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Abstract 

In this paper narrative in interactive media is analyzed, with a special focus on emergent narrative. Based 

on the theory discussed, this paper details the creation of an online survey consisting of five narrative 

analysis methods. What these methods measure is: emergent narrative (questionnaire designed in this 

paper), narrative transportation, player immersion, individual game mechanics effect on emergence of 

narrative (questionnaire designed in this paper), and the Bartle player type. Each test subject answered the 

survey for one out of twenty games chosen for this research. The twenty games were chosen based to meet 

one of three inclusion criteriaôs. Firstly on their descriptive narrative, which indicates a strong emergent 

narrative experience, communities, secondly the emergent narrative potential and thirdly for their use as 

comparative or baseline measurements. The test was conducted during a three week period in May-June 

2015 and the survey received answers from 14 259 people. The results strongly indicate that the emergent 

narrative questionnaire worked in measuring emergent narrative, when compared to the self-reported 

emergent narrative experience. (P = 0.06 < 0.05) with a strong correlation of R (14) =0.947, p < 0.05. It is 

therefore assumed that the questionnaire created in this paper, worked relatively well in classifying 

emergent narrative based on the explanation given to the test subjects. Furthermore, the results also indicate 

that there is a medium and strong correlation between the emergent narrative questionnaire, and narrative 

transport or player immersion, R (14) = 0.559, P = 0.024 < 0.05 and R (14) = 0.521, P = 0.039 < 0.05 

respectively. Narrative transport and immersion can therefore be concluded as significantly influential in 

games where emergent narrative is likely to appear. The amount of data gathered was great and covers a 

wide range of different aspects of the interactive narrative experience. Much further work is needed in order 

to analyze and look at this data, and we are sure there are still a number of interesting findings hiding within 

it. 
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1 Introduction 

This paper details an analysis and research in interactive narrative, with a special focus on the concept of 

emergent narrative in interactive media and video games.  

Emergent narrative is a concept of narrative which has been thrown back and forth within the narrative 

research community and the video game industry for the past 15-20 years. Until now emergent narrative 

has existed mostly on a theoretical level, but in this paper, we attempt to define and empirically measured 

it using our Emergent Narrative questionnaire. What we try to answer is, how to define emergent narrative 

in the context of video games, how it is experienced by a player and what design considerations or game 

mechanics are most likely to facilitate this experience. 

We feel that an unambiguous definition of emergent narrative is still missing in the research community. It 

is also our belief that some fundamental questions remain unanswered. This question and the research gap 

that comes with it, is the lack of quantifiable methods which can measure the emergence of narrative in 

interactive media or video games. Furthermore we address, what is seen as disparity in the discussion, 

within the theoretical environment and within in the game industry. The two need to be linked in order to 

find out if the work has progressed in the right direction in either of the fields. The paper details chosen 

parts of the ongoing discussions and work done on the subject, and points out what we perceive as a 

confusion in clarification within it.  

In this paper, we go on to define emergent narrative as follows:  

Emergent narrative is an intrinsic experience, which transpires as a mental process, 

through cognitive storification or alter biographing, as a player interacts with a 

systematic virtual environment. As the player navigates and interacts with the game 

environment and ludic system, the story emerges through that interaction, either 

during the play session, or after-the- fact, once the player has had time to reflect on 

the experienced events. The story that emerges is therefore a non-scripted, self-

narrated player story that gives closure, which can appear through a collaborative 

process between the system and the player. This feeling of closure can either appear 

from within the system itself, or in the mind of the player, depending on the abstract 

or didascalic nature of the narrative. It is a narrative, that to the player feels unique, 

or one of a kind. The narrative in itself does not have to be one of the kind, but the 

system needs to be complex enough for the player to experience it as such.  
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Or in short: 

Emergent narrative is created, internally by the player, as a non-scripted self-

narrated player story that gives closure.  

In order to measure emergent narrative, video games that are perceived to offer emergent narrative, and 

released in the past five years, were sought out. This was done by looking online for apparent accounts of 

storification processes, where players felt a strong enough urge to retell their gaming experiences in the 

form of stories. Seven such communities were chosen, with 13 additional games picked, based on either 

their emergent narrative potential, or to be used to form a comparative baseline.  

Using our definition of emergent narrative, and following our discussion and analysis of the subject, we 

designed a ten question Likert scale survey that would measure emergent narrative. Then, considering the 

game mechanics of all the games chosen we created a list of 26 game mechanics which fit within the 

systems of these games. Based on that, a 4-12 question survey with game specific questions, relating to 

each gameôs mechanics was created. The questionnaire also asked players to report on if they felt they 

experienced emergent narrative, based on our definition. The test subjects were then asked to rate the 

individual mechanics based on their perceived influence on the narrative experience.  

Additionally, based on research indicating that narrative transport and player immersion being important 

aspects of emergent narrative, the survey included two questionnaires which analyze the narrative transport 

and the player immersion experienced while playing these specific games.  

All in all the survey consisted of four different analysis methods, where depending on the game. A total of 

56-65 questions were asked. 

Lastly a non-compulsory analysis was added, in order to gather data on the player types of the participants. 

The test used was a Bartle player type test, which is an online questionnaire consisting of 30 questions.  

Each participant answered the survey for only one of the twenty games, with a few going back and re-taking 

it for a second game.  But because of what is considered to be caused by the length of the survey, only 70% 

of those that participated completed all four main questionnaires, with 39% answering the optional Bartle 

test. Answers were saved after each section, so the different questionnaire received a different amount of 

answers. The survey was conducted over the course of three weeks, from the end of May into the middle 

of June, 2015.  
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13 547 people answered the emergent narrative questionnaire, 11 678 the Narrative transport, 10 146 the 

Player immersion and 9438 answered the game mechanic questionnaire. Additionally 5220 people 

answered the optional Bartle test.  

The results indicated that there is a correlation between the emergent narrative questionnaire and narrative 

transport or player immersion, 0.559 and 0.521 respectively. This indicates a medium to strong correlation. 

Because of the lack of lower numbers for comparison, the only thing that can be concluded is that games 

containing highly emergent narrative, do contain in most cases, a relatively high level of immersion and 

narrative transport.  

When looking at the results from the game mechanic questionnaire, it is indicated that in the chosen games, 

the top five, self-reported, most relevant game mechanics would be Empire management, Permadeath, PvP 

interaction, Random world, and Diplomacy. Although these results were pretty clear, they do not indicate 

anything other than the games being chosen and rated highest on the Emergent narrative scale, are more 

likely to contain the more emergent game mechanics. This emergence of narrative will, therefore always 

come down to the systems design and implementation, as long as the game sticks to ontological design 

methods. 

On the other hand, the emergent narrative questionnaire, based on our results, did manage to pinpoint the 

more emergent games, when comparing it to a self-reported narrative experience, with a correlation of 

0.947.  

The amount of data gathered can in itself be seen as one of the better results of this paper, with 

approximately 680 000 individual questions answered. With this amount of data, and with its wide range 

of questions. The data set could become highly valuable to the field of video game and narrative research, 

and could serve as a foundation for much further research in the field.  
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2 Background 

Narrative theory has evolved through the birth and evolution of books, movies and hypertext media. Today, 

these methods of analyzing stories have taken a new turn with the introduction of interactivity. How has 

narrative changed and evolved with interactive media, and what are the different ways of presenting stories 

in games?  

To start off, we are going to detail some of the history of narrative theory and research, introducing relevant 

concepts and discuss their relation to the topic of this paper. Firstly we will be taking a look at the 

beginnings of narrative theory. After this, a closer look will be taken at how the introduction of interactive 

media has affected the field, and introduce the concept of emergent narrative and other related topics. 

One important term that needs to be specified to begin with, is what narrative theory calls ñthe readerò and 

in the context of video games, ñthe playerò. In both cases it means the recipient that experiences the content 

of the story or the game. In this paper, both these words will be used, interchangeably. If a reader is 

mentioned in relation to a game, it means the person playing the game and experiencing it and its story. 

2.1 Narrative theory 

Literary theory or narrative theory proper begins with the Russian Formalist´, represented by Viktor 

Shklovsky and Vladimir Propp, but it can trace its roots back through history to Aristotleôs Poetics 

(Aristotle. and Rackham, 1934). 

Shklovskyôs research into the relationship between the composition and style of stories in the Theory of 

Prose (Shklovsky, 1925) and Proppôs Morphology of the folktale (Propp, 1928) are considered some of the 

ground stones of the Russian Formalistsô way of analyzing stories. This movement or school of thought, 

was continued and evolved by for example, the French scholars, Lévi-Strauss and Barthes and by the 

linguistic circle The Prague School and focused almost exclusively on poetic literature.  

However in the late 19th century, the popularity of the novel, gave rise to a need to include this new form 

of narrative in the theory. The defining difference, between poetic literature and the novel, was the narrator 

of the story. In traditional poetic literature, the narrator is the author or, at the very least, there is no 

difference between the author and the narrator. Yet in the novel, many characters can be included which 

makes it possible for the story to contain contradicting views and beliefs, and more importantly the view of 

the narrator could differ significantly from the authorôs view. 



Background 

5 

 

This lead to a debate on the characteristics of the narrator, resulting in different types of narrators being 

defined. In Narrative Discourse: An Essay in Method (Genette, 1980), Gérard Genette gives us the, now, 

classic narrator types, First Person, Third Person and Omnipotent. 

Although the original narrative theory was created to analyze poetic literature, it survived the addition of 

the narrator from the novel by being updated to include a new form of text. Just like narrative theory adopted 

a new form of text, new and other media have been adopted by narrative theory. We see this in the evolution 

of narrative theory used in theater, film and, more recently, hypertext.  

