“‘PLAY ALONG” WITH THE AUTHORS:
HALF-LIFE 2, BIOSHOCK
AND VIDEO GAME

NARRATIVE

By
Samy Masadi
An Honors Project Submitted in Partial Fulfillment
of the Requirement for Honors
in

The Department of English

Faculty of Arts and Sciences
Rhode Island College

2010



Table of Contents

Introduction 1

Narratology 3

Ludology: Another Option 8

Game Natrrative Theory 11

Half-Life 2 The Enacted Narrative 23
0 Arbitrary Imposition 26
0 Welcome to City 17 29
o0 Man of Few Words 35
o0 Feel Free to Look Around 38
= BioShockThe Enacted/Embedded Narrative 41
0 Would You Kindly? 44
o0 Welcome to Rapture 47
0 A Man Chooses. A Slave Obeys. 52
o Bornto Do Great Things 57
= Conclusion 60
= Endnotes 64

= \Works Cited 65



Masadi 1

Introduction

Imagine entering a world that offers a vast, incredibly detailedyr&&lyond what you
could ever possibly visit in your real life; but wait, before you can even do ag\tiere,
something whisks you away to a grand adventure, leads you on a long odyssey, ayalitasks
with a hero’s quest. You might ask, “How did | get there in the first place?” t'Yddveers or
toolswill I wield in my quest?” You need not worry, for you likely have the means riglgban
desk: using a computer monitor, you do more than peer through a window to a virtuayoealm;
envision yourself completely crossing into it. With mouse and keyboard in hand, you wield the
most powerful tools to experience untold tales. Plunging into an ocean is your finsbaet
given world, which mirrors your initial plunge into the world itself. A bathyselaeds your
descent until it takes you to an extraordinary underwater city in the 1950s, whemalyenture
awaits. Your use of your PC as a portal into other worlds is echoed, in another aduwenture, i
your use of a portal to an Eastern European city in a far flung future afeme rule over Earth.
You have neither simply arrived at any typical world nor embarked on any ordidaenture.
Indeed, yothave begun your experience within two separate video games that have some
wondrous stories to tell. The stories, too, permeate the games so thoroughly pleatehe
would have a difficult time playing without them; depicting adventures Bay&hockandHalf-
Life 2respectively, the stories prove integral to the experiences.

In fact, as the video game as a medium evolved, games’ use of story alse bemam
sophisticated. The very earliest iterations of video games were sinmpésdast and foremost,
and had little, if any, semblances of story because of their technologittatibms. With
technological advancements came not only the improvement of aspects such as igraphics

games, but an increase in developers’ ability to use games to tell storiess l&8uper
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Mario Bros.andThe Legend of Zeldden contained stories of the very basic “Save the
princess” kind, while others like the text-based adventure gamehad a more extensive focus
on their stories. Up until the more recent releases, story-based games depesitieon
established storytelling techniques, including text and non-interactive ciilenszenes to
complement their gameplay. However new the medium may be, the quick advancement of
technology over a short few decades, relative to the longer development of otherirasdiot
only advanced games in general, but has increasingly enabled the estttlishstory-based
games.

During the more recent couple of decades, games have not only become very popular, but
story-based games have become an industry standard. Though not as populsy asgddm
games have become popular enough, despite their high purchase prices, to edlifjse fdue
industry in terms of sheer profits. And with the advent of gamesiiteLife in 1998, the
story-based game not only became commonplace, but finally started to @ stastelling
using the interactivity inherent to the medium. More recently video gamesltistbties have
become the norm, and their technology in efédiciws game developers to tell whatever stories
their imaginations can conjure using whatever interactive or non-interacgitreods they
choose. Indeed, even the games that uphold gameplay as their most important éeptendyr
include stories as significant parts of their experiences.

The rise in the popularity of video games sparked critical and theoretmasnthat led
to the broad field of games studies. Within game studies, some critics have coedemtridne
game-playing aspects of video games, while others have examined video gapart®bsur
mass media entertainment economy. The rise of story-based games, howseatedran

intriguing question for critics: given thedeo game medium’s unique reliance on interactivity,
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to what extent can we consider video games as narrative forms? Duringstheoent decades,
the field of narrative game theory has emerged, has argued that storgdassdare indeed
legitimate narrative form&nd hasstablished the groundwork for analyses of story-based
games as narrative tekts

This thesis seeks to apply a sustained narrative analysis to two sdgaktedted story-
based games. It examines the work of narrative theorists and gam@dnegdrists alike in
order to argue that story-based games do in fact share the basic feattines parrative forms
even though they combine and rebalance the features in innovative ways. Then, ibtoontras
most game narrative analyses that provide a general overview of sgggrddased games but
do not usually examine individual games in detail, this thesis undertakes thoroughenarrat
analyses of individual story-based games. It examines the two games adaasgd in the
order in which they were released and will include the ways in which the lattermaintains,
alters, or adds to the narrative techniques of the former. This study thugadatsthe two
story-based gameBlalf-Life 2 andBioShockas a text that can be read throughvtleé-defined
methodology of narrative analysis.

Narratology

Narratology has thoroughly defined narrative and has clearly outlineduitctusér and
several of its major elements. In its most general definition, narrativgyteguates “narrative”
to “storytelling” as a method of communication. When discussing specific aggewrrative,
however, narratologists particularly emphasize the difference hetisty” and “storytelling.”
Although story is often interchanged with narrative in general usage of the terativear
theorists describe story as a part within narrative. Narratologists defiregive asthe

representation of an event or a series of evgitsbott 13). They define story as the narrative
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“content or chain of events (actions, happenings), plus what may be calledsteatsxi
(characters, items of setting)” (Chatm&utory and Discours&9). Narrative theorists Seymour
Chatman and Marie Laure Ryan and developer/author Jordan Mechner also noteekadrstor
not specific to a particular narrative medium, and, thus, many different namadia can tell
the “same” story (ChatmaBtory and Discours20; RyanAvatars of Story; Ryan, “Beyond
Myth and Metaphor”; Mechner, “Who Is the Prince?”). And to narrative theoristy,rakes
up only one half of a narrative; the other half consists of the discourse, “thessxprédse
means by which the content is communicated” (Chat®&tmy and Discours&9). Working
together, story and discourse combine into storytelling; they make up the twoadsgealiiies
that identify a literary work as a narrative.

Since time essentially links to the elements of story and discoursejvestinaorists also
define narrative by its unique use of time as compared to that of other forms of caatroani
Communications such as description and argument utilize a single dimension ofthimehwir
internal logic: the time they take to present their information, or the tipnespective listener or
reader needs to consume their information (Chat@aming to Term9). Narrative, on the
other hand, uses a “doubly temporal logic,” or two dimensions of time: story-tidhéiscourse-
time (9). On one dimension, a narrative’s story depicts a sequence of events taldrvgtblia
a period of time; on the other dimension, a narrative’s discourse recounts stosy buetgkes
its own time to express them (9). In essence, story-time and discourseetintt aecessarily
equal to each other; however, they work interdependently to form different typesatiomar
When narrative specifically does not depict all the events of its story, its discaithrer uses
less time than its story, in the case of “summary,” or skips its story, cateeof “ellipsis”

(ChatmanStory and Discoursé8). Narrative can also express more than the events of its story
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when it uses “stretch,” where discourse takes more time to depict eventotiyanrstpause,”
where story halts while discourse continues (68). Finally, narrative dize o#al-time
storytelling, or “scene,” where discourse-time equals story-t&8g (Authors can use such
techniques as needed to construct an overarching narrative, and the use of two diraénsions
time emphasizes a distinct communication method that only applies to narrative.
Narratology’s emphasis on the workings of time in narrative, furthegrhaylelights the
importance of the authorship behind narrative. Narrative relies on a “chronbdeguence of
events, which signifies not only the time dimensions, but also the act of logicalyngrdtory
events to construct the sequence (Chati@aming to Term8). The construction of a narrative
thus depends on the author, or, as narrative theory more specifically descrilbvap)itte i
author. Implied authors do not refer to real-world authors; in fact, they ontyhes readers
read narratives and imply their authors (Chatn®ary and Discours@48). Readers can only
reconstruct narratives because the original narrative construction waysagxists prior to any
reading; however, readers’ reconstruction, by definition, must form from sagieabr
construction, which thus implies an author (Chatn@oming to Term34-75). The inherent
structure and meaning of narrative manifest themselves where the rectimsio@ithe reader
meets the construction of the implied author. The implied author guides all readthgs
interpretations of a narrative through his construction (74). In addition, readensflalence
the structure and meaning of narrative because their reconstruction, wisiralitique
interpretations, can never form in exactly the same fashion as the implied s.athmtruction
(74-76). Therefore, narrative, and its structure and meaning, can only eishafreader reads
and perceives an implied author and, by extension, after the logical construction wak of

implied author.
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Another important facet to narrative, and to readings of narrative, is thedmgdider
that complements the implied author. Like the implied author, the implied reader doefenot
to an actual person, in this case, the real reader reading the narrative (CBabnyaand
Discoursel49). It instead refers to the assumed audience of the narrative, or those that the
implied author appears to address in the narrative (149-150). While they reachdesd oan
deduce the identity of the implied reader, especially with regards to thenstaraing of and
their stance on the narrative subject matter (150). Real readers themmketee nature of their
reading depending on whether they accept the role of the implied reader, whichritdzy
either consciously or unconsciously. If they read in the same vein as the imatied tbey
choose to go along with the implied author’s narrative guidance (150). If they dacapt the
implied reader, they can read in alternate ways that complement or claghenatuthor’s
guidance, but their readings may also result in problems with their understantheg of
narrative’s logic (150). The real reader’s acceptance of the role otomglader works as a part
of their overall reconstruction efforts, and qualifies the degree to which thensteuction
resembles the implied author’s construction. The notion of the implied reader thusizmnat
significant aspect of narrative and narrative structure.

Narratology has further defined narrative through its space, which involkaslsef
narrative’s fundamental components. As seen above, a narrative comes from aelscour
telling of story as arranged by an implied author. In order for it to portrényyg a narrative
needs a space for each of its story and discourse elements (96). Story-spas¢ha@egiietesis,
or everything existing or occurring within its world. It contains the ex@iod implicit images,
locations, or times that make up a story’s setting, the world in which a narratog/dakes

place (96). Stories also need events; every event within story-time, whegtheit or implicit
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in the narrative, occurs within story-space (96). Furthermore, a story would naveais
without characters, or existents, to make them happen; characters likemigese a part of
story-space (96, 113). The interdependent characters and events, as weikasball/¢
components, take place within story-space, resolve into a vast, infinite world rttaitveacan
depict.

If story-space describes an unlimited, infinite illustration of characéents, and
locations, discourse-space describes much more specific images and obgeeally
discourse space functions adactis of spatial attentidr(102). For half of its function, it
presents the vast makeup of story-space in the specific characters, ewkldsatons referred
to in a narrative. For visual narratives, discourse-space presents specifaneois of story-
space in the ways they appear on-screen or heard on the accompanying audio (M#EthaFo
narratives, it presents the specific components in the actual physical wethdg@ft (102). Due
to the physical limitations of discourse-space, a narrative must dewibtory’s unlimited
chain of events and space within the physical limitations; discourse-spagesequoarrative,
and its author, to construct, within the space, a specific sequence of story elafis, w
narratology calls plot (43). Discourse-space, moreover, is not exclusivelg seaty-space,
and the other half of its function presents anything in the narrative that is beysuoplesof the
diegesis of the story-space. Combining the functions of both its presentation of stargisga
events through plot and its presentation of non-diegetic items, discourse spadallgdeemnts
the physical body of a narrative. All the components of space, such as evearsechand
setting, together with the above-mentioned dimensions of time, thus essentiallyseaimgr

makeup of narrative.
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All of these elements define the basic, fundamental components of the variotisenarra
forms; even certain types of video games, when consisting of such components, prove to be
narrative forms. Narrative theorists like Chatman have thoroughly outlinedivarfieatures of
story and discourse, story-time and discourse-time, story-space and dispagsgthe author
and the implied author, and the reader and the implied reader, and story-based videalgame
share such narrative features. Like other narratives, story-based lgmareesstory and a
discourse, they contain a “chrono-logic” depiction of time and space, they hawmalarrgators
for their content in their game developers and implied developers, and they leaversear re-
creators of the content in the players and implied players. While story-lzased gre very
much narrative forms, narrative theorists have shown that, in the way thaveardfer across
media, story-based games encompass a different recipe of the same fundaanextiat
ingredients.

