Abstract

In this pape narrative in interactive media is analyzed, with a special focus on emergent narrative. Based
on the theory discussgthis paperdetails the creation of an onlirerveyconsisting of five narrative
analysis methods. What these methatkasure isemergent narrative (questionnaire designed in this
paper), narrative transportatioplayer immersion, individuaame mechanics effect on emergence of
narrative (questionnaire designed in this paper) th@Bartle player type. Each test subject answéhed
survey for one out of twenty games chosen for this research. The twenty games were chosembeased to
one of t hr ee iFirsttybrutleir descriptive matragiyevhich éndicates a strong emergent
narrative experience&ommunities, seandly the emergnt narrative potential and thirdly ftmeir use as
comparative or baseline measurements. The test was conducted during a three week periatlime May
2015 and theurvey received answers from 289 people. The results strongly indicdtattthe emergent
narrative questionnaire worked in measuring emergent narrative, when compared to-tbpodeld
emergent narrative experien¢P.= 0.06 < 0.05) with a strong correlation of R (14) =0.947, p < 0.05. ltis
therefore assumed that the cigsnaire created in this paper, worked relatively well in classifying
emergent narrative based on the explanation given to the test subjetttsrmore, theesults also indicate

that there is a medium and strong correlation between the emergenveajuastionnaireand 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 emgent narrative is likely to appear. The amount of data gatheredreakand 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 thesgleaenumber of interesting findings hiding within

it.
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Introduction

1 Introduction

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

emergent narrativim 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 p&d ¥Bars. Until now emergent narrative

has existednostly on a theoretical level, but in this paper, we attemgétimeand empirically measured

it using our Emerga Narrative quesbnnaire. What we try to answit 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 likety facilitate this experience.

We feel thain unambiguous definition of emergent narraisvstill missing in the researcommunity. 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 gamdsurthermore 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 thasfidlhe paper details chosen

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

confusionin clarificationwithin it.

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

Emergent narrative ian 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 sysn, the story emerges through that interaction, either
during the play session, or afténe fact, once the player has had time to reflect on
the experienagevents. The story that emerges is therefanerascripted self
narratedplayer story that giveslosure, 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 nart&e. 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 isreated, internally by the player, as a recripted sel

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 dus Was done by looking online for apparantounts 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 pickednheitdest o

their emergent narrative potential, or to be used to focomparative baseline.

Using our definition of emergent narrative, and following our discussion and analysis of the subject, we
designed a ten questituikert scalesurvey thatvould meaare 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 thatl2 duestion survey with game specific questions, relating to
eachgme6s mechanics was <created. The questionnaire
experienced emergent narrative, based on our definition. The test subjects were then asked to rate the

individual mechanics based on their perceived influemctéhe 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 playeimmersion experienced while playing these specific games.

All in all the survey consisted of four different analysis methods, where depending on thé& datakof
56-65 questions were asked.

Lastly a norcompulsory analysis was added, in order to gadlata 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 badhldnd re

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 eaehtion, so the different questionnaire received a different amount of
answers. The survey was conducted over the course of three weeks, from thdegdntd the middle

of June, 2015.
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13547 people answered the enmargnarrative questionnaire, 118the Narrative transport, 1216 the
Player immersion rad %38 answered the game mechanic questionnaire. Additionally 5220 people
answered the option8lartletest.

The results indicated that there is a correlation between the emergent narrative mpiestom 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 emergd 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, selfeported, most relevant gee 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 narratare soaie,

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 emergentraave questionnaire, based on our results, did manage to pinpoint the
more emergent games, when comparing it sel&reportednarrative experience, with a correlation of
0.947.

The amount of data gathered can in itself be seen as one of the beiles séshs paper, with
approximately 68@O0 individual questions answered. With this amount of data, andtsvitlide range
of questions. The data set could become highly valuable to the field of video game and narrative research,

and could serve asfaundation 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 introducticeradtinity. How has
narrative changed armolved with interactive mediand what are the different ways of presenting stories

in games?

To startoff, we are going to detail some of the history of narrative theory and research, introducing relevant
conceots and discuss their relation to the topic of this paper. Firstly we will be taking a look at the
beginnings of narrative theory. After thiscloser look will be taken at how the introduction of interactive

media has affected the field, and introduaedbncept oémergent narrativand other related topics.

One i mportant term that needs to be specified to
in the context of video games, At h egeripncesthecontent | n b
of the story or the game. In this paper, both these swoiill 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 properdies with the Russian Formalistrepresented by Viktor
Shkl ovsky and VIadi mir Propp, but it can trace i
(Aristotle. and Rackham, 1934).

