of the player indghene, as the player is no longer in
control of the character. They also distract tlay@t as they remove us from a fixed
point of view and detach us from the game. Lon@miatic cut-scenes are no longer in
heavy use and yet video game narrative continuesdtve. Perhaps through Narratology
| can uncover the reasons why a game Hketal can still contain strong narrative

elements.
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In a first person shooting game, the player is agpeing the action through the
first person perspective but as soon as a cut-gsgesented we start to see the player
character in a third person view and it detachesams the character and we are no
longer in control. Perhaps the lack of cut-scenag not be a negative and the game of
Portal may provide a narrative experience that is diffetean the typical game. The
game also follows the common plot structure andasttars development found in many
other games that have borrowed from the monomydfainytales.

When the game first starts, the player hears a paygng in the dark background
and an image fades in. Based on the camera anglpeseive that that character was
sleeping inside of a pod. The glass door opendladharacter exits the bed and full
control is given to the player. At this very momém character is stuck in a room
surrounded by glass walls and a concrete slabthegrod. In a corner we find a small
coffee table with a writing pad, a radio and a rand right next to a table we find a
toilet. There is also a digital clock embedded witie glass wall and outside of it, and
the timer is counting down from one minute. Sudgdenvoice starts to speak.

The generic and lifeless voice that the charaxarhear is known as GLaDOS,
which stands for Genetic Lifeform and Disk OpergtBystem. It must be noted that
GLaDOS does not tell the character her name nas dloe tell us the name of the silent
protagonist. It is not until we reach the end & ¢fame and through the scrolling of the
credits do we learn of the name of both the plaaracter, who is known as Chell and
the antagonist that is known as GLaDOS. | chogbstdose the name of the character

early in this study rather than reveal them atterénd of the game so that we can clearly
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identify the characters when discussing the pldttae progression of the game by using
names rather than their role.

This opening scene follows a structure that isvensial in a narrative. First the
main character is presented to the audience aaditeo game, this can either happen
either through a use of a cinematic cut-scene ar Bsrtal in which the player
immediately gains control of the player characiérere is also the exposition of the
setting, which can provide valuable informatioritie player and set the initial tone for
the game. Like in any other narrative work, therabhter will be thrown into a conflict
that will lead her to take a journey. Rortal, dialog and player agency drive the plot
forward. | will now discuss how these things happen

| have previously stated that the game presemisliie information about Chell
because the designers choose to make the hereiisdeht type. This is a trick often
used by many game designers. Players understainsildrece is a characteristic of the
player character and their image of charactersiis &around their experience with them.
There are cases in which the gaming community baea supportive of silent
characters, and once game designers decide todigsheir characters and give a voice
to them, the characteristics that gamers have giegjeonto these characters have been
shattered in an instant, as happened with the ctesraf Samus of thiletroid series

with the release d¥letroid: Other M (2010).
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Figure5: The player character Chell

Fortunately forPortal, it has another character that can provide us witeat
deal of information and enough back story to seisva motivation for the player and
most importantly, for the development of the plde have GLaDOS who is very
forthcoming and likes to chat with Chell in a onaywconversation with her. Even
though we know that GLaDOS is a computer, thesdimething human in her and
through our interaction with the computer we leapout the overall plot of the game and
some background story behind the game.

One of the biggest questions in the game is whameéhere and what the purpose
of the game is. The player receives some backgrodiatmation from GLaDOS. But
how the player receives this information is verfyetent from the traditional game.
Instead of using cinematic on a cut-scene in whiehplayer loses control of the
character, the player retains full control of themcter throughout the game. There is
hardly any interaction between the player and theracharacter and for the majority of

the game, we don’t know who or what GLaDOS is.
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What we can gather through the games dialog isChatl is taking part in a test
located within the testing facilities of Aperturei&ce, the company that is responsible
for the test. Through spoken dialog, Chell is gigeme background information as to
why she is there and what is expected of her fraral®S. Chell was placed in a deep
sleep for what is considered to be a “short dundtamd the tests are ready to be done.
The goal of the entire test is to learn and hawehiowever the player character is also
susceptible to injuries that can be fatal. Befot@aBOS can give Chell a direct warning
about the dangers we hear GLaDOS’ voice becomertistand incomprehensible for a
few seconds and then eventually returning to noandlcounting down the seconds until
a portal opens up allowing Chell to exit the coaflroom. This is an ominous sign from
GLaDOS that something is not right within the fagiand with the computer itself.