Ludology: Another Option

Narratology, while a valid way to analyze story-based games, rafgggst one
approach within game studies, and any thorough narrative analysis of gamdsaseagt
briefly consider the arguments of its largest game studies rival, ludology. ogydsla
formalist discipline that studies games in general, and more recentlyngsale narratology,
stands at the forefront of studying video games (Frasca 222). First anddarimology
claims that the video game is not a narrative medium, so it thus does not evaluste gt
narrative standards (222). Ludology studies games’ structure and focuses teihelements,
like their rules, function (222). It then does not deny that games contain elemdrdsaoters,
setting, and events; however, ludologists argue that games share thes¢saldthestories and

narratives rather than actually being stories and narratives (228g dfdments did form
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stories, ludologists argue, they would create unsophisticated, simple ones thahdiequately
relate the workings of its characters (Aarseth 50-51; Juul, “Gamesgrstories?”). Due to the
ostensible insufficiencies of the stories, ludology claims that video games davedtirue
stories, and ludologists cannot deem them as narrative forms.

Since it bases its video game analysis on game-specific standards, lutkilogg video
games as a form of simulation rather than narrative. In terms of theamadlitarratological
model of story and discourse, ludologists find problems with the potential of ganesaives.
They primarily take issue with games’ extensive use of real-timetsliorg, where story-time
equals discourse-time. They conclude that games’ heavy reliance ameesatdrytelling
constructs events as they occur: a game’s discourse does not retell, oruet@tety events to
then form a narrative because the player’s actions generate the gaemessamn-the-fly (Juul,
“Games Telling Stories?”; Juul, “Introduction to Game Time” 131-134). The egentyated
can then become a story or narrative, but the game that generates them is satilyestesy or
narrative itself (Aarseth 50). According to ludologists, simulation bestiles video games’
real-time event generation and interactivity, and accounts for game playgaist on the events
(Frasca 223-224). In addition, because players can influence game evenéstitiresrcan often
be independent of the construction work that the authors, or game developers, must use to
compose the necessary logical structure behind a narrative (Aarsettuid)ogists argue that
only simulation can describe a game world where players can freelycintetla objects and
create events (Frasca 224-225; Juul, “Games Telling Stories?”). Consitlerimatiire of game
events and time, ludologists rule out games as narrative forms and, by theirdstacaia only

define them as simulations.
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Since the ludological standpoint on video games explicitly denies that theyaté/as,
it clearly clashes with the narratological standpoint; both narratcdomyist ludologists often
refer to a debate between the two game theory methodologies. While notable luslbkagist
Gonzalo Frasca insist that ludology does not focus on the “technical inaccuracy afrétiea
paradigm,” and instead simply focuses on the importance of holding video games to game-
specific standards, ludology, by definition, cannot accept the coexistence of peespbeit
view video games as narrative or as simulation (222). Theorist Joost Rae$gehs|ps
summarize the game studies debate, reveals that other notable ludogists, spemn a#saEseth,
do in fact rule out narratology as an “outdated paradigm” (Raessens 55; alsmgie@m the
other hand, with the exception of Porter Abbot, who agrees with the ludologists (35-37),
narratologists simply defend the position of video games as narrative forms, and xialinibtye
deny the validity of other methodologies and their viewpoint on video games. In henasses
of the debate, Raessens agrees with narratologists, particularly HekinsJemsomuch as they
accept a coexistence of multiple methodological approaches to video gareese(i®ab5; also
Perron and Wolf 10, 14-15; Werning). In my analysislalf-Life 2andBioShock| will not
explicitly enter the game studies debate by applying both narratolagiddlidological points. |
take a stance against the ludologists’ dismissal of other methodologiese Matr Raessens
and Jenkins and welcome the possibility of choosing among valid methodologies to séady vid
games. In this case, knowing full well that in another context | could poteragdly the
ludological perspective as a valid alternative, my analysis of storytgasees will ground itself

on the model of game narrative theory.
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Game Narrative Theory

More specific than the general, traditional model of narrative theory, ardalternate
to ludology, the field of game narrative studies provides a solid foundation for an anélysis
specific story-based video games. Several narrative theorists have appreati@e-focused
study to the story-based game as a textual form. They generally look atl ¥ieteaf
interactive media, outline the evolution of narrative from the traditional form toetver
interactive forms, and then discuss important narrative elements of vides gaimg a varied
selection of titles. Building on this work, an extended reading of individual gamesedhe
major points made by game narrative theorists in order to look at the structuneeof ga
narratives, compare their storytelling methods to traditional narrativeoipit the games’
innovative storytelling techniques, and ultimately place the games withiomiext of the
evolution of game narrative and within the larger context of traditional narrative

When applying narrative theory to story-based games, narratologissstatoessues:
narrative immersion and interactivity. The first, narrative imnoarss discussed by Janet
Murray, inHamlet on the Holodecla highly influential work within game studies. Murray
discusses the pleasurable sensation readers and viewers feel in resgunsecttéd worlds
within various forms of texts. She likens readers to Don Quixote, a fictional @drandnct seeks
to shut out our real-life worlds and enter the world depicted in books (97). Films, too, can
entertain the same desires, as viewers can likewise want to enter th@mtsdreen (97-98). In
addition to her overview of the sensatiorbefngin fictional worlds, Murray also discusses the
sensation oliving within the worlds, and digital media, she claims, works especially well to
accommodate both because it involves a participatory element (98). But whethsatisfy the

desires to enter or live in their worlds, both traditional media and newer, digital refldct
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varying degrees of immersion, which Murray defines as “the experierm@ngf transported to
an elaborately simulated place” (98). And since the forms of media have &ssiffietiences
between them, they in turn allow for immersion in different ways and at diffenezis|

In general, the potential for reader immersion in a given text dependy greaibth the
content of the text itself (story in the case of a narrative) and the texdismmeor discourse.
For all texts, the act of immersion, theorist Ryan states, requiresnipdrancy of the text’s
medium (arrative as Virtual Realityl 75). In order to enter a fictional world and achieve
immersion, a reader must somehow look past the actual physical object, such as a book or
cinema screen, that acts as a border between the real world and the fictiotalAeodrding to
Murray, the act of “looking past” doesn’t necessarily mean a “passive” sugpearslisbelief
that the fictional world is not actually real, but rather an “active” avaaif belief: we easily
look past the physical border of the medium and accept the reality of the fictiondlovtire
text because we want to satisfy our desire for immersiotofleck110). A text can achieve a
transparency of its medium and aid our creation of belief in two ways: by ign@imgdium or
by embracing its medium. A story, for example, can create an “elalyosatellated place” (98)
using the words of books or the images of film without explicitly referencingctii@lghysical
presence of the printed words or images in the reader’s reality, so that togafoak
transparency of the medium and for reader immersion. However, Murray also poihist @ut t
narrative’s story can achieve the same effect by explicitlyngadlitention to the narrative’s
discourse, or physical borders (103).Dinck Amuckone of her examples, Daffy Duck actually
becomes aware of the film strip on which he, and the rest of the film, is printed (104). The
effect, and Murray’s point, is that the film, the medium, becomes transparenedessexplicit

representation because the viewers perceive a fictional world that intthedesrder, an object
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of the real world; and, with such a transparency of the medium, the viewers can theseimme
themselves in the fictional world. In all cases, the immersed readezlaciesires immersion,
so Ryan calls these readers “world-readers,” as they look at narratvasevorlds\irtual
Realityl76). Immersion occurs in readings of narratives in general, but as a look at game
narratives will show, story-based games facilitate immersion inapeays.

While “world-reading” represents a way to read narratives, Ryan atsolges an
alternate way to read narrative in “game-reading.” This alternatenwalves the second issue
central to game narrative theory, interactivity. Unlike the world-nedlde game-reader does
not desire immersion within a narrative world, but instead seeks to “play” and imétathe
text (178). In fact, as Ryan notes, a reader’s reading of a text-as-garoensplement a reading
of a text-as-world, but the types of reading cannot occur simultaneously irotratiitiedia
(176); the game-reader must forego the transparency of the medium anditigedfei@hmersion
altogether. Game-readers derive pleasure from doing activities witroridhlvound by rules,
and, in the case of traditional narrative media like books and film, they actaxebttention to
the medium, or the narrative’s discourse, in addition to the narrative’s story (1is8hui3e can
convey story, for example, in ways that foster game-like activities fdersasuch as mysteries
or riddles to solve (179). In addition to games within a narrative, Ryan also desmiba
narrative itself functions as a text-as-game due to “the unavoidable aensemf the arbitrary
nature of its medium”; neither the words in a book nor the images in film can pedectgy
the fictional world and story imagined by the author because if it did, all readald be able to
imagine the exact same perfect construction of world and story (188). Muzrgyanation for
the “active” act of reading can explain how readers engage a narratias gxfame: they play

with its intrinsically ambiguous words or images, interpret them, and only “‘wi&h they
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successfully create their own cohesive reconstruction of the narratwg/saad world
(Holodeck110). In essence, game-reading is a participatory and interactive metieadiofy
texts, and game-readers desire such interactivity. All forms of ivarcan satisfy readers who
seek a text-as-game, but story-based games satisfy such a neeztdotivity to a much greater
extent.

An analysis of story-based games will affirm what game narrativeyticeocludes: like
other forms of narrative, story-based games facilitate the immexsive world-reading and the
interactive act of game-reading, yet in unique, enhanced ways. Both MurrayamdBntion
that electronic media, including games, work very well to grant access lttswoiconstruct
worlds themselves; advances in technology give electronic media a powerftaayd/t
represent, or render, worlds and thus heighten the acts of immersion and world-(dadray,
Holodeck99, 103; RyanYirtual Reality308). As in traditional narrative forms, the story of a
game narrative can preserve the transparency of its medium and faoilitatesion by using the
same methods of ignoring or embracing the physical computer displayingthig/ea During
a scene in the ganMax Paynefor example, the main character experiences a drug-induced
nightmare where he reads, “You're in a computer game Max!”; the skdkinef scene creates
immersion for the player much like the self-reflexive scernauafk Amocldoes for the viewer.
Game narratives, however, require that their readers, or players, intéhattterstory and thus
have some awareness of part of the physical borders and discourse of the medmuiarpart
the method of input, such as a keyboard and mouse. Yet unlike in traditional narratives, the
discourse also aids the “active creation of belief” involved in readers’ imoner8lyan suggests
that interactivity, as an essential element of a game’s discourse, caranaosmersive

experience because players effectively enter the fictional worlds whepdheypate in them
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(Virtual Reality307-308). Story-based games always function as texts-as-game, and game
players always read game narratives through interactivity; howearage glayers can practice
immersive world-reading addition togame-reading when they play a game narrative, rather
than as an alternative as in traditional texts (307). Readings of story-basesligaolve the
immersion and interactivity inherent in readings of all narratives, but indiveckaaninations of
story-based games, as well as game narrative theory in generak fratygames use immersion
and interactivity to greater extents and allow for them to occur simultaneously.