The newest medium to emerge, is that of the video game. When this medium was introduced, it opened up 

the discussion on whether or not a computer game can be perceived as narrative, and how to apply the 

narrative theories onto digital, or computer, games. The real difference between the narratives of the 

traditional theories and the narrative as presented in computer games is the introduction of interactivity. It 

potentially allows the reader to have agency on the story and be involved in the creation process, as well as 

have an influence on the outcome of events. Of course the amount of interactivity provided varies a great 

deal, but the crucial aspect is that they generally give the player the ability to interact more deeply with the 

story than for example a hypertext would. Whether the story being presented is a completely linear 

narrative, some form of branching narrative or a more complex system of narrative, a reader or player of a 

computer game, will be in the middle of it and hence experience it as both narrator and a participant in the 

story of the narrative. 

2.2 The Narrative Paradigm 

When trying to introduce interactivity into narrative theory, the question about who holds authorial control 

at any time during the narrative experience is raised. In 1984, Walter Fisher proposed the narrative paradigm 

to explain how human beings experience and make sense of any series of events as ongoing narratives, and 

how all meaningful communication is done through storytelling. (Fisher, 1984) It is our belief, that the 

aforementioned introduction of interactivity to a narrative medium can, in its stronger forms, trigger the 

cognitive process of the Narrative Paradigm. This way of internalizing our lives is also a phenomenon 

explained in psychology. According to narrative identity theory, this narrative development starts when we 

are children and the way it evolves is influenced by our communication with friends and family, as we grow 

older. (Hoyt and Pasupathi, 2009) 

This process is very similar to Storification as put forward by Ruth Aylett in 2000. According to her, 

Storification is the self-narration process of a person's life, which is subjective and individual (Aylett, 2000), 
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different people will have different stories to tell, based on their beliefs and experiences. We, as human 

beings, will sometimes, start logically connecting events in our everyday lives in order to create a coherent 

whole, or a story. Stories are also one of our most widespread form of entertainment and communication. 

(Aylett, 2000) Marie Ryan iterates on this process when she says that almost all human interactions can 

have a storytelling or narrative aspect to it. It is therefore possible to look at narrative as a cognitive act, 

ingrained into the human experience. A mental construct we use to interpret and understand behavior and 

aspects of other people, or even interactive systems. (Ryan, 2006)  

ñLife can only be understood backwards; but it must be lived forwards.ò (Søren 

Kierkegaard) 

Or as Ryan coins the term: 

ñLife is lived looking forwards, but itôs told looking backwardsò (Ryan, 2006) 

This concept of storification, can be translated into alter biographing, or the creation of an alter ego. Where 

a person projects its own identity, onto an imaginary person, or alternate personality. One that shares 

feelings and beliefs in most things with the one imagining it, but whose situation is somehow different. Not 

unlike imagining your own future self, daydreaming or identifying with a video game character. (Wilson, 

1991) 

What both Aylett and Ryan are, in essence, explaining, is the cognitive process defined by the Narrative 

Paradigm, therefore we will use the term storification in this paper to refer to the cognitive process which 

happens when a reader internalizes and creates a story out of what he experiences in an interactive medium.  

But how can this cognitive process be measured? Once a personal narrative is written down, it is no longer 

in the ownership of the author, but becomes understood and interpreted by its audience based on their shared 

knowledge and experiences.  (Young, 2013) This is one of the main elements that makes storification a 

hard subject to measure. As soon as a story is told, written down or expressed in any other manner, it will 

always change. This change can be affected by the storytelling methods the author possess, his way of 

writing or choice of language. But the story is also affected by the interpreter, who will project his own 

experiences and cognitive methods into understanding the narrative. Implicitly analyzing or recounting the 

core story of another person, is therefore unmeasurable and ultimately impossible. On those lines, a story 

experienced by a video game player will remain a story in the player's mind until he finds the need to discuss 

or retell the story. The actions and events that we encounter (Adams and Rollings, 2010) (Aristotle. and 
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Rackham, 1934) (Aylett, 1999) will  be experienced and it is not until we try to retell them that they turn 

into narrative. 

2.3 Narrative Theory in Interactive Media 

Saying that all actions taken in a game, or in life for that matter, will become meaningful stories is 

counterproductive. (Aarseth, 2004) There needs to be some kind of a measure on the narrative experience, 

and if internal narrative is unmeasurable, how can we see if different games offer different forms of 

narrative experiences. Marie Ryan agrees with this in Avatars of story, where she says that: 

ñA trans medial definition of narrative will require a broadening of the concept 

beyond the verbal, but that this broadening should be compensated by a semantic 

narrowing down, otherwise all texts of all media will end up as narrative.ò(Ryan, 

2006) 

Can Games be Narrative? 

But can games really be narrative in nature? There has been a lot of debate on that subject throughout the 

history of research in the medium. In her book, Avatars of story Ryan states:  

ñEvery medium capable of narrative presents its own affordance and limitations; 

why, then, couldnôt video games present their own repertory of narrative 

possibilities?ò(Ryan, 2006)  

A statement which Gordon Calleja agrees with, in his 2009 paper Experiential Narrative in Game 

Environments. 

ñGame environments have reached a sufficient level of sophistication that not only 

allow, but demand, a redefinition of classical notions of narrative.ò (Calleja 2009) 

Narratology vs Ludology 

The debate about whether or not games can be seen as narrative in nature took a great deal of time and 

energy away from the research community, where people debated on how to classify games as one thing or 

another. It is understandable why some researchers would want games to be an independent research 
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medium. A medium free from the theoretical restrictions imposed by topics like literature or narrative 

methods. But the two do not have to be mutually exclusive, and could possibly be seen as two sides of the 

same coin.  

The discussion was at its heaviest during the early 2000ôs between the camps of ludologists and 

narratologists, but has since been put to rest. (Murray, 2005) 

In this paper we do not aim to participate too strongly in that discussion, but identify with those that think 

some games can indeed offer a narrative experience, both linear narratives, and more emergent types of 

narrative.  

In this paper, games are seen as a medium which has a great potential for narrative when designed with 

specific considerations in mind. But saying that all games are narrative and that all games can contain 

stories is counterproductive. What needs to be looked at are the nuances and experiences that the player 

has, what makes him perceive and experience the game as narrative and how these experiences are different 

between games.  

The Narrative Ingredients 

Ryan mentions how games have the basic ingredients needed to create a narrative. Those ingredients are 

characters, events, settings and beginning and end states (Ryan, 2006). But again, not all games will include 

all these ingredients, it will always come down to the purpose and design of that specific game. Comparing 

games interchangeably is therefore a problem which seems to emanate throughout narrative research in 

games. Looking at games only from a ludic perspective, based on their game mechanics simplifies matters 

but when it comes to comparisons between them, it could be seen the same as comparing TV advertisements 

to Hollywood blockbusters, as the same narrative medium. In some forms of analysis, that might be the 

most sensible thing to do, but in the context of form or narrative creation, the same rules might not apply. 

Games can be abstract or simulations and all in between. Tetris, chess and many of the earlier arcade games 

can be seen as abstract constructs which do not model anything outside themselves, while other games can 

be seen more as simulations that will depict something external (Ryan, 2006). If asked, anybody could tell 

you a story about any game. Janet Murray argues in her 2004 paper: From game-story to cyber drama, that 

all games are narratives, no matter how abstract they are (Baetens, 2005). But Ryan argues that retellability, 

at its base level, is not enough for a game to be considered a narrative, but rather she goes on to suggests 

an important middle ground, between games that do not offer narrative and all actions in games, being 

classifiable as narrative. (Ryan, 2006) She looks at narrative as a scalar value where: 
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ñThe greater our urge to tell stories about games, the stronger the suggestion that we 

experienced the game narratively. ñ(Ryan, 2006) 

People will apply different levels of storification to games, depending on the nature and system offered by 

a game. Games, as a universal term, can therefore not be discussed as entities with the same definition but 

rather, they need to be defined based on their narrative potential. In this paper it is the intention to look at 

narrative from the same perspective as Ryan calls ñthe middle ground", or by looking for games that trigger 

the strongest urge to re-tell your experiences, therefore indicating a strong narrative experience.  

Categorizing Games 

ñThe practice of formulating theoretical and analytical frameworks that are meant to 

be applied to ñgamesò without taking into account the fact that the various media 

objects referred to have radically different qualities. Using the blanket term ñgameò 

to refer to anything from a game of physical football to the computer based 

Bejewelled, Grand Theft Auto IV or World of Warcraft undermines analytical 

accuracy.ò (Calleja, 2009) 

First of all, it must be said that computer games, no matter which computer platform it is created for, are 

very diverse and at times very complex in nature. Many have attempted to classify between the core of 

games, both digital and not. One way is to create wide reaching definitions that covers a breadth of different 

game types, usually including both digital and physical games. While this can be a good approach, because 

it allows the definition to be applied to many games and theories, it also has the weakness of not getting all 

details of the games incorporated. This can then lead to unequal comparisons or other uncertainties. An 

important aspect that we find must be present in a computer game, is that it must be ergodic. It must be a 

non-trivial exercise to play the game, otherwise it would more a film or movie than a game. 

Calleja uses a suggestion from Ludwig Wittgenstein (Wittgenstein, 1953), that proposes, instead of using 

a universal definition, to use a categorization system, that divides games into families of game. Each of 

these families would then contain the games that share ñfamily resemblancesò and would not be a set of 

strict rules but rather a grouping of games that together represent a collective concept. The strength of this 

method is that there is no single list of characteristics that all the different types of games must follow, 

while still allowing all details to be mentioned and used. Of course this method is not perfect either; it 
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requires that boundaries be drawn by anyone wishing to analyze the games and the researcher must be 

aware that these boundaries are artificial and could be subject to discussion. 