Shkl ovskyo6s metagoaship hetween thet compositian and style of stories iffteery of
Prose(Shkl ovsky, 1 virphplogy of tthe félktalgRpropd 028) are considered some of the

ground stones of the RussiBormalist§ way of anal yzi engorschoolofithewht, Thi s
was continued and evolved by for example, nenchscholars, LéviStrauss and Barthes and by the

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

However in the late 19th century, the pl@pity 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 authaatdhe 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 narratocould differsignf cant |l 'y from the authorés view.
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This lead to a debate on the characteristics of the narrator, resulting in different types of narrators being
defined. InNarrative Discourse: An Essay Method(Genette, 1980), Gérard Genette giveshes 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 updateohclude a new form of texiust like narrative theory adopted
a new form of text, new and other media have been adopted by narrative theorytiéisdleeevolution

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

The nevest 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. Thiediffarence between the narratives of the
traditional theories and the narrative as presented in computer games is the intraductavactivity, It
potentially allows the reader to have agency on the story and be involved in the creation proegkasas

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 hypext 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 batonand 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, Waslkear 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 storytell{Risher, 1984) It is our belief, that the
aforenentioned introduction of interactivity to a narrative medium can, in its stronger forms, trigger the
cognitive process of the Narrative Paradigm. This waintrnalizingour lives is alsca phenomenon
explained in psychology. According to narrative idgrtheory, 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 forwaydRuth Aylett in 2000. According to her,

Storification is theself-narrationprocess 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 hMiejaan

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 iteratemn 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 @tengr understarioehaviorand

aspects of other people, or even interactive syst@yan, 2006)

AnLi fe can only be understood W3grkwards; but

Kierkegaard)

Or as Ryan coins the term:

ALi fe is | ived tléosoktionlgd floa ofRgann®B06h dbcuk war d s 0

This concept of storification, can be translated aiter biographingor the creation of an alter ego. Where

a person projects its own identitgnto 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, insesice, explaining, is the cognitive process defined by the Narrative
Paradigm, therefore we will use the testorificationin this paper to refer to the cognitive process which

happens when a readseternalizesand 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 interprétedunience 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 chage. 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 understandingatingtine. 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 tteedisadss

or retell the story. The actions and events that we encoi#dams 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 Theoryn 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 narrativesi unmeasurable, how can we see if different games offer different forms of

narrative experiences. Marie Ryan agrees thiihin Avatarsof story, where she says that:

i Arans mediadefinition of narrative will require a broadening of the concept

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

narrowing down, ot her wi se all texts of al/l me
2006)

Can Gmes bdNarrative?

But can games really be narrative in nature? There has been a |batd da that subject throughout the

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

AEvery medium capable of narrative presents i
why, then, couldnét videofngriatmes present their
possibiliti)s?0(Ryan, 2006

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

Environments.

AfGame environments have reached a sufficient

allow, butdemand,atke f i ni ti on of cl assi cal notions of n

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 do tiassify 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 tavdo 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 e
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
somegames can indeed offer a narrative experience, both linear narratives, and more emergent types of

narrative.

In this paper, games are se@s 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 dheesuan@xperiences that thaayer

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

between games.

The Narrativelngredients

Ryan mentions how games have the basic ingredients needed to create a nBn@dvéngredients 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 interchamgbly 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 cmuteten theame as comparing TAtlvertisements

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 ca 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 soingtexternal (Ryan, 2006). If asked, anybody could tell

you a story about any game. JaMefrray argues in her 2004 papErom gamestory tocyber dramathat

all games are narratives, no matter how abstraciafee@aetens, 2005But Ryan argues thagtellability,

at its base level, is not enough for a game to be considered a narrative, but rather she goes on to suggests
an importantmiddle ground between games that do not offer narrative and all actions in games, being

classifiable as narrative. (Ry, 2006)She looks at narrative as a scalar value where:

8
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AfiThe greater our urge to tell stories about g

experienced the game narratively. A( Ryan, 200

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 basedhem narrative potential. In this paper it is the intention to look at
narrative from the same perspective as Ryan call s

the strongest urge to-tell your experiences, therefore indicatengtrang narrative experience.

Categorizing @mes

ARThe practice of formulating theoretical and
be applied to figameso without taking into acc
objects referred to have radically differeqptu a | i t i e s . Using the bl anket

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. o (Calleja, 2009)

First of all, it must be said thabmputer 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 deftitedr®overs 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 ofthe games incorporated. This can then lead to unequal comparisons or other unceAainties.
important aspect that we find must be present in a computer game, is that it must be ergodic. It must be a
nontrivial exercise to play the game, otherwise it Womore 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 gantes shardi f a mi | y r easdcewolld nathe esst @f

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 differentdgesnes 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 wishirapatyzethe games and the researcher must be
aware that these boundar@® 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 thejriaepro

placement within our categorization.

2.4 NarrativeCategorization

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

that it requires new ways of thinking about ntwe structure. In some casaksgners relinquish their
rights as the author and hand the tor dplayedVhisr t o t |
emerging media has now started creating emergerdtivay, or experienced narrativehare the readers

becomes the creat 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.

ClassicNarrativeDesign inVideo Games

Narrativein video games has takemany storytellingnethods from the more traditional types of narrative
theory. One of the most distinct ones would be linear narratygesented in figure. Linear narrative
takes the same form as a story presented in a bhawknovie. The story is told from start to finish, it has a
beginning middle and aend. Thechronological 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.