Although all forms of text allow for some form of interactivity, as previonsintioned,
one specific type of interactivity that traditional texts do not often permitretdvill prove
crucial to a narrative study of games is the power of agency. Murragsiefency as “the
satisfying power to take meaningful action and see the results of our decisiom®iaed’c
(Holodeck126). Readers of traditional texts surely have some power of agency, in the form of
interpretation, over the texts’ meaning, but rarely do they ever have the poaotually make
decisions that would change the content of the texts. In the case of narsasiyoteexample,
only a few depict the events of their stories with enough ambiguity so that thensrbade
agency to decide how the events unfold. Some narratives like “choose-your-adventure” novels
or participatory theater performances provide the most obvious exampladinbtal texts that
specifically accommodate a limited sense of reader agency (127). Madivesirhowever,
depict events clearly, and while readers can interpret the meaning of tig, évey can neither
change the events nor change the order of the events. Of course, readers dmddgawy
on narratives by taking out pens and directly rewriting parts of a novel or ussgrsdo cut
and paste parts of a film, but their resulting works would be totally differergtivas

altogether. Without having readers physically rewrite the narrativesi@elge work of their
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authors, the power of agency seldom lends itself to traditional texts, and rarélgdiaonal
narratives allow readers the agency to decide the courses of their. stories

Unlike traditional texts, games naturally provide for agency. In fact, iniaddo the
games’ ability to satisfy the desires for immersion and interactivitylsaneously, the
commonness of agency in games further explains why games can createraoreibeightened
sense of interactivity than traditional texts can. Games, especiallybsteegd games, can
deliver agency on many different levels. On the level of pure gameplayrpleaxe the
greatest agency in games that provide several choices; for example, in @yss,qan choose
to move one of several game pieces during their turn to directly impact the garoese
(128). In games that contain worlds to explore, particularly those with digitsbaments,
players can harness a satisfying ability to be their own “tour guidayiémman,” or “director”
of their game experience; even if players cannot directly affect timesethey witness, they can
still feel pleasure from an agency of navigation, in which their decisions aboutordee and
where to go can change their experience (129). On the level of narrative, orgrhyesied
games also offer players the agency to directly influence the eventssbdthél140). Some
story-based games, for instance, provide set points along the course ofdtieenatrere
players, much like readers of “choose-your-adventure” novels, simply make a ahorg a
various options that will determine the outcome of the story. Often in such casegehowe
players’ agency within the narrative has little to do with the nature of the gayr(egl it
shooting, fighting, puzzle solving, etc.), and players’ satisfaction with the imarcain either
complement or, as with Murray’s example in the gautyst, oppose their satisfaction with the
gameplay (141). Other story-based games do, in fact, combine players’ gaaamns with

their narrative choices by making the two seamless, interdependent, and uniféigct, the
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more that story-based games successfully give players high, variesldéagiency, the more
they give players the chance to experience higher levels of narrativeemasit—especially if
the games already lend themselves to immersion and interactivity—than tbaskegiby
traditional narrative texts.

Two important questions arise when an analysis of game narrative consedeosver of
player agency: can players be considered authors or co-authors of a stdrgdmae@ And how
can the player have choice and agency in a story-based game when an author aridesigne
already written, plotted, and predetermined the course of the game n&r(itiveay,Holodeck
152; RyanyVirtual Reality320). The answer to the former question, that players are not authors
but rather agents, makes way for the answer to the latter question: in theory,ardhovaithe
player chooses to direct the game narrative, the game’s original authorwgiluhizcipated all
possible choices and prepared narrative outcomes appropriately. Players enpémetiey for
choices that resemble story creation, but the extent of their decisions mast vathin the
limits of the game narrative system that the author constructed (Mtiobndeck152). With
respect to player agency, the implied player plays a similar role in garaéveaas the implied
reader does in traditional narrative: in addition to accepting the implied slayelerstanding of
the game narrative, players can accept the degree of choice and freedom ofiexphathe
developer allowed for them within the narrative, and on a conscious or unconscious lgvel, the
understand that their enjoyment of the narrative depends on their acceptanc/{iRyain,
Reality321). Of course, players can always actively work against the gamgwveaosatrying
to enter parts of the world they cannot or trying to access parts of the dtmg/they should be
able to, but such actions would be the equivalent of, as mentioned above, physicailygewri

rearranging the pages of a book. Unlike readers of traditional texts who mugiurpeseful
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effort to work against narrative, however, players can experience incongsten a game

narrative purely by accident, as they may, for example, make a logicsibdabat, because the
developer did not make sure to block the option, leads them a story event that they should not yet
experience (320). In the end, although players might have a lot of choice in a stuh\ghae,

they are not the ones who need to worry about creating a narrative.

Narrative theorists discuss, and a closer look at game narratives affirm$ehow t
responsibility falls on the developers to construct a game narrative thégepktyer choice and
interactivity. They ultimately determine how much choice the player camwiighin a game
narrative, and again, much as in traditional narrative, some semblance of an imploed aut
guides players through the experience (319). Developers’ authorship is proceshict
means that the developers construct a narrative system that responds to ptagewéb a
storyline or multiple possible storylines (Murrdyplodeck152). Yet their game does not
necessarily become simulation, as ludologists would suggest, becausestieair dges not exist
solely to respond to the input of the player; it exists primarily for the purpose ofciolya
cohesive narrative (with one or more possible storylines) that the developerspaégend
written before the player even touches the game (Rfigmal Reality319-320). By giving
players some degree of choice, they must also make sure the choices lead tang cohere
consistent story (or stories) and try to eliminate or minimize any ind¢ensiss that may arise
from the choices. For the most part, the end result of a story-based game mélkesae
narrative that generates from player choices, but really game narrafiees, upon closer
readings, how the developer anticipated the choices and authored the narrative fveny t

beginning.
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The nature of a game designer’s authorship of a story-based game dfeadyfrdm
authorship of traditional narrative texts and also creates various unique formsatvea
Henry Jenkins, one of the foremost scholars of digital media, proposes that storgdmassd
largely fall into four types of narrative that range from traditional forms teethrslusive to
video games. Evoked game narratives rely the most on the traditional forms, and, more
specifically, on players’ prior knowledge of traditional, preexisting tigas (Jenkins 124).
Such game narratives tend to lend themselves to adaptations and retellingeofrsim other
media, especially since they exist in dialogue with those prior works (124). &uopkx no one
would say that the gameplay events in$t@ Warsgame, on their own, function as a narrative,
but they make sense as a narrative to players who have s&tarthNearsfilms (124). Another
relatively traditional narrative form, enacted game narratives, use @&ifii specific order as
authored by the developer (124). Enacted narratives give players an overarclhgstor
goal to achieve, and, while the game may allow them freedom of interactivity grnowkrds
achieving that goal, it provides them little opportunity to have an impact on the obtinse
story (124). In addition to an overarching goal, enacted game narratives eamatisenkins
calls “micronarratives” at predetermined points in the player’s path (12%roMirratives,
taking the form of non-interactive cinema-like scenes, including cut socendsch the game
demarcates the non-interactive moments with “cuts” away from and back toettaeiine
moments, and interactive moments specifically designed for narrativeceglessentially keep
players “on track” towards completing the narrative (Jenkins 125; Werning). Suahves,
both the enacted and evoked, appear akin to traditional forms as their structure asdleider

and strictly come from the authoring work of the developer.
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Jenkins’s other two proposed types of game narratives, on the other hand, allosv player
higher degrees of interactivity and agency with regard to both gameplay and thepoogoé
the story. His third category of narrative, embedded narrative, involves the desigragegic
placement of salient story information or events in parts of the game worlds\arahments
(126). The discoverable, or otherwise “unlockable,” story elements functionrgrtola
micronarratives except for the fact that players to some extent can dexmeer in which they
experience them, whether they want to experience them or simply skip them, orgin som
situations, whether to choose a story event that in turn blocks access to another évent. W
players harness some agency over embedded narratives, they have moreanteragi@ives,
Jenkins’s fourth category, where they produce narrative through their actions (12&ugh
emergent narratives are the most similar to simulations, especidily aase of Jenkins’s
example ofThe Simssuch emergent story-based games do impose limitations and rules on the
player in such a way that the player’s actions must generate logic&rse®s of events, or
narratives (128).

The first three of Jenkins’s categories are consistent with the garaéveadescriptions
explored by both Murray and Ryan (and Jenkins directly referéteedet on the Holodegk
However, Murray’s procedural authorship only partially accounts for Jenkins’genter
narratives, particularly with their lack of a predetermined narrative asrgotesl by an original
author and their highest level of player agency (129). Jenkins suggests that thermefinit
narrative needs to change to encompass emergent narrative and thus expand begfnedyre
authored sequences (also Montfort, “Interactive Fiction” 316). He also nbtegesn most
cases of game narratives, game designers typically author narrative &@ugadme worlds,

and he thus concludes that designers of story-based games are narrativesarather than
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storytellers (Jenkins 129). Adding to the work of theorists like Murray and Ryanndasnki
exploration of game narrative proves an invaluable guide to classifyinglsteeg games and
breaking down their integral narrative structures.

Whether narrative theorists accept a traditional definition of narrative fer poeexpand
the definition, they all agree that game narratives use a discourse tortethsough a
heightened sense of interactivity. Jenkins’s observation that the experietmy-tlased games
does not simply equal that of their stories applies to all other forms of narstinedl4120). As
previously shown, narratology has long noted that narrative is comprised of babhyitzrst its
discourse; any narrative analysis therefore should examine both esslentiahts. Many
narrative theorisfsagree with Barry Atkins when he claims that story-based games do not
receive much scholarly critical attention because the analyses focusnathigir stories (5).
Granted, he concedes that the games’ stories usually mirror the unsophisticatethat
seldom garner analysis in traditional narrative texts, yet he mgrties not believe that games
naturally deter analysis (5). Jenkins further notes that story-bases gaommally deemphasize
the types of character development that typically lend themselves to adiit®tral narrative
analysis; he explains how they depict “spatial” and “environmental” steinakar to those in
qguest or journey tales, and that such tales may receive popular attention, botogiside the
great literary canon (122). In the case of games, spatial storytatngjirectly to the interactive
exploration of the player, and as such exemplifies how the sophistication of gaairesr
relies less on traditional elements, such as character development, and more ooratoexpl
story, particularly through interdependency between the story and the interastiversie. And

since the interactivity of story-based games causes their narratifgesis on untraditional story
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elements, a narrative examination of story-based games would logasalhgorists like Atkins
suggest, find untraditional conclusions even when it uses a traditional criticahelp§8).

Since game narratives tell stories in unique ways due to their inherenthctivter
medium, an analysis of specific story-based games needs to take thisndéfete account. An
analysis of game narrative, in effect, could utilize the notions of narmtvehor and implied
author, reader and implied reader, and story and discourse. Instead of a focus, however, on how
the story’s characters work as agents to react to or further causeveioty, @an analysis of game
narratives would look at the player as an agent of narrative, especiallysifoecause of his
control of the protagonist, empathizes and becomes one with his character. An exarofnat
the implied developers, then, would look at how he structures the game world, story, and
characters to guide the player. Primarily, a narrative analysis oflstsgd games would
account for the foremost topics discussed within game narrative theory: immaengeractivity,
agency, and Jenkins’s narrative categories.

The gamesialf-Life 2andBioShockend themselves to narrative scrutiny that will and
detailed analysis. Because they are relatively recent games, lthkgitestories in innovative
ways within the contexts of both video games and narrative in general. Compared ttigeyhe
appear similar in both game and story genre: they are both first-persomglyaosties with
dystopian, science fiction stories. They both entail spatial stories and acobjmirneys.

Their stories’ first-person protagonists are both mostly silent antb$sceThe two-games are
certainly similar, yet their parallels isolate and highlight diffeesnhey have in storytelling
methods and narrative structure. The analyses for each of the two ganpesesothem, studies
each of their narratives, and points out how different game storytelling techoajues| similar

types of game stories. The two games show that story-based games not onlynsetl/dseto
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narrative analysis, but also are not all alike: while they all contain threeats of traditional
narrative, they employ the elements in various ways to produce game narttadivean be
closer or further from the traditional narrative form.
Half-Life 2 The Enacted Narrative

Half-Life 2is a critically acclaimed video game that is generally well-knowitgor
interactive storytelling, so it makes a prime example for a discussion of videorgarative.
Developed by Valve Software as a follow-up to their highly successful origfledor the PC in
1998,Half-Life, Half-Life 2 was released in 2004 for the PC platform. It was rereleased two
more times: in 2005 it came to the Xbox platform and in 2007 it came as a phd Gfrange
Box a package of five Valve games, for the Xbox 360, PlayStation 3, and the PC. titdalls i
the first-person shooter game genre, where the game’s player controlstdgopist using a
keyboard and mouse while the action displays through the monitor (on the original R€)relea
shoots enemies using various guns, and tries to avoid getting shot and dying. Asve narra
Half-Life 2 on some level belongs to Jenkins’s evocative narrative category. As a sequel, it, of
course, evokes the story of the fikslf-Life. Also, in terms of genre, it evokes common themes
of the science fiction and dystopian genres. Within the genres, howaleLife 2 illustrates a
journey story for its first-person protagonist and therefore it primaribnigs to Jenkins’s
enacted narrative category, in which the player reenacts events in orderedowards certain
story-based goals (124-126).