We are of a similar mind, in relation the definition of games, in this paper. Therefore we will be identifying 

different families of games in the Analysis Chapter, based on what we perceive as their appropriate 

placement within our categorization. 

2.4 Narrative Categorization 

How can you analyze the narrative experience in video games? One of the new nuances of interactivity is 

that it requires new ways of thinking about narrative structure. In some cases, designers relinquish their 

rights as the author and hand the torch over to the Ăreaderñ or in the case of video games, the ñplayerò. This 

emerging media has now started creating emergent narrative, or experienced narrative; where the readers 

becomes the creator of their own story. This chapter's intention is to list the different narrative methods 

already used in video game development, and in the end put a special emphasis on emergent or experienced 

narrative. 

Classic Narrative Design in Video Games 

Narrative in video games has taken many storytelling methods from the more traditional types of narrative 

theory. One of the most distinct ones would be linear narrative, represented in figure 1. Linear narrative 

takes the same form as a story presented in a book or a movie. The story is told from start to finish, it has a 

beginning middle and an end. The chronological placement of events does not need to be in order but rather 

they tie together as a whole to create a single stream of narrative.  

 

 

Figure 1. Representation of the linear narrative structure 

 

The structuring of this narrative can then be manipulated into something that will have the biggest effect 

on the reader. This structuring of the story has been worked and reworked since the days of Aristotle and 
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can be explained as Protasis, Epitasis and Catastrophe or beginning, middle and end. It can be shown in its 

most basic form with the Freytag triangle (see figure 2), developed by Gustav Freytag in the 19th century. 

(Freytag and Dilthey, 1965) 

 

Figure 2. The Freytag pyramid 

But with the introduction of interactivity the player can be given power over the path or direction that the 

narrative takes.  This was first seen in the so called adventure books, where readers could make decisions 

on what their character would do by moving to a particular page depending on their decision. In games, 

these branching structures of narrative, sometimes offer a player choices that will lead him down different 

parts of the potential story, excluding the parts of the story that do not fit in with his choice. There exists a 

wide range of narrative design methods (see figure 3 ï 5) that can be used to create these interactive 

structures. Ryan defines nine such methods in her book, Narratives as virtual reality. (Ryan, 2001) 

 

Figure 3.  (1) The Complete graph structure, (2) The network structure (3) The tree structure 

 

Figure 4. (4) The Vector with Side Branches (5) the Maze Structure. (6) The directed network or Flow chart 
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Figure 5. (7) The hidden story, (8) the braided plot, (9) action space, epic wandering and story world. 

As can be seen there is a range of possibilities in the design of interactive narrative, some fit within linear 

narrative games, others within the branching type of narrative. Where the player gets to make choices in 

the progress of the game (the tree and maze structures being the most straightforward examples). Some of 

these methods have been known to cause the rise of the narrative paradox or the combinatorial explosion. 

The narrative paradox, is a theory which seems to have been first publicly coined by Ruth Aylett, explains 

interactivity and narrative cohesion as being in tension, and she says that a structure of a narrative is affected 

and disrupted by any user additivity or interaction, leading to possible incoherence as the system accounts 

for that interaction.(Aylett and Louchart, 2003) An example of that would be when the pre-scripted 

narrative and the interactivity offered to the player start clashing, causing friction between the player and 

the story that the designer wants to project. In the more branching narratives, you could face the problem 

of the combinatorial explosion (Stern, 2008) where every decision branch you add is another line of 

narrative that needs to be written and designed. For each choice you give, new content and dialog needs to 

be designed cascading into the infinite. A way around that would be something like the maze structure 

shown in figure 4, but the problem here being the deceptive agency given to the player, where the choices 

have no real effect on the solution or ending of the story.  

The Death of the Three Act Structure. 

In a Game developers conference talk from 2014, Richard Rouse from Microsoft game studios and Tom 

Abernathy from Riot games talked about the use of some of these different narrative structures in games. 

They talked about how the classic narrative three act structure has evolved in storytelling over the past 

thousands of years. It has been theorized and re analyzed countless of times in striving to find the best 

storytelling methods, if not for all stories, then at least for specific mediums. (Abernathy and Rouse, 2014) 

More complicated story structures can be found in an abundance, but they all follow this basic principle. 

The more linear story structure has been used to great effect in games like Uncharted, which is considered 

one of the ñmoviesò of the gaming industry, mainly because the story is completely linear, and the player 
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has no choice in the way the story evolves, only in how he tackles the gameplay moments in between the 

cut scenes. This is not necessarily a bad thing, but if you want to develop an open world game, using any 

of the classic linear structures becomes hugely problematic. Some of the biggest open world games still 

apply some kind of linearity to their progression. Fallout 3 (Fallout 3, 2008), and Skyrim (The Elder Scrolls 

V: Skyrim, 2015) for example. In both games the player has a choice of when to follow the linear missions, 

and in between he can explore and discover all kinds of interesting side missions and activities. But in order 

to finish the game he will always be forced to get back on track and follow the main plot points put in there 

by the designers. This creates an experience gap for many players who do not like this way of being forced 

to play the game, or what was earlier referred to as the narrative paradox. Abernathy and Rouse, say that 

these open ended game worlds are what ñstory gamersò prefer, because in between the linear plot elements 

lies the emergent narrative of their own creation.(Abernathy and Rouse, 2014) 

In the talk, they mention a study done in 2012 where it was discovered that players do not remember specific 

plot points of games, but are able to remember their own user experience, and specific game characters in 

great detail. It seems to be that the gap between plot points, where players spend most of their time exploring 

and playing, is causing them to lose interest in the story. (Abernathy and Rouse, 2014) 

Another interesting fact from that study, is that most gamers do not finish the games they play. So all that 

money and effort put into the writing and creation of a games story, not to mention if it is a branching story, 

where it will never be seen in its entirety by half of the players. 

Game Name Average 

completion 

Walking dead S1 Episode 1 66% 

Mass Effect 2  56% 

Bioshock Infinite  53% 

Batman: Arkham City 47% 

Portal  47% 

Mass Effect 3  42% 

Skyrim (main quest)  32% 

Borderlands 2  30% 

Table 1. The table shows a number of linear narrative games and the completion rate of its players (Abernathy and Rouse, 2014) 
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All in all this goes to show how linearity and using the three act structure (Seen in figure 2) might not 

always be the best choice for game developers, but rather that they should expand their possibilities in how 

to structure their narratives. One such worthy consideration is the concept of designing for emergent 

narrative. 

2.5 Emergent Narrative 

The concept of emergent narrative has been making its rounds in the interactive narrative discussion for 

around twenty years; in 1995, Tinsley Galyean offered what is considered the first account of emergent 

narrative in connection with interactive media. 

ñWe all construct narratives out of our daily activities to help us remember, 

understand, categorize and share experiences. It is this skill that many interactive 

systems exploit. They give us environments to explore. We, by combining the 

elements of these spaces with our goals (the userôs goals), allow a narrative to emerge. 

If any narrative structure (or story) emerges it is a product of our interactions and 

goals as we navigate the experience. I call this óEmergent Narrativeôò. (Galyean, 

1995), (Walsh, 2011) 

Later, in 1999. Ruth Aylett, who by many is considered one of the leading authorities on emergent 

narratives, theorized about the topic as well. In her paper Narrative in virtual Environments ï Towards 

emergent narrative, Ryan compare emergent narrative in interactive media, to the way narrative emerges in 

human life. The comparative examples she mentions, are for example story that emerges during a football 

match, where the individual's emergent story will be affected by, for example, their inclinations towards 

one of the teams,  the current standing of the team, or which players get to participate in the match.(Ryan, 

2006) 

She goes on to mention how narrative emerges in other mediums such as improvisational theater or reality 

Tv shows, where people, conducting themselves within certain rules or boundaries, will participate in the 

creation of emergent narrative, based on the input or actions taken by them, the audience or the other actors. 

This is a comparison which Ryan has also used in her discussion on interactive narrative where she echoes 

the question, if narrative can emerge in other mediums, why shouldnôt it emerge in interactive systems or 

video games? (Ryan, 2006) 
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Aylett sees emergent narrative as one the possible solutions to the narrative paradox, where if the narrative 

structure is created through the interaction, and not only affected by it, the likelihood of narrative structural 

problems arising from that interaction, diminish. (Ryan, 2006) 

Still, the actual definition of emergent narrative and how it is created seems to be a bit more obscure subject 

in the theoretical environment. Many scholars have created their own definitions of the subject, some of 

which will be mentioned here. 

In 2003 Aylett and Louchart iterated on their definition of emergent narrative, defining it as something that 

will try to capitalize on the entertainment values of discovery, interaction and immersion. Something that 

is developed in the belief that the player can, by interacting with virtual agents and actors, participate in the 

emergence of narrative that would be both coherent and satisfying as an experience on an individual level. 

(Aylett and Louchart, 2003) 

This definition suggests that emergent narrative is something created within the system and within the 

player at the same time, where the player will, through exploring and interacting with the system, participate 

in the creation of a narrative as a secondary or co-author. 