Beginning Q Q Q Q Q End

Exposition

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 reworkethsidegs of Aristotland

10
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canbe explained as Protasipitasis and Catastrophe or beginning, middle and end. It can be shown in its
most basic form with the Freytag triangee figure 2)developed by Gustav Freytag in the 19th century
(Freytag and Dihey, 1965)

Freytag pyramid Climax

Complication Reversal

Y
2
?oum
‘2
=

o
g 3 Resolution
Inciting incident Ry /
Exposition Denouement

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 reddses 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 pntial story, excluding the parts of the story that do not fit in with his choice. There exists a
wide range of narrative design methddse figure 3 5) that can be used to create these interactive
structures. Ryan defines nine such methods in her, iderkatives as virtual reality. (Ryan, 2001)

Start
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Figure3. (1) The Complete graph structure, (2) The network structure (3) The tree structure
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Figure 4. (4) The Vector with Side Branches (5) the Maizacture. (6) The directed network or Flow chart
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Figure5. (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 anate 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 coiRethbdylett, explains
interactivity and narrative cohesion as being in tension, and she says that a structure of a narrative is affected
and disrupted by any usadditivity or interaction, leading to possible incoherence as the system accounts
for that irteraction.(Aylett and Louchart, 2003) An example of that would be when thecppted

narrative and the interactivity offered to the player start clashing, causing friction between the player and
the story that the designer wants to projectthe morebranching narratives, you could face the problem

of the combinatoriakxplosion(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 figured, but the problem here being the deceptive agency given tayer, wherdghe choices

have no real effect on the solution or endinghef story.

TheDeath of thel'hreeAct 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 strucfanessin

They talked about how the classic narrative three act structure has evolved in storytelling over the past
thousands of years. It has been theorized arahadyzedcountless of times in striving to find the best

storytelling methods, if not for all storigbien 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 Unahmacteds considered

one of the fimoviesd of the gaming industry, mai nl

12
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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 scenesThis is not neessarily 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 (FalloR038), andskyrim (The Elder Scrolls

V: Skyrim, 2015) for example. In botfames the player has a choicevbin 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 earlieferred to as the narrative paradox. Abernathy and Rouse, say that
these open ended game worlds are what fAstory game!

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

In thetalk, they mention a study done in 2012 where it was discovered that players do not remember specific
plot points of games, but aable toremember their own user experience, and specific game characters in
great detail. It seems to be that the gap betvpdot 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 plath&so all
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 Effet 2 56%
Bioshock Infinite 53%
Batman: Arkham City 47%
Portal 47%
Mass Effect 3 42%
Skyrim (main quest) 32%
Borderlands 2 30%

Tablel. The table shows a number of linear narrative games and the completion ratelayéis(Abernathy and Rouse, 2014)
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All in all this goes to show how linearity and using the three act stru(®aen in figure 2)night not
always be the best choice for game developers, but tatdtaheyshould expand their possibilities in how
to structure their narratives. One such worthy consideration is the concept of designing for emergent

narrative.

2.5 Emergent Mrrative

The concept of emergent narrative has been making its rounds in the interactv@endiscussion for
around twenty years; in 1995, Tinsley Galyean offered what is considered the first account of emergent

narrative in connection with interactive media.

iAWe all construct narratives out of our daily
undestand, categorize and share experiences. It is this skill that many interactive

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

el ements of these spaces with our goals (the
If any narative structure (or story) emerges it is a product of our interactions and

goal s as we navigate the exp.gGaiyeamc €. Il call t
1995), (Walsh, 2011)

Later, in 1999. Ruth Aylett, who by many is considered one of the leadihgrdigs on emergent
narratives, theorized about the topic as well. In her paper Narrative in virtual Environmiemtsards
emergent narrative, Ryan compare emergent narrative in interactive media, to the way narrative emerges in
human life. The comparat 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 platdcsgarticipate 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 emergewin her medi ums, why shoul dndét it e

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, ananliytaffected by it, the likelihood of narrative structural
problems arising from that interaction, diminigRyan, 2006)

Still, the actual definition of emergent narrative and how it is created seems to be a bit more obscure subject
in the theoretical anronment. 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 capitalizeon the etertainment 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 satisfyamgexperience 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 interactintpevitystem, participate

in the creation of a narrative as a secondary author.

Five years later, Aylett and Louchart, during the process of creating an emergent narrative system, explain
whatthis kind of system would entail. An emergent narratiygtam 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 systeim is fo
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)

Thesame yearAylett released another paper where emergent narrative wasdigéihagain:

iEmer gent Narrative refers to a form of i nter
bottomup from interactions of characters. Like in any other emergent system relatively simple

local decisions lead to complérhavior 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 mative peaks or suspenseful actioBee figure §Kriegel and Aylett, 2008)
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Around the samgme thatemergent narrative was mentioned in the research community, the game industry
started expressing an interest instwell First mentions that could be found, were made by Marc LeBlanc

at the 1999 GDC (Game developers Confergimc8an Francisco. (Salemd 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 ofD@aige Adams and
Rollings, 2010).