Building on the story oHalf-Life, Half-Life 2 has the player continue Freeman’s journey.
In Half-Life, Gordon Freeman, a physicist at Black Mesa and an MIT graduate, inadvertently
takes part in scientific experiments that rip open a hole into other dimensionse &yd of the

original title, a mysterious unnamed man—known only throughiti&Life apocrypha as the
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“G-Man"—implicitly reveals he has had a hand in the events at Black Meksplaces Freeman
into a sleep stateHalf-Life 2 opens with the G-Man waking up Freeman some years later to
fulfill some sort of task that the G-Man never makes clear. Freeman findslfimGity 17, a
city in Eastern Europe that reflects how much Earth has changed; the Combinen aacalithat
rules over multiple dimensions, have used the dimensional tear that Freemantaltgiohade
to take over Earth. Freeman meets some friends, Barney and Alyx, who send him trier, Kl
a former Black Mesa scientist who can best help Freeman reorient hilsg&lieiner’s lab,
Freeman learns much about the current state of affairs: Earth’s ruleuppet king, Dr. Breen,
the former administrator of Black Mesa, while Kleiner and Eli Vancex’alfather, have
formed a resistance against the Combine. The journey to Kleiner’s lab wetl/as an
exposition that motivates the restHdilf-Life 2Zs game narrative.

After Kleiner’s lab, the game narrative proper begins, including theegneait of
Freeman’s journey and the game’s shooting gameplay. Kleiner givesdfragmazard suit,
which the player will use for boosts to Freeman’s running, as a shield agaifist,gand as a
way to heal any of Freeman’s potential wounds via health packs. Kleiner theo takport
Freeman and Alyx to Eli’s lab at Black Mesa East, and though Alyx teleportsdmething
goes wrong for Freeman, who instead finds himself right outside Kleiaér’'sHreeman then
takes the long route to Black Mesa East, and fights many Combine along the wago MNag
after he meets Eli and his research partner, Dr. Mossman, the Combine r&itVBtacEast and
separate Freeman from everyone else. Freeman escapes, but soon learnSohalitteehave
taken Eli captive, and Alyx wants Freeman to help her free her father from NuspeRr
prison. Freeman and Alyx very nearly save Eli; however, Dr. Mossman, who theyediscav

spy for the Combine, takes Eli through a teleport to the Citadel, the Combine heardquart
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A malfunction in the Combine’s teleport causes it to explode at the moment Freemdmand A
use it, which causes them to teleport very slowly. They perceive their joasnegtantaneous,
but Dr. Kleiner informs them that one week has passed, and that their assault omdspe&tP
has inspired a full-scale human uprising against the Combine. Using the uprigingvas,
Freeman and Alyx attempt to trek to the Citadel. The Combine capture both Freehfdpxa

on separate occasions during their journey, and they take the two to Dr. Breen at thibdop of
Citadel. Dr. Mossman, also present, decides during the confrontation to atone forayal bet
attacks Dr. Breen. Breen escapes, but Freeman and Alyx then chase himrdtverfinal
climactic confrontation, Freeman destroys the Citadel’s portal to the Comdimeension

before Breen can use it. The portal’'s destruction causes a massive explodefpraut
Freeman is consumed, the G-Man stops time, wrenches the hero away, and thlafdnfis

2's narrative.

Half-Life Zs game narrative experience comes through the player’s journey: the playe
uses his interactivity and agency to reenact the story in the sequente thatie’s implied
developers have outlined. As in the case of any narrative, the very exsténegame
narrative implies the developers (authors) who authored the linear spatial Bbey write the
tale so that an implied player (implied reader) will reenact the storyttees ilayer acts out a
script for a drama or play (Mateas 20). Unlike in a traditional drama, howeverattes will
not have an awareness of the script; the implied developers utilize a myriadasftinéeand
non-interactive storytelling techniques that intuitively task the playtr thve completion of
goals that, in turn, advance the narrative. The implied developers accommodatea bal
between the limits of the world, story, and narrative and the player’s inangensieractivity,

and agency that ensures narrative occurs. The real player (real tekegithe game narrative,
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as the implied developers have constructed it for the implied player, and uses &dsivitter
and agency to reenact the story sequence and reconstruct the narratinvg {AtkiUsing the
inherently heightened degrees of immersion, interactivity, and agdathl.ife 2s game
narrative and storytelling methods essentially stress the importance wipliexli developers and
the player.
Arbitrary Imposition

Even thougiHalf-Life 2 grants the player interactive control over much of its game
narrative, the fact that it starts with a completely non-interactiveessenot a surprise or even
much of an inconsistency. Some traditional narrativesistaredias resvithout a lot of
exposition, so explanations of their story’s times, settings, and chareateedater, as their
plots unfold. Half-Life 2does, in fact, do this, but at the same time it does not thrust the player
into its world without some sense of orientation. By all means the G-Man has eotrible
player does not; in the brief, minute-long non-interactive cinema-like scena) balgavatch
and listen to the G-Man’s ambiguous statements while the odd man’s transpa @veidays a
depiction of strange scenes. The scene justifies its lack of interacttme@wtays. The first is
diegetic: the player has no control because the G-Man has not yet releasadr=r&@he second
is exposition: the implied developers, like the G-Man, want to introduce the playenédossic
details, and make sure that he pays attention so that he is not lost or confused whee thgy gi
control. Finally, the third is to build up gradually to immersion: instead of plunging therpla
into the deep-end and risking his drowning in the interactive world, the narrats/éhase
cinematic scene to let him wade into the world gradually. The cinematie sca traditional
form of narration and functions as a transition between the real-life world agdrtieeworld

because it provides one sense of immersion in the alternate reality bgives iway to
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interactivity, which adds an extra participatory layer of immersion (MuHialodeck98). No
doubt, the G-Man and his enigmatic words leave the player scratching his heal,dh g
time he fades away, the player has fully entétaetf-Life 2s world and is prepared for the
interactive experience.

As an enacted game narratittg|f-Life 2 uses the initial non-interactive cinematic scene
as a means of basic exposition. On the level of story, the G-Man revealaditdebeyond
identifying the player character Bslf-Life’s hero, “Mr. Freeman.” When the G-Man says,
“The right man in the wrong place can make all the difference in the world,” laenégdgounds
vague, but he subtly provides a broadly defined goal on the level of gameplay. As Jenté&s,
broadly defined goals hold spatial, enacted stories together (124). The Ggddinig words,
“Wake up and smell the ashes,” might instill a fear of what is to come, yeotifatt in turn,
motivates the player to explore the world, enact the game narrative, and hdipgiudyout how
to make a difference (124). The G-Man, and the implied developers, impose words, however
few they may be, for a reason: to provide just enough detail to set up the player’s, and
Freeman’s, search for more, which will then escalate the G-Man’s plarlas\tree developers’
narrative.

The second non-interactive scene takes place shortly after the gameanstdike the
first, its use in the game appropriately matches the nature of the nacatteat. On the run
from the Combine Overwatch, the player controls Freeman through a chase sequence over
rooftops and through apartment buildings until he hits a dead end. A group of Combine
surrounds Freeman, and the game momentarily suspends interactive contrahesEa@asbine
whack Freeman with their stun batons. Although interactivity itself, as Ryagcty points

out, can cause a particular level of immersion in a game narrgineal Reality307), the story
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event here represents an instance where interactivity and immersion clasth Fi@eman is in
an unfamiliar area surrounded by numerous Combine, some players might not belieagve nar
where they can reenact Freeman’s successful escape; in thihiegseotild thus lose their
sense of immersion. Players, too, would lose immersion if they could still cordesh&n after
the Combine attack because they would expect their experience to match thefréaéeman’s
situation: anyone knocked out would temporarily lose control over their own bodies, and players
would likewise lose control over knocked-out characters. The scene refleseswahere non-
interactivity is sometimes necessary even in an interactive namagigim; here, the implied
developers use the non-interactive opportunity as a useful storytelling technique

Half-Life Zs final scene effectively combines the preservation of immersion selea in t
second non-interactive segment with a function similar to a reversed versiorficdtteeene.
With no further gameplay or interactivity to take place after the scenenthieg does not need
to motivate gameplay, but rather resolves the story. The implied developers pypteniid
have had an ending that preserved interactivity up until the Combine portal’siexplaisich
would consume Freeman and turn him into a messianic tragic hero. Instead, the implie
developers choose to intervene with a freeze on time and the player’s controlguestvef
explosion hits. “Dr. Freeman...” an eerie, familiar voice calls. The G-Mamewith his
seemingly “arbitrary imposition,” his hold over Freeman, and his control over Freeman’
perception of time and space, which justifies taking away the player’s imtgyacThe G-
Man’s imposition then preserves immersion, akin to the second non-interactive segsi@nce, a
allows Freeman to survive the explosion in a believable way. The sense osiommethe
relatively lesser, traditional type of narrative immersion, which acistassition in a way that

is similar to the very first scene. The G-Man literally effects thgepla move out of the
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participatory world oHalf-Life 2to his non-interactive conclusion and finally back to real world
as the credits roll. Therefore, the ending scene, added to the other non-intseaismeces,
complements the story content and provides a satisfying, “efficient” kind gtedtong through
a precise, effective use of non-interactivity (Mechn&he' Sands of Tim€rafting a Video
Game Story”112).
Welcome to City 17

After the game sets the goals, as it does in the motivational non-intefaefiaee, the
player then reenactdalf-Life Z2s linear enacted narrative. The linear adventure closely follows
Jenkins’s definition of the enacted narrative, while sequences like the G-Mdasepeenbody
the very “micronarratives” that provide the game narrative’s overargaalsg (125). As a
spatial or journey storyalf-Life 2 oversees the adventure of Freeman that takes him from one
point in the story’s setting to the next; as a computer game, it not only has the adeéntage
rendering an immersive virtual world, it also allows the player to exp®enitironments, direct
his experience, and naturally choose where he want to focus his attention. At thiensg e
game levels’ linear structure itself generally compels him towaelgaals via a pre-planned,
directed narrative experience. While the player basically controls thregpEche narrative
progression through the speed of his exploration, his ability to handle the puzzle-solving and
shooting gameplay, and his achievement of ongoing goals, the designergsidetliyim in the
fashion of an implied author. Forward progression often means the player can nodocegsr a
areas from whence he came, for he will find that the implied developerson@htiauthored
the story’s events or characters to add new obstacles, such as locked doors he jpleset
from getting lost and to spur him in the correct direction. Sometimes the playalswitun into

obstacles on the path ahead, whereby he must solve a puzzle or trigger a stohaewgiht t
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cause the forward path to open. In any case, his actions as the player chanalotiee with the
guiding will of the implied developers to ensure he progresses through and rétatatite 2s
linear narrative.

From the moment the G-man releases Freeman into the world through about kiadf first
hour of interactivity, the game largely focuses on exploration, exposition, aadiorarrWith
nothing but the clothes on his back, Freeman can only find his bearings and set out fram the t
where the G-Man left him. AlthoudHalf-Life 2is primarily a shooting game, the game’s
introduction serves to expose details of the story so that the player will ostdraiblg diegetic
reason and motivation to play the shooting elements later. “Welcome. Welc@itg 17.”

The first words the player hears after walking Freeman out of the traturdecrefer to the

setting; the fact that they come from a man on a large video screen, in addition to thrmusume
floating cameras, suggests that an imposing, watchful government entitytigunuées. The

effect of the man’s video messages is like that of cut scenes, but the fgdathesthin the

context of the world itself grants the player agency to choose how much story heowants t
experience before he continues exploring. As he moves through the levels, he cannot help but
overhear the story details: clearly the design of the levels refleatsisdo narration and

exhibition because no matter where he goes, he will always be within eargeoeoél chatter

that reveals much about Earth’s current oppressed state under the rule of eaceli¢he

Combine.

Most of the introduction therefore passively reveals story information to the playe
explores, though at points it does employ more direct methods to narrate expositionyand stor
Exploration eventually leads the player to a Combine security checkpoint. Tride gua

immediately flag and surround Freeman; however, one of them, who takes him to an
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interrogation room, reveals himself as Barney, one of Freeman’s old friehdssc@ne serves to
introduce the player to two more main characters, Barney and his video contacgiber,kdnd

it provides him a specific goal—going to Kleiner’s lab—to motivate furtheroeapbn and
narrative progression. Later on, when a Combine guard blocks the path and demahés that t
player pick up a can and throw it in the trash, the situation overtly depicts the Canbine’
overbearing oppression of humanity. In a way, the guard’s demand reflectsshextneme

form of the implied developers’ narrative guidance: they still give the peaghoice—oblige

and throw the can away or ignore the guard and get beaten—but anything he does op#ns the pa
illustrates the intended oppressive presence of the Combine, and advances the. ndfithtive
these scenes, the developers implicitly enable the player’s choice doeeapll progress, while
their design of the levels, as well as events within the levels, directsaires pd reenact the
predefined narrative.