The environment of the confined room echoes tisggdepalette of the entire
facility. The walls, floors and ceiling are comg@ht void of any color and the
monotonous palette of grey is present throughaietitire game. The grey walls are also
accompanied by the use of white screens tellingléger the number of the test
chamber and all the possible hazards and challehgeawait her. The stale environment
looks clean but it also shows no sign of life witkie facility, as the only thing that is
interacting with Chell is a computer. Combine Chéth the environment and the player
can start to feel that they are confined in a tegid lifeless space fit for a lab rat to live
and serve its purpose for a greater good.

The amount of information that is provided to thaypr is kept to a bare
minimum and this is intentionally done by the depelr. This keeps the player intrigued

and only through a complete play through of the ganil the player uncover the secrets
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of the game’s story. This approach to video gamgy/gelling can be found in almost all
modern games as the environment was purposelyedréahelp the player unfold the
events that will push the narrative forward. Tlsislone because plot is becoming more
complicated as this can help players feel a sehatacthment to the player character.
This notion of player and character attachment lanagely absent in older games because
developers were focusing on the action and provalkeginning and an end to a game to
give the player goals and context. With time angegilence came maturity in game
design and narrative.

Characters in video games can be a delicate issudeo game narrative. They
can either be pre-defined by the developers or th@ybe silent which gives the player
the opportunity to define the character. Becausal@ha silent protagonist, there is very
little information that we can find out about Chdlhis character is very similar to many
other characters in other games particularly irfitisé person shooting genre. The fact
that the game is being played in a first persospestive can limit how we see the
character act on screen and we are immersed indhd as the character themselves. |
feel that developers purposely create generic chensato allow the players immerse
themselves into the role and not let a predefiretacter affect the player's immersion.

Despite being a silent protagonist, the charadt@hell can potentially have her
own personality based on the plot structure ofgdmme and through the dialogs between
Chell and GLaDOS. Throughout the game, the testsr@ated to challenge the test
subject and determine how capable she is in soliege challenges. By finishing each
challenge we demonstrate that Chell is very capafobempleting these tests, but more

importantly is that Chell is resilient and will ngive up easily. One scene that
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demonstrates her strong character is the scenbiaghwWhell has completed all the
challenges and is placed on a conveyer belt tonafdeace to die. As the player we
inherently understand that we want to survive daaefore our actions affect how Chell
is viewed as a character. Game designers creasdisits and scenarios that are directly
tied to the characterization of the player charaatel all successful action from the
player is directly reflected on the character.

Because Chell is a silent protagonist, we havepgportunity to develop our own
impressions and readings of the character. Chell dot speak during the game and | get
the notion she is strong and a person of few wadrdsre are many female protagonists
in other video games that are similar to Chell,thete are games that do flesh out the
characters with the use of cinematic in cut-scameisthis gives the player a more direct
impression of the character. An example of a stfentple character would be Lara
Croft from theTomb Raideseries in which the cinematic cut-scene, the dialod)the
third person view of the character demonstratessima is a fearless woman who would
wear an inadequate outfit on an archeological exiped

The environment also holds a lot of clues aboeffittional game world and it
can also help tell a story within a game that isl\af one. During the introduction of the
game, one thing that the player can see througpgl#ss walls is a room at the far end
with some office chairs and a desk. We can dechaiethese are observation rooms in
which a scientist can oversee the test and thesuldjevertheless the room in that first
test chamber is empty as with every other obsematom that Chell encounters

throughout the game. This tells us that the oning being in the facility is Chell and the
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guestion arises: why is Chell the only living beinghe facility and where is everyone
else?

The environment in a video game, particularlyPortal, is a mise-en-scene. The
pale color pallet that is found on the walls of tast chamber gives the player the
impression of a sterile environment. It also giueghe clue that we are inside a lab
facility or perhaps that the player is being trddtke a lab rat inside a maze. All of the
props that are seen throughout the game suggesi@taent and isolation. The game is
constructed with many different test chambers aedotayers get some sort of
satisfaction every time they finish one and thest fee urge to continue with the game
much like a good plot in a book will entice thedeato flip to the next page.