The story emiges from the act gilaying. Therds 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 peRwifeitsto storytelling

produced ertely by player actions and-igame eventfAdams and Rollings, 2010)

LeBlanc also talks about embedded narrative as the other possibility for narrative in computer games.
Embedded narrative can be any-preated narrative that already exists within mgaefore the player
interacts with it. This could be story content, linear or otherwise, the environment and most other things

placed within the game worl@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 nedtrpotured or
preprogrammedbut rather, it takes shapes through the gafag. 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 possibilityeceicit and affect the game world, i
enables this emergent story construction activity for playéeskins, 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 emergarmative. 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 théack 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 ofediffgame 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

thene el ves as narrative, but more as anecdot al even

Some of the focus of the narrative community is on creating and analyzing character based emergent
narrative. There, the focus is on creating and designtegiigent narrative systems or A.l. which will be

able to react to player input to creat&rative throughhe interactions of the player and an autonomous
agents. Although a very interesting subject, we think that emergent narrative can, and is gy cre

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 oy actors
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 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 (hypertextnjictichile in storylevel
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 asanother 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 computerega(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,ettplayers, with the help of a game master will create intricate, emergent
narrative stories through their conversation, confined within the D&D rules being used. ROepaper,

Emergent narrative, requirements and Hegrel architecture (Louchart driylett, 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
narraive 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 ohe df eotvrt e@rker quotes:

Charactedriven emergent narrative is not thdyoway of tackling the issué in
simple cases evedlriven narrative can be produced assuming that the agents have a

suitable repertoire of behaviofgylett, 2000)

Emergence and the Agents of thgstem

One of the considerations here, is what would titais 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,eviemative 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 eméejentior emergent gameplay

and user reflection can @t emergent narrative within the mind of the player themselves, and not only
within the system. We think emergent narrative is createxd gnbiosidetween the system, and from

within the mind of the player himself. A narrative based on decisions arsitleoations, 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 attentp break away from the confusion by creating a hew
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 Iptayehe
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 Al then combine with the process of play to create

these stories. In his words:

18



Background

il nteraction gener @dllggas2009n ot excludes story. of

DescriptiveNarratives

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 segomataatives, 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 thatteding.(Pearce, 2004) Calleja, does so because he woulthike
narrative framework to distinguish between the narrative experienced by a player actively engaged with the
game and the narrative that is produced dfteffact through reelling the story. Calleja goes on to say

that these aftethe-fact stories ithemselves 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, see 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 assesatantidee 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 statementfilaaework specificallyanalyzingthe narrative

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

think that the aftethe-fact or descriptive narrative is an important part of the emergent narrgpiegence.

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,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 forateseaccess and analyze it.

This causes a problem in any research which would try to locatenatgzesuch an intrinsic experience,

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

Goals of the $stem andNarrativeClosure

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.
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Bruni andBaceviciute are proposing a framework that can measure what they call the-Authence

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 ohdneative 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. Intelligibilitypiotesshat happens

when an audience interprets the narr aprocesewhere ose t
the audience may construct its own meaning out of what is being mediated, independent on whether that
meaning corresponds orgetsgle t o what i s intended by the author

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 oh#ineative 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 possibléo 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 meaaterggtibn that

may result from interactions that are independent of the author and the goal of the system. At the embedded
narrative level,closure ent ai |l s a good sense of having experien

necessarily coincide with the author'spreeedd or i ntended interpretation. o

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.

Thetwo models of EnergentNarrative

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:

fi [] afeature 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
syt em and the | @Nmlsh,20bly er ni ng it .

=1

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
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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 tiseruand 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 wheheimteraction 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 observd arperience 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 explaineleateive as some of

the confusion emanating from within the field. May
the experiencing of it, and while the character narrative systems are not fully developed, we should still be
pursuing emegent narrative on a personal level through the creation of systems which can facilitate its
emergence within the player hi mdoendbf.lrratbreainGarhes,vi ne 06 s
guote fromthegame developer conference in 2014, seemartoug that same opinion.

fi [ ].therobust solution to characters and A.l 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 scratchintdpe surface. | think we are giving up the good for the great because i

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

we have to focus our attentions a little bit. If you are ovamhpitious it can lead tgaralysis |..]
APhysics in games wa s nitivas sthown simply with cirdes meaapgles At t |
and spheres, but still dealing with a subset which were then added and build on to. When these first
things appeared [Physis i mul at i ons] we didnot di smiss the
e x ci t(leving, 2014)

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

of believable and impactful things should be the startiogdan this process.

21



Background

But what else has been going on outside of the research community? Are there examples of developed and
released games that of fer emergent narrative exp

emergent narrative?

2.6 EmergenNarrative and th&/ideo Gamelndustry

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 implemétdllygvood like narrative structures (a

more dstinct 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 likelihoddharrative paradoxical situations arising. Other types of
games have implemented narrative through systems described by Ryan earlier in this paper,s8e figure

5. The narrative methods that are commonly used will oftarubscenesor in game or comper 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 possibilitiesf the medium as an interactive one.

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

ti me as Aylett released her first paper on it. Ma
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 systéme, 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 concegiadnd a gr
deal of discussion is ongoing about what these story systems could, and should, include. Steve Gaynor, in
his blog from 2009, 0St or y ma kdreatproingamesa Hekvantsggdneut d i
designers to stop trying to tell storiéait 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 storiggmiis mechanical frameworkGaynor,
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, andthen discusses these stories on different levessooy making on a micro, mid and high level
basis.