If individual scenes showcase immediate ways for the implied developersléotigei
player within the narrative, the roles of non-player characters in the stéay tgpresent their
most direct method of guidance. In a way, the developers implicitly enterrtiaévein the
form of various avatars, or graphical representations of people in a virtual edfilt the
traditional narrative role of the implied author. While Barney or the G-Mawneayeavatar-like
in that the implied developers use them to divulge story through dialogue, chdrketaigx
are the most prominent avatar figures because they literally guide tlee fgagove the game
narrative forward. After the non-interactive segment where the Comlaok &eeman, for
instance, the player would most likely be as lost and disoriented as the downed hera if not fo
Alyx. Alyx talks to the player, who regains interactive control after thelemt| and reveals

more story details through her dialogue. In the meantime, she also takes ¢én@playrip
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down an elevator, through some secret passages that only she can open, andcgtiriaty,ihto
Dr. Kleiner’s secret lab, the very same lab the player needs to reach tmhéfitif the narrative
goals. Alyx is the primary avatar-like figure for the implied develgmsshe performs the
same narrative guiding role again in the chapters “Nova Prospekt” and “Dargyg’ while
other characters, including Brother Grigori in the chapter “We Don’t Go to Raveyihol
perform similar developer-avatar roles. The story events that involve bothdfresmd another
character, including Grigori and Alyx, lend themselves to the developer-avateofoarrative
guidance; in such scenes, the developers virtually walk beside the player,ethdrttigey
unfold the narrative.

Dr. Kleiner’s lab marks the point Half-Life 2 where exposition and exploration-only
interactivity end and where a narrative rhythm between gameplayzding story-driven
sequences begins. The scene at Kleiner’s lab itself tasks the playénevitext overarching
narrative goal—to get out of City 17 and head to Black Mesa East—but the waytoudaire
goal now involves a mix of exploration, the game-specific elements, includingrepeogmies
and puzzle solving, and micronarratives. In effect, any given micronarrative jooigithe
linear path will motivate the player in multiple ways to continue the gameaplgxploration
until he reaches the next micronarrative (Jenkins 124-126; also, Atkins 61-62; Mechner,
“Crafting a Video Game Story” 112). Checkpoints with groups of refugeesistarese
fighters, for example, will give him ammunition, weapons, and vehicles to keepnieplgy
experience interesting, while they will also remind him of his overarchingtner goal and
provide direction for the next leg of the path. Additionally, the interdependedcatarnation
between the gameplay and micronarrative sections regulate the nai@dtareatic highs and

lows. The player mostly experiences stress and tension during gameplesgsivihe
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micronarratives provide him relief and motivation. The sequencing of both the mretorear
and gameplay kinds of segments meticulously draws out all the events througho@seem
journey; as the player moves through the segments, he reenacts the basiofdweaiman’s
linear, spatial story.

One very specific method of narration that the game employs involves a form of
voiceover dialogue running in tandem with the gameplay action. Of course, thel@aaeion
itself, coming from the player’s shooting, puzzle solving, and exploring, reprgsetgof the
sequence of story events. When the implied developers overlay diegetic broakszsian on
top of the gameplay action, they achieve another unique type of interactiveonariidie
broadcast messages are like those seen and heard in the introduction except thelffeagat
effect. In the prison of the chapter “Nova Prospekt” and in the interior ardaes Gitadel in
“Our Benefactors,” Dr. Breen directly addresses Freeman. Unlike thédasia of the
introduction, the later ones occur while the player undergoes some heavtiefldne implied
developers choose the storytelling technique to set the tone for the eventsamith dktova
Prospekt,” but also to give the player choices about how he wants to absorb Breatismar
and its corresponding thematic effect (Mechner, “Crafting a Video Gaong’ 31.6). The
player can pay attention to the narrative background while playing, find a quietpliten
without hindrance, or simply ignore the messages and just play. In any case, doadisa
during the gameplay make up another of the game’s narrative techniques, oneithpli¢ke
developers designed and about which the player has a relatively high degrerecyt ag

A second form of narration that occurs during gameplay and exploration come$throug
salient story details from the setting, or the game’s linear paths and eneitsn Due to the

advantages of electronic media, a computer gamekiteLife 2 can render highly detailed
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environments rich with graphics, art, and sound and thus enable high levels of immersion
(Murray, Holodeck99, 103). The observation of the details by the immersed player, in turn,
enriches his narrative experience. Some of the details correspond to Jenkinsildezinbe
narrative category (126-128). The player may, for example, explore a seasegladjaoent to
the linear path in the chapter “Highway 17" and discover the tragic fate fofimher inhabitants.
Most of the environmental details, however, are not “embedded” but rather “hidden in plain
sight” along the linear paths. The observdalf-Life 2 player will notice at several points along
Freeman’s journey the figure of the G-Man creepily observing him off in thendestaAnd in
“Our Benefactors,” the player can interactively move Freeman’s headdovelsl of the
interesting sights within the Combine Citadel while a mobile cell takgslélyer up the tower.
Unlike in the embedded narrative, here the player does not choose to uncover théhdetails;
notices them rather through an ongoing willingness to pay attention. And unlikayk€pl
decision to listen to Breen’s voiceover broadcasts, which play over the actwodlesg, the
player can pass by the environmental details without notice. By design, thediohglelopers
place the details along the linear spatial story, and the player who takksfltbem will add
such details to his overall reconstruction of the enacted narrative.

All the narrative techniques seerHalf-Life 2 certainly showcase the immersion,
interactivity, and agency of the player that allow him to depict and reth@astory, yet just as
importantly, they implicitly reflect the underlying design and authorshthetlevelopers.
Specific figures, including the Combine soldier in the beginning, the avatasHéwacter of
Alyx, and the ominous surveillance of the G-Man, all represent the most fortims¢gntces
where the presence of the implied developers oversees the player’s prlognegis the

narrative. Their presence indicates the direction and design of the implied devatbpeguide
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the traditional readings and interpretations (Chatr@aming to Term34) and the game’s more
heightened interactivity and agency. As with any narrative, the gatn&tuse and “chrono-
logic” sequence of story events depends on its implied “author.” The implied develbpers o
Half-Life 2 utilize the various storytelling techniques—non-interactive scenes, thactner
micronarratives, the exploratory segments, the characters’ narration kngilidjahe gameplay
segments, and the environmental story details—for various narrative purpodssd, the
player has a major role in the game narrative, but a closer analyadf-tfife 2 reveals the
developers play an implied narrative role themselves, through their narrativeicoos.
Man of Few Words

Much ofHalf-Life Zs interactive storytelling stems from the unique nature of Gordon
Freeman, the first-person protagonist. One of the first traits the plaffees is that Freeman is
a silent protagonist, as he has no dialogue or voice of any kind. After Alyx saves i feem
the Combine in “Point Insertion,” she even humorously remarks on Freeman'’s appartent quie
stoicism. “I'm sure you don’t remember me,” Alyx says, and, of course, an ad/lsil@nce
surely follows. “Man of few words, aren’t you?” she responds, half chuckling. Acalibe of
Freeman’s lack of speech, much of his history, characteristics, and motivatisheame from
the testimony of other characters. In the same scene, Alyx also say&thdr worked with
you back at Black Mesa,” particularly implying a preexisting farity between her and
Freeman. In fact, even the knowledge of Gordon Freeman’s name comes solehefrom
player’s trust in the collective testimony of the other characters. Timaadey could just as well
all be wrong, and Freeman could actually be “Morgan” for all we know (Atkins 5hjleW
testimony provides much of Freeman’s character, the player’'s compbage of Freeman

comes down to the player’s acceptance and interpretation of such testimomyrefleicts the
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same form of agency that readers have that allows them to accept gmetiribey information
presented to them in traditional narratives. And as the game shows, the playelyswatienc
his reconstruction of Freeman’s character mirrors the overall agencyg imhba he controls the
silent protagonist to reconstruct and reenact the game narrative.

Especially because of the silent, first-person player character, tlee pladertakes the
role of the first-person narrator Hhalf-Life 2 In the mode of a traditional reading, the player
can always fill in character details, as mentioned, to recreate an ahkggeman much in the
same way he reads and interpiatdf-Life 2s story and discourse to recreate the narrative. The
player’s reconstruction of a game narrative through his interactive cohadirst-person
protagonist, however, provides specific additional forms of agency beyond thosetmfrtahdi
reading. Controlling Freeman from the first-person perspective, the pglayd¢nhus choose what
he wishes to see and focus on the parts of the narratives that he wants to expekerscéq).
Just as in a traditional text with first-person narration, the game’s firstip@arration limits the
narrative experience to what the player sees and hears through Freevnaro$ yiew (57).
Although he cannot move beyond or outside of the limits of Freeman’s perspectiveyére pla
retains the ability, as described above, to direct the experience as tioderoot the first person
narration (Atkins 74; Montfort, “Fretting the Player Character” 141, 145). The pdwlee o
player to reenact the narrativetdédlf-Life 2then, as compared to that of the reader of a
traditional text, involves the heightened agency of first-person direction antlarameaddition
to the ability to interpret character and story.

While the player empathizes with Freeman and determines Freemanaistehahe
character of Alyx, though not the protagonist, is the primary sympathetic avgfBatci).

Throughout the story, Alyx embodies the most traditional example of charactépiaeat
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within the context of her relationship with Freeman. When Freeman first megetisdye
become allies in the fight against the Combine; later, their camaradeelepinto friendship.
After their first meeting, Alyx briefly describes her role in guidrefugees away from the
Combine; Freeman joins the resistance, and Alyx’s cause initially megtitta¢ narrative. When
Freeman reaches Black Mesa East, the story shows hints of a possibleaoetatntinship
developing between Freeman and Alyx, but it does not grow into fruition as of yet. Abfkés
father gets taken captive by the Combine, Alyx’s resolve to free her faghemes the game
narrative’s primary overarching goal. The implied developers utilizeoleas the sympathetic
character to motivate the implied player to reenact the events of thgifstoeyreal player plays
in the same vein as the implied player, Alyx’s effect as a character extalidd to him too. Her
role in the story is so prominent that it even approaches that of the protagonist, glagiehe
could arguably see the eventdH#lf-Life 2 as her story; however, she does not appear enough in
the narrative to drive it completely. The narrative still focuses on Fresnoamhey, but Alyx,
as a fully sympathetic, developing character, becomes an important eiertienplayer’s
reenactment and reconstruction of the enacted game narrative.

As an agent with the power to determine his approach to the game narrativayéhne pl
essentially fulfills his part in the formation of the narrative: his recoastm of the narrative
from the source text. Just about any way the player harnesses his ageivante dhe game
narrative will lead him to reflect the implied player. By allowing theyvealleable nature of
Freeman’s character alone, the game expects the implied playerhis agency to add his own
narration and direction to those it already provides, and to answer the question, “Whaois Gor
Freeman?” Therefore, one of the first things the player does, as mentionagc@nistruct his

image of Freeman: he trusts or distrusts the testimony about Freemauttieoharacters and
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then develops his own interpretation (Atkins 57). The player’s ability to reconstegch&n not
only mirrors his ability to reconstruct the narrative, but his perception ohdracter also
determines how he will reconstruct the narrative. BecHaffeLife 2is a linear narrative, the
player cannot directly change the events of the story; however, he can ingdyettignificantly
have an impact on the events by directing how Freeman will explore and visualltheiew
spatial story and by composing the motivations behind Freeman’s actions (6gp$lereeman
is motivated by his sympathy for Alyx and her cause. Perhaps he seeksdmiigwho the G-
Man is and why he thrust Freeman into the world. Perhaps Freeman wants tohi®rrect
mistake—from the events of the fitdalf-Life—that inevitably led to the Combine’s takeover of
Earth. In contrast tblalf-Life, which allowed the player to kill, accidentally or otherwise,
important allies and thereby cause the termination of the game narratividdB@)ife 2 places
slightly more emphasis on an unbroken narrative experience by defining one €aspestt of
Freeman: no matter what the player does, Freeman always automatiwally his weapon and
ceases fire when aiming at a vital story character. On the other hael{l® game does not
explicitly develop Freeman’s character, it implies that this taskdalike player. And since
Freeman i#alf-Life Zs protagonist and the story events surround him, the player’s control over
the character is the essential factor that lets him reconstruct thengaragve with such high
levels of interactivity and agency.
Feel Free to Look Around

As narrative theorists describe andHasf-Life 2 likewise reflects, narrative forms after
the implied developers construct a story for an implied player and after tipdanes
reconstructs the implied developers’ construction. The scene at Dr. Kddiabrin the chapter

“A Red Letter Day’,” particularly marks one of the most concentrated paih&se the narrative
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efforts of the player and the implied developers meet. As soon as the playethenkaios he

sees the entire scene set up specifically as a storytelling evdnthatiit puts on a “show” for

the player while at the same time it involves the player, through Freeman, @stloa@gents.