The characteristic that makBsrtal engrossing is its game mechanics. Each
chamber is a puzzle that needs to be solved amghbdfeach chamber fun to solve and
play. But for some reason | also felt the urgertow how the environment would change
and how it would affect me and the player chara&erhaps these are signs of this game
being engaging because its narrative and envirohmen

There is a general plot that structures the gdine.actions that are presented
from the moment Chell leaves the confined spacenearr be replicated in each and
every play through as the path and the movemesacth gaming session will be different
from each other. Nevertheless the required acti@ach test chamber will be similar in
each play through. What is important for undersitagntiow the narrative iRortal works
is to understand the rules of the game and itsemwient and how players can gather
what they’ve learned to produce actions that cadyee meaningful results. This

phenomenon as explained in the previous chapteraan as “agency”. One of the first
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things that the game trains the player to do méwe and look around using the mouse
and the keyboard. The player also learns to gr@dctsbby pressing “e” and they can
carry the object with relative ease and place theab wherever they desire.

| have previously mentioned in this chapter thatgame oPortal is divided into
different test chambers in which the player hasolee the puzzle in order to progress
through the game. Each chamber becomes harderaader fand this proves to be a
motivating factor for the player to complete eabhltenge. We want to know what is
beyond each door and wonder how much harder eadlece is going to be compared
to a past challenge. This feeling of accomplishnieathieved through agency and the
player will freely roam around the room lookinghaiw each set piece is located and try
and determine how to solve this puzzle. If | de¢mlepen a portal at one end and place
the portal at another end and the action allowsawmeach a switch, | have achieved a
result that will allow me to further explore thenga

As | have previously discussed, in a story drigame such aldalo andCall of
Duty, completing a task and moving past a point wilénftrigger a plot device such as a
cut-scene in which the player loses control ofgame and a movie is played to give the
player a sense of accomplishment and a rewardfopteting a level. This is also a time
in which the game moves the story forward by presgrplot elements and more
exposition and goals for the following level. Letake the first person shooting game
Halo 2as an example. There is one cinematic cut-scetig@thsents one of the player
characters being tried in a court for failing torgaete his mission and being punished by
the higher council. The player character is thergithe opportunity to redeem himself

and given the mission to infiltrate the enemy barse kill the enemies.
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In Portal, the advancement to the next test chamber dodsiggér cut-scenes
and there are no plot elements that help tell iy st@hin the game. However what is
present during the intermission between eachddkei dialog that GLaDOS presents and
through her we learn a little bit more about tharelsters and we can start to deduce the
situation Chell is in during the game.

Intermissions in games are generally cut-scenasioh the player is given a
cinematic or text and pictures giving us the backgd information and a goal for the
following scene. These scenes do not occlirartal however. Every time a player
finishes a chamber there is a resting period betvweeeh chamber. This is what | would
consider as an intermission. Every time the pléiypeshes a chamber GLaDOS talks to
the player. What has caught my attention occutiseaénd of test chamber 4. GLaDOS
tells Chell that she will no longer monitor thettasd that she will wait for Chell to cross
the particle wall at the end of the test to detaemf the test was successful or not. Right
after the test, GLaDOS reveals to Chell that shtliea to her and that GLaDOS had
monitored the entire test. There is some sortstfwlt that is starting to brew when
GLaDOS speaks. One important aspect of GLaDOS anahteraction with the player
character is the tone that she takes throughowgahee. At first the Al computer sounds
lifeless, as one would expect from a digital maehuntil there is a short circuit that
affects it. The tone at first is humorous and upldeang the first half of the game. But
once Chell nears the end of the text chambers GIaBt@rts to sound more sinister,
hoping that Chell will fail in one of the tests aomhtinuously taunting her about how
death can occur at any moment. After completingdieamber 19, and the test being

deemed successful by the computer, Chell is gargetkilled in a furnace and it is only
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by quick thinking that she is able to escape aedaiath. During this last chapter of the
game, GLaDOS starts to sound more desperate astdridal as opposed to the first part
of the game. The idea that a specimen is capaldseaaiping death must have been out of
the computer’s calculation. Apparently, the dedtthe player character would have been
a lot more beneficial for the antagonist.

There are possible reasons as to why GLaDOS wastsp Chell and why she
asks her to surrender, return to being obedietiteésystem and yield before the
computer. During her daring escape, GLaDOS haseuffber the reward of cake but
during the escape, we stumble upon graffiti orvtaé written by what we can deduce
were previous test subjects of the Aperture sciemcehment center. One of the
scribbles that is visible on the wall is “the cake lie”. This refers to GLaDOS’s
constant referral to the reward of a cake at tlteafithe test. There are also notes written
by a past survivor known as Doug Rattman who wanysfuture test subjects of the

perils ahead.

Figure6: "thecakeisalie" revealsasinister sideof GLaDOS
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After navigating through the belly of the facilit¢hell finally reaches GLaDOS
in a large room holding the Al computer. Nevertlsslthe self defense mechanism is
activated. By using the portals and all the skiist Chell has learned during the
experiments, she is able to guide the missilestdsv&LaDOS and knock the personality
cores out of the main system and drop them intor@ate. Eventually GLaDOS activates
another defense mechanism in which she releasas aggnt that can potentially kill
Chell and this limits the time the player has tetd®y GLaDOS. Ultimately Chell
prevails and is able to destroy all three of GLaDCfses and she is able to escape from
the testing facility and gain freedom by appearmthe outside world watching as the
debris from the explosion falls onto the groundt Beedom is short lived as an unknown
Al machine approaches Chell and drags her backldoesting facility. As the end
credits roll, a song is sung by GLaDOS herself vehtill alive” and excited that the
experiment was a success. These credits are stmithose at the end of the film.