Five years later, Aylett and Louchart, during the process of creating an emergent narrative system, explain 

what this kind of system would entail. An emergent narrative system should be designed to be able to offer 

a dramatic experience to a user. The user, by taking a given role, would take on the responsibilities of the 

interactive aspects of the experience. The only way for a narrative to be created in the system, is for the 

participator to actively participate, where he has been given the means to affect the narrative environment 

and the characters that populate it.  (Louchart et al., 2008) 

The same year, Aylett released another paper where emergent narrative was defined yet again: 

ñEmergent Narrative refers to a form of interactive storytelling, where the narrative is built 

bottom-up from interactions of characters. Like in any other emergent system relatively simple 

local decisions lead to complex behavior.ò (Kriegel and Aylett, 2008) 
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Krigel and Aylett graphically explain emergent narrative as a three dimensional narrative landscape where 

a story experienced equals a specific path taken through a landscape where the reader can travel as he 

pleases but will encounter narrative peaks or suspenseful actions. See figure 6 (Kriegel and Aylett, 2008) 

 

Figure 6. Krigel and Aylettôs graphical explanation of emergent narrative. (Kriegel and Aylett, 2008) 

Around the same time that emergent narrative was mentioned in the research community, the game industry 

started expressing an interest in it as well. First mentions that could be found, were made by Marc LeBlanc 

at the 1999 GDC (Game developers Conference) in San Francisco. (Salen and Zimmerman, 2003) LeBlanc 

said that games could contain two types of narratives, embedded or emergent. He went on to explain 

emergent narrative as retold by Ernest Adams in his book Fundamentals of Game Design (Adams and 

Rollings, 2010).  

The story emerges from the act of playing. There is no separate storytelling engine 

and no preplanned story structure, either linear or branching; in principle, anything 

can happen at any time so long as the core mechanics permit it. Refers to storytelling 

produced entirely by player actions and in-game events. (Adams and Rollings, 2010) 

LeBlanc also talks about embedded narrative as the other possibility for narrative in computer games. 

Embedded narrative can be any pre-created narrative that already exists within a game before the player 

interacts with it. This could be story content, linear or otherwise, the environment and most other things 

placed within the game world. (Salen and Zimmerman, 2003) 

Other people have defined emergent narrative as well, and now it seems to be reaching a more stable 

platform of explanation. According to Henry Jenkins, Emergent narrative is not pre-structured or 

preprogrammed but rather, it takes shapes through the game play. Within this game world or authoring 

environment, the players can define their own goals and write their own stories. When game spaces are 
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designed to be filled up with narrative potential, and the possibility to interact and affect the game world, it 

enables this emergent story construction activity for players. (Jenkins, 2004) 

The list of people that have defined emergent narrative goes on, (Fullerton, Swain and Hoffman, 2008), and 

more have in their writing created their own definitions of emergent narrative. Although these definitions 

generally stem from the same sources, they all somewhat differ, while trying to keep the same logical 

grounding. One common problem that can be seen throughout the literature and the different online 

discussions is the lack of distinction between what is called emergent narrative, and that of emergent 

gameplay.  

Emergent gameplay is a much more accepted term in video game discussions, and could be explained as 

the emergence of gameplay or actions when a number of different game mechanics affect each other in 

unexpected or interesting manner. Our view on emergent gameplay is that although these moments can be 

highly enjoyable, and can participate in the creation of emergent narrative, we do not see these instances in 

themselves as narrative, but more as anecdotal events that happen randomly within the gameôs system.  

Some of the focus of the narrative community is on creating and analyzing character based emergent 

narrative. There, the focus is on creating and designing intelligent narrative systems or A.I. which will be 

able to react to player input to create narrative through the interactions of the player and an autonomous 

agents. Although a very interesting subject, we think that emergent narrative can, and is being created, 

outside of the character based narrative structures. 

In her discussion of narrative modes, Ryan also has her own definition of emergent narrative.  

In her emergent mode, discourse at some aspects of a story are improvised by the narrator or by actors, by 

the player or through procedural creation. She talks about subcategories of emergent narrative which are 

first participatory narrative and then narrative that emerges from simulation. In the participatory emergent 

narrative, the actions of the player or the recipient is what creates or actualizes the narrative. This can 

happen as either discourse or story level participation. In discourse participation, the reader, or user is 

allowed to determine the order of presentation of the story (hypertext fiction), while in story-level 

participation, the user gets to impersonate or act as a character in the story world. This impersonation will 

then influence the progression and evolution of the story (pen & paper roleplaying). She also mentions 

simulation as another narrative mode, where simulation, is seen as a narrative engine which generates 

content based on the input of the user using a combination of fixed and variable parameters. This simulation 

mode of narrative, is specific to digital media and computer games. (Ryan, 2006) 
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Aylett and Loucharts later work has focused on character interactions and how emergent narrative is created 

in tabletop roleplaying games or Dungeons and Dragons (D&D), and improvisational theatre. In these 

tabletop role playing games, the players, with the help of a game master will create intricate, emergent 

narrative stories through their conversation, confined within the D&D rules being used. In their 2004 paper, 

Emergent narrative, requirements and high-level architecture (Louchart and Aylett, 2004), proposes a list 

that is highly focused on character design and interaction, which details what is required of a narrative or a 

system to be considered an emergent narrative. The emergence, she and others are creating, focuses on the 

narrative being created within and by the system, where the user can direct and influence the storytelling 

being done within it.  But we want to take a step back and work from one of Aylettôs own earlier quotes:  

Character-driven emergent narrative is not the only way of tackling the issue ð in 

simple cases event-driven narrative can be produced assuming that the agents have a 

suitable repertoire of behaviors. (Aylett, 2000) 

Emergence and the Agents of the System 

One of the considerations here, is what would constitute an agent. One explanation could be that an agent 

would be a character within the narrative environment, and through interaction with that character, narrative 

plot lines could emerge. But we want to see agents as the elements of simulation, where the narrative engine 

that generates content based on the user's input, does not have to be necessarily character driven. We rather 

see it as mix of a number of game mechanics that with a mix of emergent behavior, emergent gameplay 

and user reflection can create emergent narrative within the mind of the player themselves, and not only 

within the system. We think emergent narrative is created as a symbiosis between the system, and from 

within the mind of the player himself. A narrative based on decisions and considerations, made out of the 

game world, combined with actions taken within it. 

Emanent Narrative 

Gordon Calleja, is aware of the previously discussed over generalization and difference in clarification of 

emergent narrative, and in his writings he attempts to break away from the confusion by creating a new 

term. A term he calls experienced or emanent narrative. As he explains it, emanent or experienced narrative 

refers to the ongoing interaction with the game environment which generates a story in how the player 

interprets the events that occur in the virtual environment. The player's interaction with the rules of the 

system and the different entities that inhabit it, human or AI then combine with the process of play to create 

these stories. In his words: 
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ñInteraction generates, not excludes story.ò(Calleja, 2009)  

Descriptive Narratives 

In the process of creating his framework, Calleja suggest the focus on narrative experienced by players that 

are actively engaged in the game, but the exclusion of secondary narratives, or as Celia Pearce names them, 

descriptive narratives. Descriptive narratives describe the retelling of game events to a third party, and the 

culture that can emerge out of that re-telling.(Pearce, 2004) Calleja, does so because he would like the 

narrative framework to distinguish between the narrative experienced by a player actively engaged with the 

game and the narrative that is produced after-the-fact through re-telling the story. Calleja goes on to say 

that these after-the-fact stories in themselves depend on the original narrative and can be largely distorted 

by the person retelling them. (Calleja, 2009)  

When creating a narrative framework, leaving out any descriptive measurements which could become 

distorted upon further inspection, seems logical. But what Ryan said about a stronger narrative urge, 

suggesting stronger narrative experiences, could be valuable when it comes to pinpointing interactive 

systems for further analysis. Descriptive narrative can therefore be used to assess and locate these games 

that are more likely to include a strong emanent or emergent narrative. This will be elaborated on further 

when it comes to choosing the most appropriate games for this research. 

On another note, although we agree with the statement that a framework specifically analyzing the narrative 

within the game environment, might not need to include any after-the-fact or extrinsic descriptions, we 

think that the after-the-fact or descriptive narrative is an important part of the emergent narrative experience. 

The intrinsic narrative a player might experience within his own mind, might get lost, if an extrinsic method 

of retelling is left out of any analysis. Or in other words, a player experiencing a number, of what might 

seem to be unrelated events, or emergent gameplay moments, could be prone to see those events as a 

connected whole or a story after finishing his play session. The retelling of those events would therefore be 

his only measurable way of expressing that story, and the only way for research to access and analyze it. 

This causes a problem in any research which would try to locate and analyze such an intrinsic experience, 

and is something that will be elaborated on further in the design of an emergent narrative questionnaire. 

Goals of the System and Narrative Closure 

One of the requirements for descriptive narrative is that the player actually has a story to tell. This leads us 

to two terms, proposed by (Bruni and Baceviciute, 2013); Narrative intelligibility and narrative closure. 



Background 

20 

 

Bruni and Baceviciute are proposing a framework that can measure what they call the Author-Audience 

Distance (AAD). It is a measure of the gap in interpretation between the author of a narrative and the 

audience that receives the narrative. It is a function of the narrative intelligibility, which in turn is defined 

in relation to the narrative closure of a text. The two terms, narrative intelligibility and closure are both 

processes that occur when an audience is receiving a narrative. Intelligibility is the process that happens 

when an audience interprets the narrative close to what the author intended. And closure is a ñprocess where 

the audience may construct its own meaning out of what is being mediated, independent on whether that 

meaning corresponds or gets close to what is intended by the author.ò   

They go on to talk about the need for the goal of the system to be defined or rather it should be determined 

if it is the goal of the system (Narrative closure) or the goal of the narrative (Narrative intelligibility) that 

is in focus, in a given interactive narrative system. If narrative intelligibility is not the goal of the system, 

that is, if the purpose of the game is not to tell a specific story, created by the authors/developers of the 

game, it still possible to experience narrative closure.  