The implied developers “set up” the scene for story by confining the playerlabtHeaving the
characters speak a script of dialogue, and requiring the player to take gatain events

during specific moments in the script. The player, in the meantime, enterg-act

playground where he can easily direct the presentation of the scripted sceoeifyy Freeman
around the room and focusing on what he wants to see. He can stand near the chadacters a
listen to their dialogue or he can explore the lab and choose whether or not to keep an open ear
on the conversation. The implied developers certainly make way for exploration ierlee &€
shown by their placement of another interesting G-Man sighting for ther pléngefiddles with

the nearby surveillance monitors. While the scene gives the player a defyeselof during

the parts that run through an automated dialogue script, the narrative will not adwkassehe
complies with the parts that require the player’s action: namely, his donningevh&n’s hazard
suit and his entering of the teleport that brings him to the next location in the advenhter
narrative success of the scene does not simply flow from the implied degeboplee player
alone, but relies upon the work of both parties.

The similar scene at Black Mesa East in the chapter of the same namgdigeovides a
clear example that depicts the importance of the implied developers and thearptage
formation of game narrative. When the player arrives here and enters the lalEbMance,
Alyx’s father, he observes that the dialogue and the events run along anctbexhesrated
script, yet the script has one main difference: it ceases at points jusinoangh to apparently

give the player more freedom to explore. In fact, the words of Eli to Freemanfréeetd look
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around,” are incredibly appropriate, and the implied developers, too, certainly intenchéhe sa
for the player. The implied developers structure a scene that reédiétsife 2s closest
resemblance to Jenkins’s embedded narrative (126-128). During the breaks in thegibtog
player can look around and “activate” the “embedded” story moments. If the play®eako®
bulletin board of newspaper clippings, Eli will talk to Freeman about Dr. Breengfdratmed
photograph, Eli talks about Alyx and her mother; and similar brief moments occuarigrah

the other salient objects. Meanwhile, characters enter and leave theascéioa a set
schedule, to advance the dialogue script. Consequently, their dialogue briefljesd€li, and
the player cannot activate the embedded moments during these periods. Neitheethweplay
the implied developers have complete control over how the scene pans out, though tbgether, t
inputs combine to advance and form the narrative and shape the outcome.

The scenes at Dr. Kleiner’'s lab and Black Mesa East show how the impdigh @é the
developers meets the contribution of the player in concise, unifying mixtoegsarte
convenient examples that represent how the entirety of the game narratisafafiunctions.
The linear path through the game’s spatial, journey story suggests the handashthe
developers, who meticulously design the world, direct the player's movement through it, a
author the story events to occur in a real-time, linear sequence. Their quiesegce
particularly comes through their avatar-like characters, who provide eotany and narration
that guide the player’s perception of tone and meaning and who literally guideyteeiplais
effort to move forward in the narrative journey. They also give the player contrahevirst-
person protagonist, which thus implicitly provides him with the interactivity anacgge
influence the narrative. Because of the mute, sparsely detailed ehafdéteeman, the player

first reconstructs the image of the protagonist, and his reconstruction etdehdsarrative as a
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whole. Using Freeman, the player becomes the director and actor in his regmadtialf-Life
2's enacted narrative. Like a traditional narratidalf-Life 2 must arise from the implied
developers’ creation and the player’s recreation, their construction antewtion, and their
authorship and reenactment.

BioShock The Enacted/Embedded Narrative

Another narratively complex story-based gaBieShockis a more recent title that
certainly lends itself to thorough game narrative analysis. Developethbgrial Games and
published by 2K Game8ioShockwas released in 2007 for the Xbox 360 and the PC and then
for the PlayStation 3 in 2008. Although a new intellectual property, much of the gameesapt
the spirit of Irrational’s earlier game seri&ystem ShoclndBioShocks an evocative narrative
in as much as it hearkens baclSystem Shoand also, likeHalf-Life 2, to the science fiction
and dystopian genres. A first-person shooter g&im&hockiollows much of the same shooting
game standards &kalf-Life 2in terms of control and gameplay objectives except it has a much
greater focus on exploration and the collection of items that help augment the shBettagse
of the construction of the setting and the nonlinear narrd&re&hockprimarily reflects a mix of
the enacted and embedded types of narrative. The player’s narrative expdnastically
changes depending on his discovery of narrative embedded throughout the world and on his
choices during integral parts of the game that cause him to enact thevaamratirious ways.

At the start of the story taking place in the 1950s, the protagonist Jack experiences a
plane crash into the open ocean. In what initially seems to be a coincidence buseisoot,
Jack finds a nearby bathysphere that takes him down to Rapture, an underwdiat gist t
happens to be directly below. A video plays in the bathysphere that introduces thematy:

named Andrew Ryan founded Rapture in order to provide freedom for the individual without the
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imposition of government. Upon arrival at Rapture, Jack sees that freedom hashercigd t
into a chaotic ruin that houses several violent inhabitants. Jack does make a fresasd, ot |
Atlas, who agrees to help Jack escape Rapture as long as Jack also hekp&Atlpsescape.
After much exploration and shooting, which makes up most of the player’'s gamepkay, Jac
reaches the bathysphere that holds Atlas’s family, but it unexpectedly expBldening Ryan,
Atlas tasks Jack with killing the tyrant ruler of Rapture once and for alk elamntually does
find Ryan, yet Ryan then reveals the truth: the memories Jack has of his past@addloeash
are false, Atlas has deceived Jack, and Atlas has been controlling him througiea si
subliminal phrase, “Would you kindly?”. As a brutally grotesque way to prove his Ryiah
asks Jack if he’d kindly “Kill'". Jack, unable to control himself, then kills RyanasAtthanks
Jack as he reveals he is truly Fontaine, Ryan’s most prominent rival in the ruRaptere.
Tenenbaum, another major character, corrects Jack’s DNA to free him froobtimeirsal
trigger, and the rest of the game entails Jack reaching and destroyingé&dotad Rapture of
his tyranny.

Whereas the above sequence details the events that occur in all play-throughs of
BioShock certain major story points have alternate versions that drasticalty gféefinal turn
of events. Rapture’s inhabitants have discovered a way to give themselves supetilitiean a
by altering their own DNA using pure genetic material known as Adam. Adam, howalxe
has one source: the “Little Sisters,” young girls that Ryan, to put it bluathed into Adam-
processing machines. In the story, Jack receives two opposing accounts tfeltgidters.
According to Atlas, the Little Sisters are no longer little girls, but ratias in the euvil
dystopian machine that is Rapture; killing them, Jack would ostensibly take agivahthe

machine not only to collect a lot of Adam to make himself stronger but also totelygrdastroy
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the corrupting system itself. Tenenbaum describes the girls, on the other handcasti
victims of Rapture. She pleads that Jack, rather than sacrificing his own huamahityorality
to take down Rapture, instead save the little girls; rescuing them would pressdédam than
harvesting, and thus fewer super powers, but at least Jack could still dismasyieteine of
Rapture with his humanity and morality intact. The player chooses whetkdralaests or
rescues the Little Sisters; the choice, moreover, not only changes the stack'sfLittle Sister
dealings, but it also results in one of three possible endings for the game naifhgvearvest
or rescue choice changes the Little Sister sub-plot, the character desetagrdack, and the
narrative’s ending. Indeed, such events within the enacted portiin$iiockconsiderably
alter the narrative and showcase HdwShockconsists of a collective of nonlinear, alternate
storylines.

Much ofBioShockas a game narrative, requires the player to progress through its story
events in sequence, while the rest of the experience consists of a more fetglerihe
implied developers designed Rapture with a linear sequence of areas, yeaatdherne they
make each one large and wide open to better support the player’'s immersion,ierplorat
interactivity, and agency. Constructed by the implied developers, the veatrati the same
focus in the makeup of its areas. On the other hand, the player progresses througbfone se
story events in sequence along a linear path; meanwhile, the playermdsemses another set
of embedded story details, such as Rapture’s history and backstory, in a clympigiaear
fashion by uncovering them throughout the game’s explorable environments (Jenkins 126-128)
Even the “linear” portion of the narrative is in fact nonlinear, as seen above, but imrentliffe
way than the embedded details: the implied developers constructed the narrdtatgoy/er

has a choice—coming down to whether he harvests or rescues the Little-Sisteveen
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alternate variations of the linear sequence; although most of the events in timesegadhe
same in all iterations, the events that differ significantly change the eradivearesult.
BioShockherefore is a nonlinear narrative made up of the enacted and the embedded forms, and
the player experiences his version of the game narrative as a resulintéfastion with both
storytelling types.

Would You Kindly?

In terms of narrative progressidipShocklows very similarly, in many respects, to
Half-Life 2 because it illustrates another journey-focused type of story. The gamevearrat
houses a setting, Rapture, and plots Jack’s path through the setting in a linear manner. As
previously mentioned the player can have an impact on the narrative in severddwrays
regardless of the player’'s impact, the narrative’s path and the progressiagontiu®ugh a
predefined sequence of Rapture’s environments. The player will alwaysistaxploration of
Rapture at the bathysphere station and then advance the narrative by goirgttheddgdical
Pavilion, followed by Neptune’s Bounty, the Smuggler’s Hideout, and so on. The player, too,
must either enact or be witness to certain story events at specific poirgsredqath before the
game will open, or make way for, the next segment in the path. MudHdikd.ife 2 a
significant portion oBioShocls narrative thus uses what Jenkins terms the enacted narrative
form (124-126). UnlikeHalf-Life 2, BioShocks journey does allow the player to return, via the
bathyspheres located within each of Rapture’s areas, to previously visitedhaneaver, any
backtracking motivated by the player alone (the game does intentionallyJaatavisiting
Arcadia twice), does not lead to a progression of the enacted narrative. Perlmss weey to
describe the narrative structure is that, however nonlinear the playerisgathe as later

analysis will detail, the path of the narratm®gressions linear.
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In fulfilling much of its enacted narrativBjoShockhence has the player experience a
mandatory, predefined sequence of micronarratives. Some of these microrsamabixe non-
interactive cinematic scenes (Jenkins 124-126), which have functions similareortkiadf-

Life 2 To reiterate their functions in brief, the beginning and end cinematic scenesadtioke
interactive narrative’s highly immersed experience with transitignamer degrees of
immersion provided by the non-interactive texts. Diegetic reasons, meanwdigtphe non-
interactive scenes that occur within the narrative, and the scenes ensure fhaydr sees
important story and gameplay related information.

All the micronarratives, of course, provide the player with goals that heeet to
reenact the overarching narrative (124-126), and the interactive microregraté no exception.
Soon after the game begins, the player’s ride down to Rapture in a bathysphex, a sm
submarine transport, gives the player limited ability to move around inside théeyaeltide its
confined space ensures that the player will see what the micronarrative tatshdsy him:
Ryan’s overview of Rapture’s ideology and society and the micronarsaiimplied broad goal
of “explore Rapture.” A bit later on, the player reaches a dead end whesherséhe other
side of a glass window, a “Big Daddy” protector defending a Little Slisier attack. The event
introduces the player to the Big Daddies and Little Sisters; gives the piaygoal of retrieving
Adam from the Little Sisters, which is an important part of the gameplay amartfaive; and
unblocks the path for the player’s continued progression. The player’s journey through the
narrative, its linear path from micronarrative to micronarrative, esdgnéatls the player to
reenacBioShoclks enacted narrative.