The plot of the game is very straightforward. Azaig minute details within the
environment and studying GLaDOS as a charactegeanithe player various layers of
possible story telling of the game. However asgiame develops and we get to know
this fictional world better, we move past the staual narrative of the game and can start
to explore the overall narratives that exist wittie world set irPortal. The diegetic
world in Portal is filled with many different narratives that dotrunfold in the game.

This is alleviated with the releasefdrtal 2in 2011, which further expands on the
history of Aperture Science and continues the niaga@f Chell. It is these unexplored

aspects of the narrative that have interestedrthieeenline community ifPortal, and

83



provoked the desire to learn more about the chenrsend the mystery behind Aperture
Science.

The idea of multiple narratives in video gamesasexclusive to a game like
Portal. Video games provide players the freedom to expoikcreate their own
narrative based on the fictional environment thatare playing in. The results are that
players can freely create alternative narrativabéngame that they are playing. Hidden
messages and Easter eggs, which are secrets ledisigners for players to discover, are
also very common within the gaming industartal expands on these traditions of
video game design. But what sets it apart fromraglaenes is the uniqueness of the
character and the story.

When Valve first announced the Orange Box andytiree ofPortal, viral
marketing for games had become a common occurkghee promoting highly
anticipated games. Bungie, the developédfaltb for the original Microsoft Xbox had
commissioned an alternative reality game call@gebeesn which the player could visit
the site of llovebees.com and look at the challsragel the clues that are left behind on
the website. Many believe that the website was édelnd the clues left behind were
challenges that required users to go to payphameslial a number to get more clues.
This was one of the many activities that the welsibvided for its users. The fictional
information that the participants received were satmat tied to the fictional world of
Halo. Eventually it was discovered that llovebees wasgketing tool for the release of
Halo 2for the original Xbox console.

Valve did something similar to what Bungie did lmialo. Portal was an entirely

new game, and to promote the game Valve publidghedperturescience.com website
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mimicking the name of the fictional corporationrfrahe game. Early versions of the
website contain no graphical user interface. Isiseommand prompt similar to
Microsoft's DOS that was widely used during the r&@ds until the early 1990’s. The
users have to figure out a series of commandsatiiadllow them to access the system
and explore it to find any clues that are relevarthe overall picture and or story of
Portal.

When Chell escapes the final test chamber and gaicess to the backbone of the
facility, she stumbles upon graffiti or scribbling the wall that was left behind by Doug
Rattman. One particular scribble on the wall igvaht if the player wants direct access
to the system terminal in aperturescience.com webEnhe player has the choice to
briefly skim over the scribble on the wall, but $eovho choose to read the entire thing
can find information that may seem irrelevant t® ¢fame but provides a login name and
a password. When logging on to the aperture scieetsite as Cave Johnson, the user
gains access to various memos and notes thatamelckelated to the history of the

company itself.

Figure 7: Login and password infor mation found in this secret room, provides a diegetic narrative experience of
the Portal universe
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It is revealed that company was founded in 1958 &aye Johnson, a shower
curtain manufacturer for the armed forces. Johitwmame a rich through the continuous
business from the armed forces and began to eXparmisiness to further scientific
research. Unfortunately he became sick and, wilkidineys failing, he set his company
to focus on three research projects, two of whiehewailures. Only the portal project
showed promise. One issue that arose during thalgxperiments was that employees
were wary of the safety of the test chambers aadhtimber of deaths that were
occurring in many of their tests. Johnson had sahinemos to his employees explaining
that in the case of anyone who participated int¢seand died, their families would
receive some sort of help so that their death waoldbe meaningless. Furthermore a
memo can be uncovered detailing the recruitmenirasidating that one of the groups of
participants that they were looking for were orpéhchildren. Perhaps Chell was an
orphaned girl who was adopted by the corporatiahgaurt into a deep sleep from which
she was later woken so that she could participatleda test.