They state that it is important to place closure on one of two levels: the level of the system or the level of 

the embedded narrative. Closure at the system level is usually experienced as meaningful interaction that 

may result from interactions that are independent of the author and the goal of the system. At the embedded 

narrative level, closure ñentails a good sense of having experienced a narrative, which, however, does not 

necessarily coincide with the author's preferred or intended interpretation.ò 

This tells us that whether or not a system or narrative is created with the purpose of creating a highly 

didascalic or intelligible narrative, a user can still experience closure on either of these levels.  

The two models of Emergent Narrative 

In his 2011 paper, Emergent Narrative in Interactive Media. Richard Walsh, sums up a lot of the discussions 

that have been going on. He says that the essence of the concept of emergence is readily conveyed although 

it will  become slippery as you examine it more closely. (Walsh, 2011) He explains emergence as being: 

ñ[...] a feature of complex systems: the term refers to phenomena or behavior 

produced by a system but not apparent from an inspection of the elements of the 

system and the laws governing it. ñ (Walsh, 2011) 

Walsh talks about how this seemingly straightforward notion gets more complicated in the context of digital 

media, which is where the context of emergent narrative is being developed. He sees two distinctions in 
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how emergent narrative is being treated. First, is what could be classified as the storification process 

explained in this paper, and second, is how Ruth Aylett and others have, started to see emergent narrative 

as a product of interaction between the user and the digital agent, or bot within the simulated environment. 

(Walsh, 2011) 

The two ways or models of looking at emergent narrative are similar, but have different implications. Both 

look at interactivity as a prerequisite for emergence, but where in the interaction between the user and the 

system, the actual creation of the narrative takes place, is where they differ (Walsh, 2011). The storification 

process looks at emergent narrative as being created within the player himself, using his cognitive 

processes, but affected by the feedback his interactions with the system offer. The second model, a character 

based narrative system, is meant to create emergence of narrative through interaction, but within and from 

the system. The user will then observe and experience the narrative as it is presented by the system. 

As the authors of this paper, we will not say one direction is better than the other, since both strive towards 

the design and creation of emergent narrative. But this does seem to explain, what we perceive as some of 

the confusion emanating from within the field. Maybe the secret isnôt to simulate narrative but to orchestrate 

the experiencing of it, and while the character narrative systems are not fully developed, we should still be 

pursuing emergent narrative on a personal level through the creation of systems which can facilitate its 

emergence within the player himself. Ken Levineôs, creative director and co-found of Irrational Games, 

quote from the game developer conference in 2014, seems to sum up that same opinion. 

ñ[...] the robust solution to characters and A.I is still far away, so a real solution to this [how to 

create emergent narrative] lies beyond any technology or creative horizon that we currently have. 

We are really just scratching the surface. I think we are giving up the good for the great because i 

think there are really major steps we can make here and now [using our current technology]. But 

we have to focus our attentions a little bit. If you are overly ambitious, it can lead to paralysis [...] 

ñPhysics in games wasnôt built in a day. At the start it was shown simply with circles rectangles 

and spheres, but still dealing with a subset which were then added and build on to. When these first 

things appeared [Physic simulations] we didnôt dismiss them but rather thought they were 

exciting.ò (Levine, 2014) 

He suggest the same with systematic modeling of characters. Instead of modeling everything, limited sets 

of believable and impactful things should be the starting focus in this process.  
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But what else has been going on outside of the research community? Are there examples of developed and 

released games that offer emergent narrative experiences, and what is the industryôs perspective on 

emergent narrative? 

2.6 Emergent Narrative and the Video Game Industry 

A great deal of the narrative discussion in the industry concerned itself with how to tell better stories in 

games. Often times, the design focus is on using and implementing Hollywood like narrative structures (a 

more distinct version of the Freytag triangle) within game environments, thus using intermedia methods to 

present stories in games. This still causes the problem of keeping story and gameplay distinct and separate 

from each other, and increasing the likelihood of narrative paradoxical situations arising. Other types of 

games have implemented narrative through systems described by Ryan earlier in this paper, see figures 3-

5. The narrative methods that are commonly used will often be cut scenes, or in game or computer generated 

imagery to show players snippets of story in between interactive gameplay sessions. Although these 

methods have proven to be lucrative, and good linear stories often emerge from it, the industry has started 

looking more into the possibilities of the medium as an interactive one.  

As stated earlier, the industry started picking up on the possibilities of emergent narrative, around the same 

time as Aylett released her first paper on it. Marc LeBlanc, in his talk óFormal design toolsô at the Game 

developers Conference (GDC) in San Francisco in 2000, talked about how story can emerge from the 

player's interactions with a system, and not only from embedded narrative. He said that by giving the player 

enough interaction possibilities with the system, the player would start feeling less like he was participating 

or following a linear story, and more like he is creating his own. (Salen and Zimmerman, 2003) 

Other game designers and game industry professionals have since picked up on this concept and a great 

deal of discussion is ongoing about what these story systems could, and should, include. Steve Gaynor, in 

his blog from 2009, óStorymakingô, talks about different levels of story creation in games. He wants game 

designers to stop trying to tell stories, but rather start designing story spaces that allow the player to create 

their own. (Gaynor, 2009) 

One should not ask a game designer to tell them a great story; rather, the game designed should 

be judged on the player's ability to make his own stories within its mechanical framework. (Gaynor, 

2009) 
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Gaynor goes into, what we see as using human storification as a measure of what can be classified as a 

story, and then discusses these stories on different levels of story making, on a micro, mid and high level 

basis. 

The micro-level is explained as the moment-to-moment events and actions taken by the player, or what we 

have already talked about as emergent gameplay. The games that give the player the freedom to approach 

situations with different methods and solutions and chain reactions of events can spun from the interplay 

between seemingly unrelated mechanics. The examples he mentions are the gunfights in Far Cry 2, where 

different outcomes depend on the player approach or timing of actions, the seemingly random chaos that 

can emerge while playing a Grand Theft Auto game, or the plethora of ways to approach dispatching a 

zombie horde in Dead Rising. (Gaynor, 2009) 

He explains the mid-level story making as the player exercising his agency over how and which fictional 

parts or elements of the gameplay he experiences, and in what order. In open world or sandbox games, the 

player is sometimes allowed to choose quests or missions in the order that he wants do to them. An example 

would be the wasteland of Fallout 3, Red Dead Redemption or The Elder Scrolls V: Skyrim. Or when a 

player makes choices within a branching narrative. (Gaynor, 2009) 

High-level story making is when the player is allowed to determine which elements are present in the game 

world. The narrative then becomes a collaboration between the player and the system. The designer then 

only supplies embedded narrative elements and interactive systems, and it is then up to the player to use 

these systems to reach his own or game created goals and through that the story emerges through that 

interplay. Examples of those systems would be a Civilization game, SimCity and any of the games from 

the Sims franchise. (Gaynor, 2009) 

 These three forms of story making, can still serve as a good basis for discussion about story worlds and 

how they can present narrative and game mechanics. 

In 2008, Levine held a talk at the Game developerôs conference called Storytelling in BIOSHOCK: 

Empowering Players to Care about Your Stupid Story. Levine, who is well known for his work on Thief: 

The Dark Project and the Bioshock franchise, advocated for new thinking for game developers and 

suggested a pull, not push method of narrative through a system where the narrative is pulled out of the 

players interactions within the system and not pushed on to them through the more linear form of story 

writing. He talked about how games should encourage players to discover and experience narrative instead 

of pushing it on to them through cut scenes and other linear methods. He says that games are a much 

stronger medium for other kinds of storytelling, where optional and discoverable story should be the aim. 



Background 

24 

 

People, by making decisions and acting on them, and then being rewarded by discovering something special 

that they would otherwise have missed, is the direction narrative development should be taking.(Levine, 

2008) 

Six years later, Levine was back to GDC with his lecture óNarrative Legosô. There he talked about how the 

systemic and ludic nature of games is conflicting with the narrative systems, and discussed how it could be 

possible to create systemic, player driven, re-playable narratives. (Levine, 2014)  Other than being a new 

design method, what Levine is talking about can be classified as a system designed to create emergent 

narrative. Levine is currently working on a game where he is trying to implement this kind of a system, but 

no release date or further infomation has been release as of the writing of this paper.  

In the narrative design of computer games, the most widely used method would be a linearly structured 

narrative. Linear narratives can be extremely expensive to make, and sometimes the pieces of linear 

narratives will not be able to ñspeakò or affect each other. The choices the player makes are therefore mostly 

meaningless in the grand scheme of things (Levine, 2014).  The method that game designers try to use to 

create more meaningful stories is to implement branching narrative structures. But the problem with 

branching narrative, is that although it gives the player some choices that might feel meaningful, the player 

is often excluding himself from game content that the designers created. This also means that more money 

is spent on story writing and different implementations on top of limiting the playerôs access to all the game 

has to offer.  