Themicro-levelis explained as the mometatmoment 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 @wibns 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 seemingiy cdvaes 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 thenid-level story makingas the player exercising his agency over how and whidbrfait

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 3edRDead Redemption or Tigder Scrolls V: Skyrim. Or when a

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

High-level story makings when the player is allowed to determine which elements are presengantbe

world. The narrative tBn 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 throutife thtatry 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 @ftory making can still serve as a good basis for discussion aiony worldsand

how they can present narrative and game mechanics.

In 2008, Levine held a talk at the Gardee v e | agmferendescalledtorytelling in BIOSHOCK:
Empowering Players to Care about Your Stupid Stbeyine, who is well known for his worknoT hief:

The Dark Project and the Bioshock franchise, advocated for new thinking for game developers and
suggested a pull, not push methaidharrativethrough a system where the narrative is pulled out of the
players interactions within the system and poashed 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 througtut scenesnd other linear methods. He says that games amach

stronger medium for other kinds of storytelling, where optional and discoverable story should be the aim.
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People, by making decisions and acting on them, and then being rewarded by discovering something special
that they would otherwise have missedthe direction narrative development should be taking.(Levine,
2008)

Six years |l ater, Levine was back to GDC with his
systemic and ludic nature of games is conflicting with the narrative systedhdisaussed how it could be
possible to create systemic, player driverplayablenarratives. (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. Levinés currently working on a game where he is trying to implement this kind of a system, but

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

In the narrative design of computgaimes, thanost 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 Iotherdtdhacestthe pldyer makes laré thewefmoslyf f e c t
meaningles in the grand scheme of thin@sevine, 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 althouglgites 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 limitinglye e ractess to all the game

has to offer.

"l 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 becauseoit't be meaningfully different the second

time, and that is an important challengéFfrom an interview with Ken Levine about
Bioshock) (Crecente, 2013)

Another point Levine makes is that when creating a linear narrative structure, it becomes imjmoadible

into the experience afterwards, you can only adtb 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 aroint 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 addigaindividual new elements

using a fraction of the time or money required for the forrfi&vine, 2014)
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Looking at emergent narrative basedloe v i ané dihers 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 fgtngdaskich of

these games are

percei ved

as fAgoodo

t o

t he

gener a

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

independent study done Bys Technica shas the top played games on steam, and the mean number of

hours spent playing, per owner.

MOST PLAYED GAMES ON STEAM

Mean number of hours per owner since March 2009 (>50K owners)

Football Manager 2014

CoD: MW2 - Multiplayer

Dota2
Counter-Strike*

Sid Meier's Civilization V

EVE Online*

Counter-Strike: Source*
The Elder Scralls V: Skyrim
CoD: MWS3 - Multiplayer

Empire: Total War*

Mount & Blade: Warband
Farming Simulator 2013

Europa Universalis IV

169.2
1489

141.7
1218

121.3
120.0

106.9
106.4

929

894
| 854

196

Battlefield: Bad Company 2 122
Garry's Mod*

Farming Simulator 2011 1.3
Team Fortress 2* | 111
Total War: ROME Il | 10.7
Mabinogi 68.1
CoD: Black Ops- Multiplayer [S 1 K]

*_Does not reflect play
time before March, 2009

F -
\ars)
L

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

Figure 7 shows aimdependent 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 emergéneerative andeplay abilityand/ormod

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 EmergenNarrative inCommercialy Releasedsames.

With partsof 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,aHollowing section will look at a few dhe releasedommercial 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 -}-‘ e

which occurs in the middle ages, develop
by Paradox studios, and reledsn 2012. The
game has, as of Septemb8& 2014 sold overfs
1 million copies, and 7 million copies of DL( - “
and expansions. According to Pgbn, an "
online game news site, the average player
clocked around 100 hours. (Hall, 2014) As
comparison, the average player on Bioshc~" Figure 8. Crusader Kings 2 gamplay
Infinite, has spenapproximately 15 hours or

it. (Bioshock Infinite, 2015fSteamDatabase,

2015)

In a lectures athe 2014 game development conference, Henrik Fahraeus, game developer at Paradox
Studios, talked about the emergent narrative system designed for Crusader Wiogz@ng to him, the

team at Bradox, sees the creation of aneegent narrative system @ key to infinitereplay 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
narraive. The focus of the lecture was on how the interplay between scripted narrative events, player input
and Al actors, with personalities and opinions, merged to create strong personal narrative that feels unique
to the player and his specifitay 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,

Fahraeus gave the following bits of story points which can appear in the @@mwaeus, 2014)
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ST SUN SR,

King Mielus (Player Characte
The king gave them al/|l title
Mi el us di e si the playeris dawrallictinealdeste )

The second, Prince Ur ho, st a

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

o o Do o Io Do

Lalliés son Miemo succeeds t
Mi ENowvg theplayer), starts a war for the throne (player action
Mi emo | oses and is beheaded
T h e qwlbecomes Urho, his own killer!

King Ur ho, Ot he Possessedo,

The i mpatient oldest son, or

wife (Al ambition) has father Urho murdered

A
A

Anot her round of ci vil war s

Mor e s o n s ofMields pegrishaomedysonen s

This narrative, is presented in short bullet po{stee Table 2)but players tend to take it further in their

Table2. Example of EN, as given by the developers of Crusader Kings 2

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

their storiesSeeAppendix A for some of these stories.