A purely ludological study of this game would hdaeen enough to understand
that this game is not a first person shooter clorehich the character is wielding a gun
and shooting her way through enemies. One aspéicea@njoyment of the game lies in
game mechanics such as portal creation and pratxdérmg. However for many gamers,
the full experience of playing the game does ntitey lie on the game mechanics.
Many of them play to be immersed in the story aadigipate in the development of it
through the actions and the decisions made byl#yers, thus evoking agency as

described by Murray and other narratologists.
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One of the biggest interests of playing gamebkas the action that | have
produced throughout the game can cause the nartatidevelop. This gives the player
the impression that the game is both participasony procedural. These two virtual
environments also give us the impression that werderacting and creating the story of
the game while playing.

By studying the game beyond its mechanics andydegie can also look at the
details that can tell us about a much larger nagdhat occurs in the game. There are
clues scattered around the virtual world that altala different game created by the
same company and using the same graphics enginiey laudifferent team within the
company. Players are able to spot what is congiderbe an “Easter egg”, which is
hidden bonus content that the player can find,tarngligh the discovery of this bonus
content, the player discovers more background imédion of the company and the
experiments through the use of external sourcds asithe apperturescience.com
website.

Ludology alone is so focused on looking at vidamgs as games that the result
is a study that is purely focused on the mechaamckthe design of the game. It leaves a
gap in a comprehensive study of a video game dmardly acknowledges the aesthetic
appeal a game may have. This is where Narratolagybe of great use as it explores
how games can use interactive storytelling andallos to focus on elements that are
relevant to the story of a game. This two pronggaf@ach can give us a more cohesive
study of a game, but the experience of a gametismtoely limited to mechanics and the
story of a game. It is also the way games makeftidéferent platforms and about the

community that they create amongst gamers. So pgr#ird approach that uses both

87



platforms studies and cultural studies approacheselp us paint a much larger picture
of the value of video games.

A Taste of Platform Studies

Having completed a Ludological and Narratologid¢atly of the gaméortal, | feel that

a brief study of the game through alternative appihes could help support my findings
on the limitations of these two approaches to vigame studies. My preliminary
findings for the two main approaches are that tiegyrally focus on the content of the
game which can help us understand how a gamébk&l is such a success within the
gaming community. But they don’t address the caltumpact and the relevance that this
medium may have outside of the gaming communitg Biggest shortcoming that |
found in Ludology and Narratology is the lack oppart for hardware studies and the
relationship between the game and its software.

Taking these shortcomings into consideration I briefly employ an alternative
approach to the study &fortal through the use of platform studies as deviseNibk
Montfort and lan Bogost, to help us understandhdrelware and the platform that runs a
game. Then, | will discuss the relevance of theiggmommunity and fandom for the
study of a game lik€ortal.

As | discussed in the review of literature, thalgaf platform studies is to
understand the relationship between the hardwat¢hensoftware. | believe that by
looking closely at the hardware, we can try andeusidnd why certain game elements
such as game mechanics and visual graphics weatedréor the game. However,
platform studies are not entirely dependent orhtrelware the game is designed for. We

can study how a game engine can affect the desigrgame. We can also explore the
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methods used to distribute the game and how timtisa affect the design of the game.
Take for example the social gafrarmville which can only be played on Facebook,
which is a social networking site. By looking atcEhook as a platform, we can
immediately deduce that the games being develapetthé¢ social networking site will
build on its built-in capabilities to interact witfriends” and focus on the social
interaction between the players.

When conducting a platform study®@brtal, we have to take into consideration
that the game could be played on a personal comanteon home consoles such as the
Xbox 360 and the PlayStation 3. Usually when depielp a multiplatform game, the
developer has to choose a leading platform in wthiehdesigner will focus all of their
efforts on one machine and port the game to thergtlatforms. In the case Bbrtal, the
game was primarily designed for the PC and theteddo the home consoles.

When designing games for the PC, the developefes foatake into consideration
the many different types of hardware configuratizat the game will be played on.
Some gamers will have a state-of-the-art computir avpowerful GPU (graphics
processing unit) whereas other gamers will playplder computers with limited system
resources. In order to cater to the largest grdygayers, the developer has to consider
the most common hardware setup and they have igndigeir game around it. Based on
these criteria, the developers had created a gaamectin be played on two year old
computer during its release. They were able tdhdoliecause the game was designed
around the Source engine that was released b&00wh As a result, the visual graphics

of Portal were not as detailed as first person shooter eppatts such aSall of Duty 4
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andBioshock Because visual graphics were not relevant to és&gd of the game, Valve
was willing to create a virtual environment thatswauted in color and texture.