"I spend five years [working on a game] and 12 hours later the player is done with it, 

and that is heartbreaking. There are some fans who will replay it but you can't expect 

that from the average gamer because it won't be meaningfully different the second 

time, and that is an important challenge."  (From an interview with Ken Levine about 

Bioshock) (Crecente, 2013) 

Another point Levine makes is that when creating a linear narrative structure, it becomes impossible to add 

into the experience afterwards, you can only add on to it. What he means is that after creating and releasing 

a linear narrative product, the only way to create and sell DLC, or publisher created, downloadable content, 

is by adding to the back or front of the story already created. This would mean more time spent on writing 

and developing additional content to the game. He thinks that by creating systemic narrative, a developer 

could continue adding into the system, by making it more complex or by adding individual new elements 

using a fraction of the time or money required for the former. (Levine, 2014)   
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Looking at emergent narrative based on Levineôs and others discussions about the topic, poses a question 

about the actual value a player is receiving from a strong linear narrative game. It is hard to measure such 

things on an emotional level, although game reviewers and ratings do a good job at classifying which of 

these games are perceived as ñgoodò to the general public. But another way of looking at the value of a 

game would be the replay ability, and the amount of time players spend within a game world. An 

independent study done by Ars Technica shows the top played games on steam, and the mean number of 

hours spent playing, per owner. 

 

Figure 7. Independent data analysis on official steam data showing the mean of average hours players have played it. 

Figure 7 shows an independent data analysis on official steam data. The mean represents the average hours 

spent in game, per player. (Orland, 2011)  Games on the top of the list, are either multiplayer online games, 

or systematic games that we think both offer a strong emergence of narrative and replay ability and/or mod 

ability. None of the most played games could be classified as linear, except perhaps Skyrim which on the 

other hand offers an immensely large open world environment to explore. 
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2.7 Emergent Narrative in Commercially Released Games. 

With parts of the industry broadening their focus on how to create more engaging, dynamic narrative 

experiences for players, the implication could be that nothing out there is already offering that experience. 

But that is not the case, the following section will look at a few of the released commercial products, that 

have either consciously or by accident, succeeded in the facilitation of emergent narratives. 

Crusader kings 2 

Crusader kings 2 is a grand strategy game 

which occurs in the middle ages, developed 

by Paradox studios, and released in 2012. The 

game has, as of September 18, 2014 sold over 

1 million copies, and 7 million copies of DLC 

and expansions. According to Polygon, an 

online game news site, the average player has 

clocked around 100 hours. (Hall, 2014) As a 

comparison, the average player on Bioshock 

Infinite, has spent approximately 15 hours on 

it. (Bioshock Infinite, 2015) (SteamDatabase, 

2015) 

In a lectures at the 2014 game development conference, Henrik Fåhraeus, game developer at Paradox 

Studios, talked about the emergent narrative system designed for Crusader Kings 2. According to him, the 

team at Paradox, sees the creation of an emergent narrative system as the key to infinite replay ability. The 

design focus is on the creation of scripted narrative snippets, which appear to the player, out of the 

simulation itself, and their goal is for these emergent stories to become as immersive as linear structured 

narrative. The focus of the lecture was on how the interplay between scripted narrative events, player input 

and AI actors, with personalities and opinions, merged to create strong personal narrative that feels unique 

to the player and his specific play through. In the game, the player's character is always the current ruler or 

king of the country he has chosen. As an example of one of the stories that can emerge from the system, 

Fåhraeus gave the following bits of story points which can appear in the game. (Fahraeus, 2014)  

 

 

Figure 8. Crusader Kings 2 gameplay 
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Å King Mielus (Player Character) of Finland had four sons 

Å The king gave them all titles (player action) 

Å Mielus dies ( random chance) ï the player is now Lalli, the oldest 

Å The second, Prince Urho, starts a civil war (AI agenda) 

Å Lalli loses and dies (chance) in the dungeons of his brother 

Å Lalliôs son Miemo succeeds to the remaining titles 

Å Miemo, (Now, the player), starts a war for the throne (player action) 

Å Miemo loses and is beheaded (AI hatred) by uncle Urho 

Å The player now becomes Urho, his own killer! 

Å King Urho, òthe Possessedò, has five sons of his own 

Å The impatient oldest son, or possibly his Ambitious (trait) 

wife (AI ambition) has father Urho murdered 

Å Another round of civil wars ensue 

Å More sons and grandsons of Mielus perish one by one 

Table 2. Example of EN, as given by the developers of Crusader Kings 2 

This narrative, is presented in short bullet points (see Table 2), but players tend to take it further in their 

retellings of the narrative and there exist strong communities online where players regularly detail some of 

their stories. See Appendix A, for some of these stories. 

Some of the statement made by Ken Levine, in his Narrative Legos lecture, can be supported by looking at 

the work and results of Crusader kings 2. First of all this focus on interplay between character AI, and 

player input seem to indicate that they really achieve the goal of creating a strong emergent narrative. 

Second of all, to support Levineôs claim about ñadding inò being a more preferable option to ñadding onò, 

there have already been released 52 individual DLCôs or Downloadable content packs for Crusader Kings. 

These add on packs bring different types of new features to the narrative system. Increasing the replay 

ability, and adding relatively cheap (for the producer) content to the game.  
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DayZ 

DayZ is one of the more interesting success 

stories of the gaming industry of the past few 

years. Originally, DayZ was first released as a 

free, user created modifications for the Arma 2 

engine, a popular military simulator. The creator 

of DayZ, Dean Hall, wanted to create a game 

about his experience in the army, where players 

would be forced to think about surviving in post-

apocalyptic world. The way Dayz is different 

from other post-apocalyptic games, is that this is one of the first games to truly implement human survival 

mechanics, and on top of that, without adding any real narrative elements. The player needs to think about 

gathering food and water, scavenge for limited supplies and heal broken bones and bandage bleeding 

wounds. All this happens in a huge game world, populated by zombies and other players. No other 

objectives are given by the game, and the player spends most of his time alone, wandering around looking 

for supplies, with moment of intense terror or suspense in between, when meeting other players and not 

knowing if they are friendly or not. These bouts of terror, are supplied by one of the key ingredient to the 

game, perm death. If the player's character dies, he is gone for good and all the work put into it and supplies 

gathered are gone with it. There are no real rules, missions or objectives in Dayz. The player only has one 

goal that is to survive. The stories of Dayz are then crafted as you encounter different players in the game 

world, and the often tense interactions between them. By killing another player, you can then loot his body 

and take all the supplies that he has spent his time scavenging. 

Adam Ruch wrote up the story of one of his in game encounters in an article on game.on.net. a copy of the 

article can be seen in Appendix A. 

 

Figure 9. DayZ gameplay 
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Far Cry 4 

In a video interview on Gamespot, an online 

games news site. Creative director of Far Cry 4, 

Alex Hutchinson explains how their design tries 

to put emphasis on player driven stories and 

emergent narratives. Far Cry 4 is new newest 

installment of a franchise which started in 2004. 

The premise for all the Far cry games are similar.  

It is an open world, first person shooter where the 

player takes part in liberating a story world from 

its oppressors. In Far cry 4, the designers wanted to marry the narrative with the gameplay where they try 

to glue the narrative with the open world. Hutchinson, talked about the cognitive distance between linear 

narrative structures and how player in game decisions can conflict. Something the theoretical community 

has talked about in great lengths, and can be called the narrative paradox. In order to try to fix this problem, 

the designers of far cry 4 try to create a narrative focus within the game environment, where when the player 

conquers areas, the characters inhabiting the world will respond by retaliating or trying to take back these 

area or by defending them based on their inclinations.(Hutchinson, 2014) 

Another point he makes is that of a silent protagonist. The narrative in Far cry is seen in the first person, so 

it fits within Callejas Personal narrative perspective. An important aspect of that in Hutchinson's mind, is 

that the main protagonist should be a silent one. He says a distance gets created between the player and the 

protagonist when the in game character starts voicing his opinions, to which the player might not always 

agree. The game will also not judge the player on his decisions, but allow him to make them, and face the 

consequences, be they good or bad. (Hutchinson, 2014) 

Far Cry 4 could be thought of as a narrative anecdotal factory, since a lot of the emergent narrative arises 

from emergent gameplay. This is also one of the selling points, where the coin the term ñevery second is a 

storyò. But as has already been discussed in this paper, these anecdotal, emerging gameplay events, will 

not always create coherent stories out of them. For that to happen the system needs to create cascading 

effects, or repercussions to the player's actions. (Hutchinson, 2014) 

 

Figure 10. Far Cry 4 gameplay 
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In Hutchinson's mind, this is all work in progress, where the end goal would be a game where you felt an 

epic narrative, as in a scripted game, but all the narrative would be based on decisions and choices that the 

player chose to pursue. (Hutchinson, 2014) 

2.8 Research Focus 

As can be seen throughout our earlier discussions, Emergent narrative is a concept which has captured a 

great deal of the research and development communityôs interest. Considering that the ongoing feud 

between narratologists and ludologists has finally been put to rest, the focus could now turn to the 

facilitation of narrative experiences, through the creation of systems and games which through their, 

systematic or character based design, could create special and one of a kind narrative in the minds of their 

players. Video games are a medium which has a real special feature which on other mediums have: The 

power to allow the player to influence and change the virtual environment. But narrative theory needs to 

change and adapt to this new form of storytelling, and the research needs to be refocused to include what 

the video game industry is already doing to expand and change this medium. 

We see the need to try and bridge the gap between the industry and the theoretical environment. If the 

industry is already creating systems that sparks the emergence of narrative, those games need to be found 

and analyzed to see if those systems differ from the current theory, and if they do, how. In order to do so, 

emergent narrative needs to be quantified in some way. There are a number of game researchers that have 

analyzed and gone in detail into what constitutes a good player experience. Things like immersion, 

engagement, flow, player type, video game addiction, and more, all  of which have been researched and 

analyzed by a number of people, and the work continues still today. But emergent narrative in video games 

has never, to our knowledge, been quantifiably tested. The reason might be the ongoing disparity in the 

research where not everybody agrees on what emergent narrative truly is, or the focus has shifted to the 

creation of emergent narrative systems. What we want to examine, in rest of this paper, can be summed up 

in these questions: 

Research Questions 

ǒ How can we test the intrinsic creation of emergent narrative? 