Some of the statement made by Ken Levindis Narrative_egoslecture, can be supported by looking at

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

player input seem to indicate that they really achieve the goal of creating a stromggreénmarrative.

Second of alllosupportL e v i mledism about Aadding ino

ther e

These add on packs bring diéait types of new features to the narrative system. Increasingfitasy

have

already b e eor Doweldadablesoeteht packs far @rusader iKidgs. a |

ability, and adding relatively cheap (for the producer) content to the game.
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DayZ
DayZ is one of the more interesting succe~"

stories of the gaming industry of the past fe

years. Originally, Da¥ was first released as
free, user created modifications fine Arma2
engine, a popular military simulator. The creats
of DayZ, Dean Hall, wanted to create a ga
about his experiemcin the army, where player

would be forced to think about surviving st

Figure 9. DayZ gameplay

apocalypticworld. The way Dayz is different
from otherpostapocalyptiogames, is that this is one of the first games to truly implement human survival
mechanics, and on top thfat, 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 ardptaiiers. 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 friengl or not. These bouts of terror, are supplied by ortbekeyingredient to the

game perm deathlf 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, missiangextives in Dayz. The player only has one

goal thatis 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 thendodyhi

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. theopy of

article can be seen in Appendix A.
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Far Cry 4

In a video interview on Gamespot, an onling

games news site. Creative director of Far Cr
Alex Hutchinson explains how their design trie\
to put emphasis on player driven stories a .
emergent narratives. Far Cry 4 is new new - *(“ ;
installment of a franchéswhich started in 2004 § i\ )

The premise for all the Far cry games are simil \ \\

It is an open world, first person shooter where sy 5

Figure 10. Far Cry 4 gameplay

player takes part in liberating a story world fro
its oppressors. In Far cry 4, the designers wanted to marry the narrdtitbkevjameplay where they try

to glue the narrative with the open world. Hutchinson, talked about the cognitive distance between linear
narrative structures and how playergamedecisions can conflict. Something the theoretical community
has talked abdtin 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 environheretywherhe player
conquersareas, the characters inhabiting theldiavill respond by retaliating or trying take backhese

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

Another point he makes is thatasilent 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 stastsing 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

conseguences, be they good or.l{edditchinson, 2014)

Far Qy 4 could be thought of asnarative anecdotal factory, sincdai of the emergent narrative arises

from emergent gameplay. This is also one of the s
storyo. But as has already been gdgigameplay sverds, willn t hi s
not always create coherent stories out of them. For that to happen the system needs to create cascading

effects, orepercussions tthe player's actiongHutchinson, 2014)
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In Hutchinson's mind, this is all work in progress.endthe 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 eartiexcussions, Emergent narrative is a concept which has captured a
great deal of the research and devel opment C 0O mmu
between narratologists and ludologists has finally been put to rest, the focus couldrnaw 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 mediwmich 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 umedefodnclude 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 thegemee 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 reseatcners that
analyzed and gone in detail into what constitutes a good player experience. Things like immersion,
engagement, flow, player typeideo game addiction, and mordi, @f which have been researched and
analyzed by a number of people, and the work naes 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 tas shéte
creation of emergent narrative systems. What we want to examine, in rest of this paper, can be summed up

in these questions:

ResearclQuestions

0 How can we test the intrinsic creation of emergent narrative?
0 Is there a measurable relationship betweenergent narrative, and immersion and narrative

transport like suggested in the theory?

(@]

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 egperie
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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. far¥ideo 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 MrrativeDefinition

Based on what has already been stated in the earlier chaptdrthe 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 eated, internally by the player, asxan-scriptedself

narratedplayer story that gives closure.

Or in other words:

AEmergent narrative i s an intrinsic experienc
through cognitive storification or alter biographings 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 aftéte- fact, once the playdras had time to reflect on

the experience events. The story that emerges is thereforesaripted selt
narratedplayer story that gives closure, which can appear through a collaborative
process between the system and the player. This feeling ofect@sueither 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 havaetone of the kind, but the

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

Emergent narrative could be explained to a player as:

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

you progres and interact with the game world.
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Under some circumstances the player might st a
that dondét tie directly into the storyline of
are unique stories happening to you just beeayou 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 tfige indications that they are creating emergent narrative
experiences need to be found.

2. A guestionnaire needs to be created that will accurately rate games based on their emergent
narrative experience they offer.

3. The player experience needs to be analyzepleat 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 anpatterns 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 ofGames

In order to measure emergent narratieteased 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 arivdal exercise to play thgame, otherwise it

would more a film or movie than a game.