Both the linear path through Rapture and the micronarratives reflect thedmpli

developers’ guidance of the player using methods comparable to tHdak-lnfe 2
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meanwhile BioShocks extensive use of voiceover guides the player in another, alternative
method. Since Atlas is the first person to be aware of Jack’s arrival at &dmlwaommunicates
to the protagonist through radio transmissions; Altas, as he initially leadsiyee {d believe,
will help Jack find his way through Rapture in exchange for helping Atlas’'$yfascape. The
two characters never formally meet face-to-face, yet Atlas, upthatgtory’s climax, plays a
vital, diegetic role for both Jack and the player, motivating them to enacestemys and
linearly progress through Rapture. Beyond Atlas, other characters, nRiaryand
Tenenbaum, also guide the player, and beyond live radio communications, they also
communicate through taped recordings; all of the messages, moreoven, aeggssible to the
player from the game menu and can play simultaneously over their gamdjag atany time.
Their very presence, akin to the avatar-like AlyHaif-Life 2, implies the developers’ entrance,
via a style of narration, into the game world to guide the player. In contragbtoh@lwvever,
the nature of the radio transmissions and tape recordings create a largexatieg#sis as they
allow for narration beyond what the player directly experiences in front of hanacters often
tell of things far beyond the player’s current location and experience, includiresp stor
backstories, of their past lives in Rapture. Using such a specific style ebverarration, the
implied developers divulge story details and direct the player through thecenaotative.
Because the inherent connection between the voiceover narration and the guidance of the
player is so prominent, it not only is a function of the narrative, but also actually foakes
majordiegeticstory element (Mechner, “Crafting a Video Game Story” 116). Revealegdny R
to Jack and the player at the story’s climax, the phrase “Would you kindly?” is a kind of cue
embedded in Jack’'s DNA,; it is a signal that Atlas has been using to make Jackmibegncls.

During the journey up until that climactic point, whenever Atlas wanted somédtbimglack,
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he’'d ask if Jack would “kindly” do it. The player complies with Atlas’s “requeststhree
reasons: he seeks someone to help him travel through the yet unfamiliar enmtrohRepture,
Atlas initially garners the player’'s sympathies with his facade abotarmity, and the player
needs to follow Atlas’s direction if he wants to progress through the narratilvethred reasons
involve the player to some extent accepting the role of the implied player sincaymeg phe
narrative for the first time, would yet have no reason to distrust Atlas’srgadaAtlas’s control
over Jack directly mirrors to the developers’ implied narrative guidance of tyergldf the
player seeks, on either a conscious or unconscious level, to see the narrative thtioeigimd,
he must use his interactivity, his agency, and otherwise his “freedom” to plaggdy into the
developers’ predefined path just as Jack irrevocably must obey Atlas’s “Wmulkdndly?”
commands.
Welcome to Rapture

Beyond the very linear structure of the enacted portion of the game naBatisShpck
allows the player interactivity to explore Rapture’s environments in gnticgllinear ways. As
previously mentioned, the structure of Rapture is such that the player must mova theoug
areas in a specific sequence, but progression by no means bars the playetuimangrto
previously explored areas. Even more thaHailf-Life 2, the player thus can control the pace of
his narrative progression as he wishes. He can move from level to level ardd tieemarrative
events as fast as possible with the intent that he will return to previousaesds explore them
more thoroughly. Alternatively, the player can perform a thorough searchlobeRapture’s
areas during the times the narrative requires Jack to be in those areashsavitnatl not need
to return for further exploration and would reenact the narrative at a slower@angared to

Half-Life Zs linear pathwaysBioShockinstead presents environments of such large areas that
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they contain several interconnected paths. The player can ultimately r&ach event or
micronarrative within a given level via any path of his choosing rather than oneasjvgeil-
defined path. The wide openness of Rapture’s areas and the player’s freedom &awplor
previously explored area without having to restart the game, moreover, renderdousy
detailed and thoroughly structured image of Rapture. And since the playericetaljt access
a complete, unified setting, he can perceive a salient, realistic, and thorogghoihtlae
underwater city that, in turn, has the advantage of enabling his deep sense ofamniEmsi
player’s freedom to explofioShocks setting and the resulting sense of immersion effectively
enable the player’s ability to direct and pace his own experience throughrtbengeative.
The events in Fort Frolic particularly empower the player, through a peculia
combination of photography and murder, to direct his narrative experience. A maderhara
named Sander Coen forces Jack into his domain, Fort Frolic, by denying him yspbatk
ride necessary to reach the next point in the main narrative, yet Coen'ssydaso
exemplifies how the game grants the player a compelling level of agesuiyedeis predefined
reenactment of the narrative. Before he relinquishes the bathysphere, Cagualsidmt Jack
assassinate four targets within Fort Frolic, then take photographs of epsh, @nd then display
them on a stage in the center of the area. Although the player must kill all targegrésgr
after the first assassination, the player can approach the other thet¢e taany order. The
structure of the mission ties in quite conveniently with the player’s freedorplafration within
the level: he can freely explore and freely assassinate each targeinas lteeim. The
photography, moreover, literally demonstrates how the player frames hrgeexpehrough his
first-person control of Jack. Each picture will be unique to the player’s fracthimiges, and

their display onstage depicts a way for the player to directly affegrésentation of the
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environment and the story. Completing Coen’s required mission, the player can continue his
journey through Rapture; meanwhile, the mission exhibits just how the gamehgiyeayer
complete autonomy over how he can undergo his reenactment of the enacted portion of the
narrative.

As a side note about the environments of Rapture, the “Vita-Chambers” spread
throughout the city represent one of gaming’s few attempts to diegeteeadigaile player
failure and death with the narrative. Even the most skilled players cannot pgrearent
characters—whether they accidentally fall from a great height ousixto enemy gunfire—
from dying in games on occasion. Videogames, incluHialf-Life 2, traditionally do not treat
player-caused death of the protagonist as a part the game narrative; thaaeathmevitable
consequence of a failure to “win” in shooting games (Tocci). Games typieale/the player
restart from an earlier checkpoint in the game narrative, so he can repsagtiagio until he
wins and can continue onward (Tocci). If the player’s character d@s8hockhowever, the
game automatically has the player continue from the nearest Vita-Charhigr,aléo enables a
continuous, uninterrupted experience of immersion (Tocci). The Vita-Chambersnade to
clone Ryan along with his memories in the event of his death; since Jack sharssRA as
his son, he can also use the chambers to resurrect hisefhockhen wholly unifies the
player's gameplay by including the protagonist’'s death scenario in théivemaways that
other story-based games, usually ignoring the death scenario, rarely do.

The Vita-Chambers, because they reconcile player failure in the gaméevithrrative,
reveal that the implied developers inten@oShocko have a greater narrative focus than other
story-based games. In effect, the Vita-Chambers are a creative boloa pdayer’'s immersion

and a complete implementation of gameplay within the narrative, but they degramedh
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gameplay experience for some players (Tocci). The noteworthy point hiea¢ tiset implied
developers take care to anticipate the death scendBio$®hocks narrative, but then author a
story-based solution that overcompensates for the player’s failure. Thdawdgs” the player
experiences when failing are the mandatory relocation to a Vita-Chambérearashdlomization
of enemies in the environment; otherwise, the player simply cannd@i@Skocks game. The
lack of a true losing situation for the player means the implied developers barstements
of the narrative’s discourse differently than other story-based g&iw&hockfocuses less on
gameplay and more on general interactivity and the preservation of immersion.

While the player freely explores Rapture, he will uncover far more than itsi@nsbi
environments, and not the least of these discoveries are the “memories” that uloiadizse
eyes. Upon entering a specific, contextual room, Jack will see flashes iofages in some
cases, whereas he will see visions of “ghosts” reliving past events in otloens. oSthe
memories, too, are required viewings within the narrative progression, or inatius, the
player cannot avoid them because they await in areas that he must pass througttion order
complete an enacted narrative goal. Such is the case with Jack’s brief visi@nl@fers at the
entrance of Arcadia, which he must enter as part of his journey. The other nseundoid in
areas that the player will only find through exploration, and so they fall undeatidngory of
Jenkins’'s embedded narrative (126-128). In Fort Frolic, for example, the player Gan com
across a prostitute’s bedroom that triggers flashes of images of Jackronvatfahis family.
The audio tape in the room, furthermore, comes from a woman named Jasmine Jolene, who
speaks of her impregnation by Ryan. Although the anecdote of Jolene and the triggéed fl
of Jack’s farm life appear unrelated at first, the player can recaliuk&position later, after he

learns from Ryan that Jack’s farm memory is a false one: the fact thabthdriggers the false
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memory implies that the details of the room and the recording are part&’'sf‘fae” past,
which means that Jolene is Jack’s real mother. The revelation of Jack’s maethrenys
embedded story detail that only arises after the player finds the prostiadeis Indeed, Jack’s
memories, of the enacted or embedded kinds, represent a game storythimguie that proves
important toBioShocls narrative.

Audio diaries, like that of Jolene, make up the most substantial shRi@Stfocks
implementation of the embedded narrative. The depths of Rapture hold 122 discoveradsge diari
which play recordings from several of Rapture’s inhabitants, including the maact#a of the
game’s story. The player not only harnesses his ability to explore and reedBiplShocls
large environments to unearth the diaries in any order (within the limits of daelalvisited
areas), but he also employs his agency to flesBim8hocks overarching narrative with its
optional, embedded portion. Altogether, the audio diaries contain multiple backstories and
characters’ points of view on the history of Rapture, which exhibit a multifacetddki
storytelling aptly suited for the embedded game narrative (Muralpdeckl161). For example,
the embedded story of Mariska Lutz, through her series of diary entrie$s teganrigins of a
Little Sister from her parents’ perspective. Mariska’s first diary irs#rees, addressed to her
daughter Masha, says, “Ryan’s men have taken you away and said you are needed to save
Rapture,” and it ends with instructions for Masha on how to return home. Following the
instructions, the player can find Mariska’s home and her next diary entry, whictbdedwer
terror upon seeing Masha in the form of an Adam-collecting Little Sisterwith Jolene’s
diary, the implied developers construct the scene to juxtapose Mariskg svéhtthe details of
the room itself: from Mariska’s reaction to her daughter’s fate, the bed wherpses lie, the

nearby bottle of pills, and the picture of Masha found directly underneath the augljdreda
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player can deduce that Mariska and her husband committed suicide in the wake of their
depression. Just as the player who finds Mariska’s diaries will add to his knowlebgd. flé¢
Sisters, his overall search for the diaries adds to the narrative; the\playencovers such
embedded storytelling certainly will reconstruct a different versidia®hocks narrative than
the player who does not.

In addition to the more explicit storytelling of the memories and the audiesjidife”
in Rapture—what it takes to exist in the city for both the player and the inhabHafiescts
another element of the embedded narrative. As Ryan’s message in Jacksathtyaphere ride
explains, Rapture is “a city where the artist would not be censored, where tstsaieuld not
be bound by petty morality, where the great would not be constrained by the small. tiAttewi
sweat of your brow, Rapture can become your city as well.” In the cityfent state, an
extreme form of Social Darwinism has turned the city into a violent dystopi@.Splicers,
comprising most of the inhabitants, attack the player on sight, and the kill-or-dxskiintality
provides justification for the game’s shooting gameplay (Atkins 61-62). In turmajaity of
the player's gameplay and interaction with Rapture necessitates actamasagaining new
abilities by gene splicing, hacking vending machines and securityedelooting the dead, and
generally killing everyone in the way. Because of the gameplay, Jack, yy @ecames similar
to the hideous, aggressive Splicers that he must fight. Not only is Rapture’s dystopya
embedded in the player's amoral interactive options, but the player must also deftidbeas
analysis will show, how the dystopian ideal shapes Jack’s character.

A Man Chooses. A Slave Obeys.
Compared tddalf-Life 2s Gordon Freeman, Jack has more character traits; however, he

still allows the player a degree of agency to contribute to the narration actbdiief the
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storytelling. The player’s ability to visually frame the narrative andoggghe spatial story
from a first-person perspective applies as mudBio&hockvia Jack, as it does talf-Life 2,

via Freeman (Atkins 74). Jack differs most greatly from Freeman, however, tveeneplied
developers use Jack to guide the player’s understanding of the character, artsiprexihe
overall narrative (Montfort, “Fretting the Player Character” 141, 145). Althoagkid mostly a
silent protagonist, his first and only words, heard during the introductory cut scarkea
significant part of his character: “They told me,” he says, “Son, you'rei@peYou were born
to do great things.” You know what? They were right.” His tone of voice, his attitude,sand hi
belief about himself provide the player with a base personality that comesvitioim Jack
himself, which is not true of Freeman. He is, in fact, silent for the entire rBgiSoclks
narrative, which allows the player an opportunity to fill in and embellish Jabksacter;
however, Jack’s spoken dialogue colors the player’s image of the character (141n 145),
the player’s reconstruction of Jack’s character will determine theidlesise makes regarding
narrative interpretations and choices.