ǒ Is there a measurable relationship between emergent narrative, and immersion and narrative 

transport like suggested in the theory? 

ǒ Given that we succeed in the first point, are there specific ludic elements present in highly emergent 

games that enhance or support a more emergent narrative experience? 
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We see this as a valuable addition, both to the research community, and game industry. Looking at how 

emergent narrative is created, and which kind of games create it, would be valuable to the research 

community by showing what to look for and where. For the video game industry, this data collection could 

also serve as a valuable pool of information to see what design tools are working in this field and which is 

not.  

3 Emergent Narrative Definition 

Based on what has already been stated in the earlier chapters, and the fact that emergent narrative has such 

wide range of different classifications, we see a need to define it for ourselves for the purpose of this 

research project. In essence, we define emergent narrative as the following: 

Emergent narrative is created, internally by the player, as a non-scripted self-

narrated player story that gives closure.  

Or in other words: 

ñEmergent narrative is an intrinsic experience, which transpires as a mental process, 

through cognitive storification or alter biographing, as a player interacts with a 

systematic virtual environment. As the player navigates and interacts with the game 

environment and ludic system, the story emerges through that interaction, either 

during the play session, or after-the- fact, once the player has had time to reflect on 

the experience events. The story that emerges is therefore a non-scripted, self-

narrated player story that gives closure, which can appear through a collaborative 

process between the system and the player. This feeling of closure can either appear 

from within the system itself, or in the mind of the player, depending on the abstract 

or didascalic nature of the narrative. It is a narrative, that to the player feels unique, 

or one of a kind. The narrative in itself does not have to be one of the kind, but the 

system needs to be complex enough for the player to experience it as such. ñ 

 

Emergent narrative could be explained to a player as:  

An emergent narrative experience is something that happens to you as the player, as 

you progress and interact with the game world. 
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Under some circumstances the player might start experiencing events or ñstoriesò 

that donôt tie directly into the storyline of the game, but rather are events that you feel 

are unique stories happening to you just because you chose to act in a certain way 

(and might not happen again). 

In order to set up the research to answer the research questions posed above, a number of things need to be 

addressed in the following chapters. 

1. First of all, the released video games that give indications that they are creating emergent narrative 

experiences need to be found. 

2. A questionnaire needs to be created that will accurately rate games based on their emergent 

narrative experience they offer. 

3. The player experience needs to be analyzed in great detail using proven methods to locate patterns 

or design methods that are more likely to facilitate the emergence of narrative. 

4. On top of that, the design considerations, or game mechanics of those games need to be looked at 

to see further if any patterns or design considerations seem to work better than others. 

5. And lastly, the player types of the test participate need to be looked at to see if certain kinds of 

people are more prone to experience emergent narrative, than others. 
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4 Analysis 

To answer the research questions listed in the previous section, this chapter will go through them one after 

the other and explain the process used to create the final research survey. 

4.1 Defining Families of Games 

In order to measure emergent narrative, released video games that give indications that they are creating 

emergent narrative experiences need to be found. An important aspect that we find must be present in a 

computer game, is that it must be ergodic. It must be a non-trivial exercise to play the game, otherwise it 

would more a film or movie than a game.  

Like Calleja, we have defined a broad family of games that we have classified as all games that has a virtual 

game environment, which we use as an overall requirement. This a family that includes games that are set 

in a simulated world, with its own ñLaws of natureò. This excludes digital board or card games and other 

abstract games. And it includes games where it is possible to navigate a world and participate in different 

activities, like Minecraft, Skyrim and Crusader Kings 2. (Calleja, 2011) 

Secondly, In order to define families of games based on their narrative potential, we looked to Ryan's 

Narrative Modes and combined it with Callejaôs perspectives on segmenting fictionality. 

[...] the richest story worlds allow meaningful narrative action to emerge in the real 

time of user computer interaction. In this type of system, the designer populates a 

world with agents capable of diverse behaviors and the user creates stories by 

activating these behaviors, which affect other agents, alter the total state of the system 

and through a feedback loop, open new possibilities of action and reaction. When the 

world contains a high number of different objects, and when these objects offer a 

reasonable variety of behaviors, the combinatorial possibilities are so complex that 

the designer cannot anticipate all the stories that the system can produce. This 

emergent quality is raised to a higher power when the user interacts not only with 

system generated agents of limited intelligence but with human partners capable of 

far more imaginative and diverse behaviors, as is the case in multiplayer online 

virtual worlds.[...](Ryan,2006) 
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Types of Interactivity 

In order to shift the focus of interactivity onto the virtual worlds, Ryan draws on Espen Aarseths typology 

of user perspective in cyber texts. She proposes a way to distinguish between four types of interactivity 

based on the pairs of internal/external and the exploratory/ontological. (Ryan, 2006) For the purposes of 

this paper, we intend to use these types in order to classify what games are the most likely to offer the 

emergent narrative experience. 

Internal: The internal type of interactivity is when the player will project him or herself as a member of 

the virtual environment. This happens when the players starts identifying with an avatar, which can be 

shown both in the first and third person perspective. This is a good method of classifying how you can 

internalize video game characters, but there needs to be put a question mark on the difference between 

seeing a game character in a first or third person perspective. The self-narration, or self-projection, gets 

harder and more fantastical when a character is seen in third person, because in first person, the perspective 

is the closest to the one of yours in real life. Still we will keep this classification without making that 

distinction. (Ryan, 2006)  

External: In externally interactive games or interactive applications, the userôs viewpoint will be situated 

outside or above the virtual world. The player doesnôt ñphysicallyò partake in the happening of the world, 

but rather participates in the role of a god or an all seeing entity which can affect the action taking place 

below. (Ryan, 2006)  

Exploratory: In exploratory interactivity, users navigate the display but this activity does not make 

fictional history nor does it alter the plot. They therefore become almost passive observers of the narrative, 

and their choices do not have any changeable effect on the story world. (Ryan, 2006)  

Ontological: By contrast, in ontological interactivity, the decisions of the user will affect the story and 

story world in predictable or unpredictable manner giving a sense of agency or participation in the story. 

Ryan sees Ontological design consideration as the one most likely to facilitate emergent narrative (Ryan, 

2006)  

Ryan goes further in defining the different types of interactivity, in figure 11 it can be seen how different 

types or genres of video games and interactive media can fall into the different categories shown. 



Analysis 

35 

 

 

Figure 11. Ryanôs types of interactivity 

Segmenting of Fictionality 

To add to this classification of games, which Calleja also sees as an important topic, he suggests looking at 

the segmenting of fictionality, which he says can be expressed through three focal perspectives. These 

perspectives, which can be seen in figure 12, will be used in conjunction with Ryan's Narrative modes, to 

further classify games based on both their narrative modes and fictional perspectives. (Calleja, 2009)  

 

Figure 12. Callejaôs perspectives on fictionality 

Narrative of miniatures: Calleja defines the narrative of miniatures as a focal perspective where the player 

does not embody or control only a single avatar in the game world, nor is the player fixed to a specific point 

in the game world. The player therefore has an omnipotent view point and can sometimes control a number 

of different entities. This is most regularly seen in real time strategy games, or simulations games like 

SimCity, or the Sims. Games can work with these perspective on multiple levels, an example Calleja 

mentions is the perspective given to the player in the Total War games; where it is possible to switch 

between a turn based world maps where the player will control the overall details of his empire. Activities 

like diplomacy, production or army movement are done in this perspective. The second option is a real time 
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battle overview, which Calleja argues gives the player the ability to participate on the entity level of 

narrative, where he partakes from the viewpoint of the general (Calleja, 2009).  We do not completely agree 

with that, since the main change between the world and battle map viewpoint in the Total War games keeps 

the miniature level of perspective, even though the focus goes from country or empire management into 

army management, the player still hold a god like view of the battlefield, and the general is one of the units 

he can give orders to. 

Narrative of Entity : The narrative of entity is when the perspective is that of an in-game avatar, which is 

controlled by the player and seen in third person. The player is then more likely to identify with the in-game 

avatar instead of projecting themselves into the game world, like can happen in games that use the first 

person perspective. In the narrative of entity, the player is more likely to experience the narrative from the 

viewpoint of the in-game character than as something that is happening to them. (Calleja, 2009)  

Personal Narrative: In personal narratives, the player experiences the story as happening to themselves 

instead of a character delivered by the games designers. This is most often seen in games using the first 

person perspective. But a requirement for that, is to keep the protagonist relatively silent, since some games 

tend to create entity narratives in first person perspectives by giving the player entity to much to say, or 

ways to voice their opinions which might differ from those of the player. Still despite the perspective given 

by the game, a narrative normally becomes a personal narrative or a narrative of entity based on the 

disposition of the player, and whether or not the identify themselves AS the character, or as only controlling 

a character. (Calleja, 2009)  

4.2 Choosing Games for the Study 

The next step, is finding released game products that already seem to facilitate the experience of emergent 

narrative. A few of the games already mentioned in the background chapter fall into that category, based 

on the fact that the designers were indeed trying to create emergent narrative with their games. But in order 

to get a broader spectrum to analyze, this next section will talk about how a total of twenty games were 

chosen for the research. 

Following the discussion in the background, on using descriptive narratives as indications of a strong 

narrative experience, we went online in search of communities of gamers who have written detailed stories, 
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covering their experiences in games. On Reddit1 and other online gaming forums, we found a striking 

amount of player reported stories on certain games, these stories vary in length and detail, some even as 

long as short-novels or novellas (Appendix A). From this we make the assumption that the players of those 

games were indeed experiencing some form of emergent narrative.  