Like Calleja, we have defined a broad familygames thatve have classified as all games that héistaal

game environmenivhichwe use as an overall requiremerhis a family that includegames that are set

in a simulated world, wititso wn fiLaws of naturedo. This excludes d
abstract games. And it includes games where it is possible to navigate a world and participate in different
activities, like Minecaft, Skyrim andCrusader King2. (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 Callejabs pe

[...] the richest story worldsallow 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 diverbehaviorsand the user creates stories by
activating these belviors, 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 varietpf 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 agentdiofited 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 hteractivity

In order to shift the focus of interactivity onto the virtualrlds, 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., (B3@@ For the purposesfo

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 virtud 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 ke question mark on the difference between
seeing a game character in a first or third person perspectivesefmarration or self-projection gets

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

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 applicationsutkee vie@pmint will be situated

outsde or above the virtual world. The player doesn
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 explordory 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 siddy (Ryan 2009

Ontological: By contrast, in ontological interactivity, the decisions of the user will affect the story and
story worldin predictable or unpredictable manner giving a sense of agency or participation in the story.
Ryan sees Ontologicdesign consideration as the one most likely to facilitate emengerdtive Ryan

2006

Ryan goes further in defining the different types of interactivity, in figurag can be seen how different

types or genres of video games and interactive media can fall into the different categories shown.
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Internal-Ontological:
adventure games
shooters
multiplayer online games

Simulation games N mystery-solving games

with individuated with consequences for
“god” figure the player’s avatar
NW NE
External-Ontological Internal-Exploratory

simulation games mystery solving games

w E s
exploratory environments
Story-trees SW SE hypertext fiction
multible choice of spatial
adventure texts exploration
S

External-Exploratory
Classic hypertext fiction

Figure11. Ryanés types of interactivity

Segmenting of Fictionality

To add to this classification ghmes, 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
perspectiveswhich can be seen in figure,2&ill be used in conjunctionith Ryan's Narrative modes, to

further classify games based on both their narrative modes and fictional perspéctitem, 2009)

Marrative of Marrative Personal
Miniatures of Entitiy Marrative
|
Figure12. Call ejabdbs perspectives on fictionality

Narrative of miniatures: Calleja defines thearrative 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 catimsesrcontrol 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 perspectiygven to the player in the Total War games; where it is possible to switch
between a turn based worltapswhere the player will control the overall details of his empire. Activities

like diplomacy, production or army movement are done in this perspethigesecond 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 tha, 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 viethefbattlefield, 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 @aine avatar, which is
controlled by the player and seen in third person. The player is trerliiely to identify with the irgame

avatar instead of projecting themselves intoghme 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 ingame character than as something that is happening to (Daleja, 2009)

Personal Narrative: In personal narratives, the player experiences the story as happening to themselves
instead of a character delivered by the games desigheissis 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 entitgitdarsay, 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, andhether or not the identify themselves AS the character, or as only controlling

a character(Calleja, 2009)

4.2 ChoosingGames for th&tudy

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 neetien 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 gametsave written detailed stories,
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covering their experiences in games. On Rédditl 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 shornovels or novellas (Appendix)AFrom this we make the assumption that the players of those
games were indeed experiencing some forenoérgent narrative

Apart from our own online search, we useg¢ a maodss of interactivity and Call€mperspective 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 choosingames 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 narrativebut also games which could serve as comparisons; from other genres or design

consideratias and games thalllfinto the modes of interactivity.

Additionally we wanted to include a few more basi
played on arcade machines or the first generations of home entertainment consoles). Oung feasiois,

is that if our understanding and expectation towards emergent narrative was correct, these types of games
would have relatively rare instanceseamhergent narrativeand couldthereforeprovidea baselindor the

guestionnaire.

As part of induding as a wide a range as possible wanted to include games that offereiher

multiplayer orsingle player experiences, to see if and how, a social aspect would influence the appearance
ofemergentnarrativd. n Cal | ej abds 2 0 1&mentrpDigital Mediaa tre talkstaboutbowl n v o |
multiplayer games can be compared to improvisational theaters. (Calleja, 2013)

Al when talking about player actions in some m
enthrallingly unpredictable and most importani 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 wiarethesubreddit,

is a sub section of this forum, concerned with a particular subject. Convention has it that subreddits are named iwrbkargdaBold 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 bya ¢ h  @rederee abidsactiofjs.. . . ] 6 ( Cal | e a,
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 agdrtiees thafitted

into our classificabn. On Reddit.com, individuabubRedditsshow 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, considerinKenL e v i diseudsion omeplay ability we wanted to include some tiife
games that appear on figurdf replayability or time spent in gamés any indication of emergencegw

wanted that to be included as well.

Internal External
@ Battlefield 4 ® Super Mario
# Bioshock Infinite ® Spellunky
Exp|orat0ry ® Space Invaders

® Donkey Kong

® EVE online ® Mount & Blade: Warband

® Skyrim ® RimWorld

® Arma 3 (Multiplayer) ® Europa Universalis 4

. ® FarCry 4 ® Total War: Rome Il
Ontological _

® Minecraft ® The Sims 4

¢ DayZ ® Civilization 5
® Crusader Kings 2
® This War of Mine

Figurel3T he chosen games divided into Ryands types o
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Narrative of miniatures | Narrative of Entitiy | Personal Narrative