The source engine that pow&srtal may not have been as graphically powerful
as other contemporary game engines of the tim@suisual shortcomings were easily
remedied by the capabilities of its physics enginé the ability to pick up and
manipulate objects. Whethalf Life 2was developed, they created game mechanics
around this capability, creating puzzle like sitoias for the player to solve in order to
progress through the game narrativePamtal the designers built upon this capability to
create objects like the companion cube and crgatezles in which the companion cube
was needed to help the player progress througaine.

The developers also used the physics engine at8do create puzzles in which
the player has to go through strategically placedais and use the game’s physics to
defy gravity through the use of terminal velocitiis ability was not available in
Portal’s predecessofarbacular Drop(2005). The premise of this game is similar to
Portal but it used magic doors instead of portals. Mogtartantly, the physics engine
for Narbacular Dropwas not as advanced as the one from Source and kizhe the
ability to maintain momentum from one portal to tiext. The Source engine allowed the
same developers to create more sophisticated puttda were possible Marbacular

Drop.
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Figure 8: Narbacular Drop (2005), the precursor to Portal (2007)

By looking at the Source engine as the platformas able to understand how the
developers were able to use physics to create gmitzat required the player to jump on
a ledge and go through a series of portals thathvibw the player as a projectile so that
they can reach an unreachable area. | also le#éinaéthe engine’s ability to manipulate
objects in the virtual world could have pusheddhsigners to create the companion cube
and the design obstacles that require the useeafuthe in order to advance through it.

Platform studies accounts for the possibilitied ereative opportunities offered
by hardware and software systems but it doesntuds the relevance of a game within
the gaming community or society. It is thereforedarctive to also examine videogames
from a cultural studies perspective.

Portal as an Internet Cultural Phenomenon

In 2007, the gaming community was excited abouv&alrelease ofhe Orange

Box,which was a compilation of past releases sudHaiLife 2,andHalf Life 2:

Episode land new game such as the highly anticip&pidode 2and a fan favorite
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multiplayer first person shooting gaream Fortress Zortal was the last game to
round off The Orange Boand it was an entirely new game from the studiallasf the
other games included in the compilation were seqigisode 2andTeam Fortress 2
were well received by video game critics and thmigg community. HoweveRortal
became the sleeper hit and the news spread thratigifeinternet.

Portal could be completed within three to four hours asd result, the game
garnered a large group of fans within a short sgame. Players could have passively
consumed the game, however many chose to log theitofavorite video game forum
and discuss the game and share their thoughts Bhatgeneral consensus of the game
was positive and gamers shared details that thedlérom the game. Initially, the
discussion oPortal revolved around the original game mechanics aagtizzle solving
element of it. This is because no other game witiénfirst person shooting genre
combined elements from puzzle games into a cohesiperience. The conversation
evolved from game mechanics to the narrative elésnafrthe game.

Fans returned to the world Bbrtal because they felt a connection with the
character of GLaDOS. The sarcastic and witty dia¢ogf the artificial intelligent
computer became the greatest asset of the gamedeeitatruck a chord with the gaming
community. This resonated with their own social e®df communication, sarcasm and
bravado, both of which are ways to interact witheotplayers and a defensive response
to a frequently unsympathetic non-gaming society.

Through the game, GLaDOS would often tell the efahat at the end of the test,
there would be a cake waiting for them. After aeseof test and constant reminders by

GLaDOS that a cake would be available, the playarlg/finally realize that there might
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be no cake. Nevertheless, players felt motivatembtoplete the tasks that they had in
front of them with the promise that there wouldaoerize at the other side of the door.
However, through the ability to explore the virtgghce, players found that there were
hidden areas within the game that had writteneexthe wall. “The cake is a lie” would
be repeatedly written across the wall and we woaolde to the cruel realization that
there would be no reward for our efforts. But tieeyprs did not feel that way, they found
it to be funny and whenever there was a discusshout false promises players would
allude to the game and quote “The cake is a lig’'thrs quickly grew into an Internet
meme.

Fans are content to go back and replay the garnedt&aster Eggs or game
secrets anéortal is full of them—a testament to the game’s powedfagesis. Within
one of the secret rooms we find that there is a adelvess as well as the login
information to the website. Fans that took the clkaand visited the website discovered
that the website was a command line terminal ferfittional Aperture Science Facility,
which contained information that was not providedhe game. The site provided details
such as who the founder of the company was angeéeit was founded, as well as other
information in regards to the fictional companyns@ompiled all of the data that they
had gathered and built a timeline for the gamediscussed the possibility thbrtal is
a part of theHalf Life universe

AnalyzingPortal from a cultural perspective allows us to look arketing and
other materials, which are part of the diegeticldiof the game. It also allows us to
examine how the fan community appropriated thesemads to transform a simple

narrative gaming experience into a cultural phenameThe highly successful release of
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Portal 2in 2011 demonstrated that this diegetic world imdharacters were compelling
to a broad audience.