Apart from our own online search, we used Ryanôs modes of interactivity and Callejaôs perspective theory 

to try to cover a broader range of game types. According to Ryan, Games that are internally ontological, or 

externally ontological are more likely to create emergent narrative than other types of games. We therefore 

focused on choosing games that would fall into those categories.  

For analysis purposes, we wanted to include a wider range of games. Both games that seemed to offer 

emergent narrative, but also games which could serve as comparisons; from other genres or design 

considerations and games that fall into the modes of interactivity. 

Additionally we wanted to include a few more basic, so called, ñarcadeò games (games that were originally 

played on arcade machines or the first generations of home entertainment consoles). Our reasoning for this, 

is that if our understanding and expectation towards emergent narrative was correct, these types of games 

would have relatively rare instances of emergent narrative, and could therefore provide a baseline for the 

questionnaire. 

As part of including as a wide a range as possible, we wanted to include games that offered either 

multiplayer or single player experiences, to see if and how, a social aspect would influence the appearance 

of emergent narrative. In Callejaôs 2013 paper, Narrative Involvement in Digital Media, he talks about how 

multiplayer games can be compared to improvisational theaters. (Calleja, 2013) 

 

ñ[when talking about player actions in some multiplayer games]...Their actions are 

enthrallingly unpredictable and most importantly we become characters in their 

experiential narrative. Multiplayer games, therefore, create a situation akin to 

                                                   
1 Reddit is a form of online Bulletin board, a kind of forum, where users can post content of varying types, to share with other users. A subreddit, 

is a sub section of this forum, concerned with a particular subject. Convention has it that subreddits are named by using a shorthand (Bold in the 

following example) of their full URL: http:www.reddit.com/r/minecraft 
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improvised theatre where all participants are at once audience and actors, 

influencing and being influenced by each otherôs presence and actions.[...]ò(Calleja, 

2013) 

Further inclusion considerations were the size of the online communities. Since the aim was to create an 

online survey, we wanted to reach some of the bigger communities of games and their gamers that fitted 

into our classification. On Reddit.com, individual SubReddits show the number of people that subscribe to 

it, so after classifying a list of possible games that all met our requirements, we would in some instances 

pick the games with the bigger community. 

On top of this, considering Ken Levineôs discussion on replay ability, we wanted to include some of the 

games that appear on figure7. If replayability or time spent in game, is any indication of emergence, we 

wanted that to be included as well. 

 

Figure 13.The chosen games divided into Ryanôs types of interactivity. 
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Figure 14. The chosen games divided into Callejaôs Perspectives of fictionality 

On figure 13, the games that were chosen for the final survey can be seen classified on the internal/external 

and exploratory/ontological scale, and on figure 14, the classification on the range of narrative of 

miniatures, entity and personal narrative. The amount for the first figure is highly skewed towards the 

external and internal Ontological in order to compare games that are expected to be emergent, and in the 

second figure, a relatively even range was kept. With some games falling into two categories based on their 

design. Skyrim for example offers first and third person view, as do some of the others. While Crusader 

Kings 2 could be classified both as a narrative of miniatures and narrative of entity. 

Obviously there exists an extraordinary amount of games so there is no way feasible to investigate all of 

them. But the games we chose have all been released in the past five years (with the exception of the arcade 

games, and EVE Online, which has received continuous updates since its launch in 2003), and all have a 

relatively big and active online community. The games chosen are listed below and each game has a short 

description of it.  

Online Storification Processes 

First we will mention the games where we found a strong presence of online descriptive narrative, or where 

players discuss and retell their experiences on forums and subreddits in a way that could strongly indicate 

an emergent narrative experience. 
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Civilization V   

Civilization V is a grand strategy, simulation game. The player 

is cast as the immortal leader of a historic civilization and must 

guide it, from its birth in the Stone Age through to its triumph 

in the semi-futuristic end era of the game. The player see the 

world from a top down perspective and must either eliminate 

the other civilizations, overwhelm them with culture impact or 

research enough science to launch an interstellar space (colony-

) ship. 

Crusader Kings 2 

Crusader Kings 2 is also a grand strategy simulation game, set 

in the medieval ages, where the player takes on the role of a 

ruler of a kingdom somewhere in Europe (and a little beyond). 

The player character has a number of traits and personality 

options, that will influence how other characters react to them 

in-game. When the playerôs current character dies the player 

will take on the role of the heir, continuing the dynasty. It 

features a top down view on the world, showing the armies of all the nations. The actual player character is 

not represented as a model in game. The player has many options for diplomacy with the other nations and 

characters. This game has no explicit goals that are set for the player. 

DayZ 

DayZ is an open world survival and exploration game. You are 

in a world overrun by zombies and must scavenge for all 

resources needed for survival. If you die, you lose all the 

resources gathered and must start over. It is a first/third person 

game.  

Figure 16. Crusader Kings 2 gameplay 

Figure 15. Civilization V gameplay 

Figure 17. DayZ gameplay 
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Europa Universalis 4 

Europa Universalis 4 is similar to Crusader Kings 2, in that it is 

a strategy simulation game, developed by the same developers. 

However it is a little more abstract than Crusader Kings 2. In it 

the player takes on the role of a country, rather than a dynasty. 

So the ñcharacterò of the player is the country itself and so does 

not have traits in the same way. However they have given each 

country traits that represent the spirit of the country. 

Like Crusader Kings 2, this game does not have any goals that are set for the player, it is also a top down 

view on the world.  

EVE Online 

This is an online multiplayer game, where all players play in the 

same universe. It has a science fiction setting, where players fly 

space ships across a galaxy that is not the Milky Way. The 

player is not given any goals in game and must forge her own 

path, participating in many different professions. They can fight 

non-player entities as well as other players. The majority of 

players join what is called a Corporation, a collective of players 

who band together to achieve more than what they could on 

their own. The avatar of the player was for a long time, not represented in game (other than the playerôs 

spaceship), but an update from 2011 enabled the players to step out of the ships and into a personal crew 

quarters on station. The game is exclusively third person. 

Rimworld  

This game is a top down survival simulation game. The player 

is in charge of a number of characters that crashland to an alien 

planet. Here they have to build a shelter and provide for 

themselves, until they can gather enough resources and 

knowledge to build an small spacecraft to escape the planet. 

The game has a blocky world that is viewed top down and 

characters are cartoony representation of people.  

 

Figure 18. Europa Universalis gameplay 

Figure 19. EVE online promotional picture 

Figure 20. RimWorld gameplay 
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Total War: Rome 2 

Rome 2, as it is also known, is a strategic and tactical warfare 

simulation game. The player takes on the role of a civilization, 

in the classical antiquity period and must build up the military 

power of the civilization to overcome the other factions in the 

game. The game features two views; one being the strategic 

overview of the world, with armies and cities represented by 

models on the world and the tactical view, which is employed 

when two armies meet in battle. In this last view, each person in each army is represented and plays a part 

in winning or losing the battle. 

Emergent Narrative Potential 

The games here, are selected based on their emergent narrative potential. They include game mechanics 

that we expect to be strong in emergent narrative, or system designs, or design considerations, which we 

perceive as possibly allowing for emergent experiences. 

Far Cry 4 

A single player first person shooter. It features a strong 

narrative and an open world to explore. It was designed to allow 

the players to experience the story on their own terms and in 

their own time. It has many features commonly found in role 

playing games, but it retains the feel of a first person shooter. 

The main objective of the game is to explore the story of the 

game world. 

Minecraft  

An open world, exploration, survival game set in a block-based 

world. Minecraft has no real goal or objective. But the game 

offers an extensive building system which allows the player to 

gather resources and build almost anything they can imagine. 

The game can be experienced from a first and third person 

viewpoint. 

Figure 21. Total War: Rome 2 promotional picture 

Figure 22. Far Cry 4 promotional picture 

Figure 23. Minecraft promotional picture 



Analysis 

43 

 

Mount & Blade: Warband  

Mount & Blade: Warband is an action role playing game, that 

sets the player in a medieval world and it is up to the character 

to build up reputation and gather followers, to eventually 

become king of a part of the land. There are no clear goal for 

the player, but NPCs do give quests to start the player off on a 

path. The game can be experience in first and third person in 

parts of the game, but also in and omnipotent view while 

traversing the game world. This is one of the games Calleja 

mentions as being an example of a game environment which 

invites players to construct their own narratives without relying 

on scripted narrative progression. (Calleja, 2013) 

The Elder Scrolls V: Skyrim 

The continuation of a long standing series of role playing 

games, set in a fantasy world with swords, magic and dragons. 

It is a first/third person game, with (at the time) state of the art 

graphics. You take on the role of the Dragonborn, a legendary 

figure, destined to either save or doom the world. The world is 

open for exploration and the player can go seek side quests at 

any given time, while leaving the main story line for when it is 

desired.  

The Sims 4 

Perhaps the most known life simulation game and one of the 

most referenced game when it comes to talking about emergent 

narrative. The Sims 4 is a top down simulation of AI characters 

that all have needs and desires, along with likes and dislikes. 

The player creates the environment in which the characters act 

and can, to some extent, control the character one at time. The 

goal of the game is to live the life of your Sims; there is no 

predefined goal for the characters in the game. 

Figure 24. Mount & Blade: Warband gameplay 

Figure 25. The Elder Scrolls V: Skyrim gameplay 

Figure 26. The Sims 4 gameplay 
























































































































































