® RimWorld :
| Bioshock Infinite | ® Battlefield 4

@ Civilization 5 ® FarCry 4

. ® Super Mario
® The Sims 4 | ® Spellunky | ® Minecraft

® Europa Universalis 4
P | ® Space Invaders |

® Total War: Rome Il
® Donkey Kong

| ® This War of Mine |

T Crusader Kings 2 I Mount & Blade: Warband
Skyrim

| I Arma 3 (Multiplayer)
EVE online

| + DayZ

Figure 14. The chosen games divided into Callejabds Pers

On figurel3, the games that were chosen for the final survey can be seen classified on the internal/external
and exploratory/ontological scale, and on figu4 the classification on the range of narrative of
miniatures, entity and personal narrative. The amounthirfirst 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 th
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 gamesese th 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 updatestsilacach 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 Pocesses

First we will mention the games where we found a strong presence of online descriptive narnatieeg or
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 isagrandstrategy simulation game. The playefEsg=—— " —

is cast as the immortal leader of a historic civilization and m

world from a top down pepective and must either eliminat
the other civilizations, overwhelm them with culture impact

research enough science to launch an interstellar space (colnrv

Figure 15. Civilization Vgameplay

) ship

Crusader Kings 2

Crusader Kings 2 isso a grandtrategy simulation game, sdi§

in the medieval ages, where the player takes on the role |58
ruler of a kingdom somewhere Europe(and a little beyond). '
The player character has a number of traits and perso
options,that will influence how other characters react to theg
in-g a me . When the playerds

will take on the role of the heir, continuing the dynasty.  Figure16 Crusader Kings 2 gameplay

features a top down view on the world, showing the armies of all the nattmmactual 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 F'

in a world overrun by zombies and must scavenge fori
resources needed for survival. If you die, yose all the
resources gathered and must start over. It is a first/third p

game. Figure 17. DayZ gameplay
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Europa Universalis 4
Europa Universalis 4 is similar to Crusader Kings 2, in that &

a strategy simulation game, developed by the same develo== =5
However it is a little more ab®ct than Crusader Kings 2. In
the playettakes on the role of a country, rather than a dynajEiss
So the Acharactero of the
not have traits in the same way. However they have given &8

. .. Figure 18. Europa Universaligameplay
country traits that represt the spirit of the country.

Like Crusader Kings 2, this game does not have any goals that are set for thetpkagésoa top down

view on the world.

EVE Online

This is aronline multiplayer game, where all players play in tha

same universe. It has a science fiction setting, where playe
space ships across a galaxy that is not the Milky Way.
player is not given any goals in game and must forge her
path, particigting in many different professions. They can fig
nonplayer entities as well as other players. The majority|
players join what is called a Corporation, a collective of player Figure 19, EVE online promotional picture
who band together to achieve more than what they coulc

theirown. Theaat ar of the player was for a |l ong ti me, n
spaceship), but an update from 2011 enabled the players to step out of the ships and into a personal crew

guarters on station. Theme is exclusively third person.

Rimworld

This game is a top down survival simulation game. The plasg

is in charge of a number of characters that crashland to an
planet. Here they have to build a shelter and provide
themséves, until they can gather enough resources
knowledge to build an small spacecraft to escape the pla
The game has a blocky world that is viewed top down

characters are cartoony representation of people.

Figure 20. RimWorldgameplay
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Total War: Rome 2

Rome 2, as it is also known, is a strategic and tactical wa

simulation game. The player takes on the role of a civilizatis
in the classical antiquity period and must build up thetanjli
power of the civilization to overcome the other factions in ol
game. The game features two views; one being the stra . - F

e - [RONI

e

overview of the world, with armies and cities represented -
. . L Figure21. Total War: Rome 2 promotional pictt
models on the world and the tactical view, which is employ 9 P P
when o 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 Mrrative Potential

The games here, are selected based on their emergent narrative potential. They includealsmies
that we expect to be strong in emergent narrative, or system designs, or design considerations, which we
perceive as possibly allving for emergent experiences.

Far Cry 4
A single player first person shooter. It features a strc:;:;j L&

narrative and an open world to explore. It was designed to a '
the players to experience the story on their own terms a

their own time. It has many features commonly found in r

The main objective of the game is to explore the story of

game world.

Minecraft

An open world, exploration, survival game set inl@ck-based

world. Minecraft has no real goal or objective. But the ga
offers an extensive building system which allows the playe
gather resources and build almost anything they can ima
The game can be experienced from a first and third pe

viewpoint.
_— y
Figure 23. Minecraft promotional picture
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Mount & Blade: Warband
Mount & Blade: Warband is an action role playing game, t A T Z
‘ -

sets the player in a medieval world and it is up to the charg

to build up reputation ah gather followers, to eventually
become king of a part of the land. There are no clear goajd
the player, but NPCs do give quests to start the player off @&
path. The game can be experience in first and third persc
parts of the game, but also imdaomnipotent view while
traversing the game world. This is one of the games Cal
mentions as being an example of a game environment w Figure 24. Mount & Blade: Warbangameplay
invites players to construct their own narratives without relying

on scripted narrative progigen. (Calleja, 203)

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 persomgame, 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 expbration and the player can go sesifle quests at

any given time, while leang the main stor line for when itis rig e 25 The Elder Scrolls v: Skyrigameplay

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 Al characters
that all have needs and desires, along with likes and dislikes.
The plagr 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

Figure 26. The Sims gameplay
predefined godlor the characters in the game.
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