This chapter has modeled four different critiggp@aches that in combination
allow us to better understand the heart of whatesakdeogames appealing to the
public. Ludology helps us understand the allurgashe mechanics, whereas Narratology
exposes the appeal of player interaction in trad#i narrative structures, allowing
agency to explore fictional worlds beyond scriptelés. Platform studies show how the
combination of hardware and software open up areatpaces for developers and players
to explore. With its focus on fandom and its mastééons, culture studies validate the

appeal of videogames as both games and narratithe gaming community.
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Chapter 5: Conclusion

The current generation of gaming consoles suchiasobbft's Xbox 360 and
Sony’s PlayStation 3 pushed the gaming industrnatde the high definition generation
of games. Both hardware companies believed thdiféspan of this current generation
of consoles could last more than the standardyiaas of shelf life a console would
normally have. They believe that the graphics thease machines produced had reached
a plateau and any new machine released in thesfutauld not produce a huge leap in
graphics like these previous consoles had done. mkant that designers had more time
to explore and be familiarized with the hardwaheistgiving them a chance to
experiment and develop new game designs. Someagg@rslchoose to focus on game
mechanics while others opted to improve on video@atorytelling.

Portal was a product of experimenting and developing game mechanics.
Puzzle solving in video games had been preserthegr genres such as adventure and
survival horror games. However, developers wergesdrnn having the player shoot their
way through a maze in first person shooting gamésatPortal did was take a genre
that was inherently violent and made it accessibkudiences of all ageRBortal became
a phenomenon within the gaming community and iabeeone of the top games of
2007, a year that had many first person shootimgegaas triple A titles.

Call of Duty: Modern WarfargHalo 3 andBioshockwere all games that had
taken a different path than what Valve did witbrtal. The developers for these games
had opted to expand the first person shooting geyfecusing on its story and narrative.
Halo 3took a more traditional narrative approach in wiiee end of a mission was

marked with a cut-scene in which the player wagmgiwmsight on the events that had
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occurred and the problems that they will face mftiture.BioshockandCall of Duty
choose to expand on their narrative through theotiseal time events placing the player
in direct control of the character when importargrgs are occurring in the game. This
means that immersion is never broken like it dithwihe more traditional narrative
approach in games suchHalo 3. Either of these two approaches to storytellinyetb
the industry forward in terms of game design. Altleese games that | have mentioned
as well as the large majority of games that welldiglied had taken serious steps in
improving video game storytelling and narrative @lepment. Fictional worlds were
created and many stories were told through them.

| have argued that there has been a huge shifti@ game design towards
narrative driven games because of high cost inldpiregy games. The single player
experience in video games was largely responsibblthe continued rise of video games
during the previous generation of consoles. In oragustify millions of dollars when
developing new games, developers had to make lsatr¢hieir games could provide a
satisfying experience through the use of game mmechand narrative development. The
high definition consoles have given developerstgraaols and freedom to create games
that are immersive. However these consoles hawvegalen developers and user the
ability to connect with each other.

On the personal computer, the Internet has alldaedeople to interact with
each other in virtual worlds such as AzerotWorld of Warcraft First person shooters
were also popular on PCs because of the multipfayerat. This allowed players to fight
against each other and challenge themselves bekgergingle player campaign. The

online capabilities in gaming console brought thsual gamers into the competitive
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world of video gaming and players are no longerifgiggames for the single player
experience, but for the challenge and the thrilinodtiplayer gaming. For the past four
years, the highest selling game had been from #lleo€Duty series and the majority of
the players bought the game for the multiplayetiporof it.

Multiplayer capacity has become a strong selliogin the current crop of
games and | believe that it will remain the mogbamant aspect of a game that players
are looking for when buying a new game. There sderhg a large appeal to gamers
when it involves social interaction. Humans are petitive by nature and the fact that
multiplayer games pit players against each othemieadened their appeal. My concern
is that video game designers are going to put asigegoals for developing video game
narrative and focus on multiplayer and social aigpetfuture games.

This is evident in the release of Valve’s seqaddartal, which was released in
2011.Portal 2added a cooperative component to the game allotmiaglayers to play
through a series of test chambers and collaborilteeach other to solve the problems
that they face in the gamiortal 2 may have included a multiplayer portion to the gam
but the main game is still a continuation of thigioal game which expands even further
on the story of the game. New characters have iné@duced and both a face and a
voice have been given to Cave Johnson, the fousfd®perture Science. Back-story as
to how the company was founded and the experintkajswere doing has been revealed
and the origin of Chell as well as GLaDOS has aksen hinted at throughout the game.

Valve took the game mechanics of the first ganmteexpanded on the original
mechanics but they have also chosen to focus mgt@l story within this game and

expand on the fictional world that had already bestablished in the first game. During
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my study ofPortal, | originally felt that the game was highly biassghinst narrative
because of the strong emphasis on the use of pairtdl game physics as the main selling
points of the game. Ludology made it possible tdanstand howortal was played and
the unique qualities that set it apart from all dtiger games that were released in 2007.
The ability of creating portals in a virtual woilda way that gave the player the ability
to break the laws of physics was completely nethévideo game design. Furthermore,
the combination of puzzle solving and first persbnoting mechanics was also new
within the industry. Video game critics and ganteaid praised the game for its
mechanics and Ludology provided the evidence aghiothis game was a huge success
when discussing game mechanics and design.

| argued at first that Portal was a game thatmwase focused on the experience
of gameplaying than on narrative because of tHedda strong story within the game.
However, through the use of Ludology | discovered tthe use of player agency helped
shed light on hoviPortal can be a narrative driven game. During the casiyst found
that there were strong characters within the g&oethe most part GLaDOS had a large
role in the game as the antagonist. But it was alclearacter that set the tone of the game
and it largely remained playful throughout the ga@ieell on the other hand was the
quiet heroine but because of the player’'s agene@so became possible to view her as
someone who is strong, smart and has an unwavegpirigthat will never falter despite
facing deadly challenges.

In addition, the game opens up narratively whaygis explore the spaces of the
game on their own and discover secrets of the ghatanight have been missed if they

had not deviated from the main course. Throughwmeigme GLaDOS had been
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reminding me that there was a cake waiting for htee@end of the test. Through
exploration | discovered that GLaDOS had been lglhglong, as a previous test subject
had gone through the entire test. The most impodetail that | found in the game
through exploration was the login name and passWarthe aperture science website.
This bridged the game with the internet throughdmaedia story telling and it gave the
game greater depth in storytelling and narrativeetigpment.

Taking a ludological to studyingortal made it possible to determine that the
game mechanics as well as the game engine werensbfe for the success of the game
whereas Narratology helped me realize how deepdhative of the game could be
despite its simple plot. Furthermore, | discovetet games could contain a diegetic
narrative. | wouldn’t have been able to arrivehas tonclusion had | just focused on one
approach over the other. However, as a gamett thiai the relevance of this game went
beyond what the methods used by ludologists andtmdwogists could explain. One of the
greatest appeals Rortal is the cultural impact it has had in the interawed gaming
community. Internet memes such as “the cake ig"ahd “this is a triumph” have
become popular in gaming forums. Inanimate objsgth as the companion cube
became objects of desire, and the character of Glsafdas admired by players despite it
being the antagonist. The cultural phenomenon laadandom oPortal would be
completely ignored if a study of the game were cabeld with one of the two primary
approaches.

Another aspect of the study that | found lackiresuwhe lack of consideration of
the platform the game was being played on and hewlatform has influenced the

design of the game. A platform such as a video gaongole has an input device that is
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predefined by the hardware manufacturer and tiseadimit as to what the game pad can
do. Because of the popularity of game consolesyiierity the games that are being
developed cater to the console community and theegaare designed around the
limitations of the gamepad. PC gamers have comgdiihat by catering to the console
crowd, video game design had suffered. Issuedhikenvould have been ignored had |
only focused on Ludology and Narratology as theyehe narrow focus on the content of
the game. | believe that hardware and platformissudre also required in order to
understand how the capabilities of machines haettdtl the design of the games.

However, platform studies do not explain the soomgdact that media has on our
society. Therefore a media studies approach tmw@ene studies is needed if we are to
look at the relationship between video games ank0

| had first set out to demonstrate that usinghgudar approach to video game
studies is not prudent as it leaves out many detfaglt are relevant to the understanding
of the medium. | believed that using both approachas the proper way of approaching
video game studies. However I've come to realia¢ @8ven combining these two
approaches does not give me a complete understpafithis medium. Culture, platform
and hardware studies along with Ludology and Nalogly should be combined to make
up a multidisciplinary approach to video game stifidye are to gain a greater
understanding of this medium. Based on the resdhath have done witRortal, I'm
confident in saying that video games can providgeis with a fictional world that can
be freely explored by the player. Through transmaedhid fandom video games have

become a media of great cultural importance irettiecentury because they provide
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players with an immersive experience that canndobed in any other medium. Video

games are taking us one step closer to freedonvinual environment.
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