Beyond his one instance of dialogue, Jack’s character, just like Freemanfsjsiapen
the testimony of others and the player’s resulting acceptance oraejetthe testimony. Up
until the game’s climax, Jack appears to the player as a normal man whopgoeva farm,
simply survived an airplane crash, and accidentally found himself in the praah $he ocean
of Rapture’s location. The implied player then, without the knowledge learned laterfadout t
character, has no reason to doubt the apparent character of Jack, and can thenestistdhg
of Atlas. The implied player is led to think, at this point, that Jack agrees to haspaft his
family, he empathizes with Jack’s apparent motivation, and then reenacts thgenar@ccord

with Jack’s objective. At the climax, however, Ryan finally reveals:
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You think you have memories. A farm. A family. An airplane. A crash. And
then this place. Was there really a family? Did that airplane craslasoit
hijacked? Forced down. Forced down by something less than a man. Something
bred to sleepwalk through life until they are activated by a simple phrase, spoken
by their kindly master.

Jack never truly complied with Atlas (Fontaine), but rather was “gengtmaiiditioned,” as

Fontaine says, “to bark like a cocker spaniel when | said ‘Would you kindly? 1 that

deception of Atlas and Jack’s true nature made clear, the player then hasnityetaglecide,

when he reconstructs his image of Jack, whether to accept Ryan’s and Forgatimatny or to

believe Jack can learn, change, and become something more than a slave. Inthe enthaagency t

gives the player the ability to reconstruct Jack’s character will agteong impact on the

outcome of the narrative.

Jack as a character going through his undersea adventure essentiatby/timerpayer
progressing througBioShocks game narrative. “A man chooses,” says Ryan. “A slave obeys.”
Up until his meeting with Ryan, Jack was a slave to Atlas’s “Would you kindly?” esrdm
When Atlas asks Jack, “Would you kindly head to Ryan'’s office and kill the son-of-a*bitch?

Jack does not have a choice but to obey the command, and neither does the player. So long as
the player has already made the initial choice to go through the game, kitangd$:a required
narrative goal that the player must complete. Adding to that, the implied play&t wnitially

feel sympathy for Atlas, who has provided him the motivation to kill Ryan; howevaer ifethe

real player rejected the feelings of sympathy and already knew afAtlaception, he still

would have to kill Ryan to progress in the narrative (Tocci). And Ryan’s use of the “Wmuld y

kindly?” command even justifies the scene’s non-interactive cinematnesthe player loses
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control, Jack helplessly obeys Ryan’s command to “kill,” and the player simpthegsawhile
Jack kills Ryan. Part of the player’s experience with reenacting theivatierefore makes
him a “slave” to the enacted narrative similar to the way Jack is a slavefirstinalf of the
story.

The most plainly seen form of agency that the nonlinear narratB®8hockgrants the
player involves the way the player determines Jack’s character developraghthrs dealings
with the Little Sisters. The player, on either a conscious or unconscious éeeglstructs his
image of Jack by combining Jack’s brief thoughts about himself in the introductithe al
testimony about Jack from the other characters, and the information the playesranigany,
from the embedded narrative of the audio diaries. The player’s choice to harvestierthe
Little Sisters also contributes to the character of Jack. If the plageses to harvest the Little
Sisters, he chooses a path where Jack does not change. After the climax,UrerfesdgsmJack
from the “Would you kindly?” enslavement, but if Jack harvests the LittlerSiste remains a
slave to the Social Darwinist system of Rapture. In this version of the enactt/aathe
player’'s immoral choice to harvest the girls makes Jack an antihero, a prstagtncorrupt,
villainous aspirations. Alternatively, if the player rescues the Litd®e&, he chooses a path
where Jack uses the system of Rapture to break free of it. In this narrativeeathyer’s
moral rescue choice makes Jack a hero. In the case that the player i®widh@iconnection
between the harvest or rescue choice and Jack’s character, the player womlakirshe choice
and the results of the choice would then influence the player’'s subsequent iatiens eif
Jack’s character. Otherwise, if the player is aware of the connection, he ¢he ciseice as a
part of his narrative agency: where he sees Jack as the antihero, the pfaghotses to

harvest the girls to fulfill the antihero interpretation; and where he aeks3 the hero, the
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player then chooses to rescue the girls to fulfill the hero interpretation.r &algewhether the
player is aware of the results of the choice or not, the harvest or rescuencadisehe primary
way thatBioShoclgrants the player the agency to determine Jack’s character, and, in turn, the
narrative as a whole.

Because the harvest or rescue choice simultaneously affects thensitting gameplay
within the overall game narrative, a potential problem concerning the plaggisgaction with
the choices can arise. In either the harvest or the rescue cases, the inpliggeds anticipate
the player’s choice and author a corresponding story result: Jack is an anhbaremains
enslaved or Jack develops into a hero who is free. While the player receivef/mgagiory
outcome as a result of his agency in the matter, he may or may not feel satisfeitte
gameplay because his satisfaction depends entirely on his skill level. Forvibst path, the
player and Jack take the immoral, easy route: they both get more Adam thishicdnythey can
use to gain stronger abilities. Skilled players might find that the gamieptaynes too easy in
the harvest path, while lower skilled players might appreciate the stramgerspto fight their
enemies. The rescue path, meanwhile, causes a potential inverse of the htdrgeditggama.
Rescuing the girls provides the player and Jack with less Adam than harvehtoiglimvits the
extent of their abilities. Skilled players might find the level of gamegiteyienge sufficient for
them, while lower skilled players might find the gameplay too difficult. timeeithe harvest or
rescue cases, the implied developers accommodate the player’'s agbreeyesulting storyline,
but they can not necessarily anticipate the player’s skill, which can result irstyinsg
gameplay for some players.

As for the enacted portion of the narratiBegShoclkprovides a nonlinear path that grants

the player an additional level of agency to reenact the game narrative in threéepoags.
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The player’s impact on the enacted narrative, besides the ways he visuadly free experience,
explores the levels, or uncovers the embedded narrative, again, results friver \wbeharvests
or rescues the Little Sisters. The harvest or rescue acts themsehesent major differences in
the events of the storyline, and they additionally affect other important elermentharacter of
Jack, as mentioned, and the story’s ending. Harvesting all the Little Sestelts in the “evil”
ending, where Tenenbaum angrily derides Jack and Jack unleashes his power oveiirrRaptu
attempt to take over the world. If the player harvests at least one gielnebduing others, the
story ends in a second possible way, which involves the same details as thentiat)’ @cept
Tenenbaum speaks to Jack in a sad tone of voice. Finally, rescuing all the gjidsmebe
“good” ending, where Tenenbaum praises Jack, the Little Sisters haveuigete of Rapture,
and the girls become Jack’s new family. The three possible narrative pathgheweast direct
results of the player’s agency that culminate in drastically differentiexjges and endings.
Born to Do Great Things

The linear sequence of events in the enacted portiBio8hockn some ways
corresponds to enacted narratives kadf-Life 2, though it primarily represents the backbone of
theBioShoclks overall narrative structure. It is the one portion of the narrative that bays t
most consistent throughout all readings, throughout all play-throughs, of the garhe.daes
in traditional narratives, the player uses his agency to interpret the evesrs taig narrative
reconstruction. Unlike in traditional narratives Hf-Life 2 already demonstrated, the player
has a high degree of interactivity and agency to take part in, to reenact, the ettemisuiney
story, to direct his viewpoint of the events, and to control the speed and pacing of his
reenactment of events. Aside from the player’s power to depict and interpegetits,

however, the actual events and their sequence, as the implied developers oagistiycted
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them, remain unchanged. While the enacted portion is the most consistent and the most
prominent portion oBioShocks game narrative, the way it works with the second side of the
narrative proves to be essential to both the implied developers’ narrativeicbostand the
player’'s narrative reconstruction.

One of the innovations @ioShockand games like it, is in the way the game narrative’s
discourse adds embedded storytelling to its primary enacted portion andatsrogression.
The embedded portion exhibits story details that depend on their discovery by dreaplags
various play-throughs, so they essentially add nonlinear aspects to thethaetad backbone
(Jenkins 126-128). The more audio diaries the player finds, in this case, the more ati@ry det
the player will have to add to the enacted side and to use in reconstructing tHenavweatave.
Even if the player finds every last bit of the embedded narrative portion, the order inh&hic
finds the diaries and his own readings of their meaning will ensure that heamitistruct a
unique, compared to any other player, and nonlinear narrative.

Of note, one thing is clear abdBioShockits diegesis and overall story are broad and
thoroughly detailed. One of the advantages to having an extensive embedded narrative is t
utilizes the game’s interactive and exploratory discourse in order to captare aomplex,
multifaceted depiction of story than a linear enacted narrative could captussoemi{Murray,
Holodeck161, 181). As much as the embedded portion supplies a tremendous amount of story
for the player’s narrative reconstruction and although Jenkins does describesthéityas a
standalone embedded narrative (126-128), the embedded &axSbbckcannot function as
narrative alone. While the audio diaries imply their strategic placeméme world by the
developers—diaries about Atlas truly being Fontaine, for example, are inslticatehe player

only enters after he has already found out Atlas’s deception—the fact thatytbiegala find the
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accessible ones in any order means they do not reflect the necessary “ofgrohoarrative
construction work of the implied developers. The stories inherent within the disaes|ittle
in relation to each other or as a collective, but they do serve to inform the enatitad pdvich
can, in fact, stand alone as a narrative. The implied developers thus use both stprytelli
methods irBioShockso that it can encompass a vast story; the primary enacted narrative
fundamentally holds everything together with a directed, linear sequence whelalbleeded
narrative considerably informs the whole, which the player reenacts amndtercts.

Another ofBioShocks most significant strides in game narrative involves its
complication of the linear enacted narrative through its nonlinear collectimetoglly
exclusive storylines. The implied developers design the game to offer thedmlalyer a
gameplay and story-centric choice to harvest or rescue the Little Sikeranticipated three
possible scenarios that result, and they author some major parts of the stdigatipeai
correspondence to each scenario. If he plays in accordance with the impliedtpayeal
player will use all the story information given to him by the enacted anddeletdgarts of the
narrative to better inform his decision so that he can experience the storywaatthe
Otherwise, the player’s decision would not be informed by the narrative, bubtheedated
results of the choice alter the course of the story nevertheless. Ulinta¢éamplied
developers and the real player come together to decide beBixinoclks alternate realities:
different versions of Jack’s character, the Little Sister sub-plot, aretdhgs end.

The nonlinear aspect of game narratives like the oB&i8hockdoes not only represent
a technique rarely used by narrative, but also exists in a way that is t@afiparent to the
player. When traditional narratives house a collective of alternateesatiti of the realities

must appear plainly in the texts so that the reader can see them. GarBesShackhowever,
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hide the realities within the text, in its underlying computer code, so that onlgalitg,r
resulting intuitively from the player’s agency, will surface at a tirdéhen the implied
developers construct a game narrative that encompasses alterni¢s realuch a way, they
essentially become the “narrative architects” that Jenkins des¢tiP8): they build a narrative
system that anticipates player choice and enables the player to moreyandatistinctively
choose between the realities, yet the implied developers must still have doneniceadilahe
authorship work that each possible storyline requires in order for the final cebaltirrative
(Crawford 263).BioShockand games like it then do not simply reflect the heightened
interactivity and agency of the player, but also reflect a new way irhwihécnarrative relies
upon the implied author and a new way that narratives can encompass various sties reali
Conclusion

Half-Life 2 andBioShockaccurately reflect what theorists have already concluded about
game narrative regarding immersion, interactivity, and agency. Th&&it¢hey enable
immersion, interactivity, and agency is not in and of itself unique to the game mediuathleut
an aspect shared by all narrative media; however, game narrativesrdam#eheighted forms
of such narrative elements. The reader’s sense of immersion, for instanog|yspsirt a mode
of reading any narrative, which Ryan calls “world-reading,” whikereader’s sense of
interactivity and agency is part of another mode of reading, or “game-réa@ath Half-Life 2
andBioShockare good examples of game narratives that heighten the senses of immersion,
interactivity, and agency for the player in ways not felt by the readpecially since the games
allow players to “world-read” and “game-read” at the same time. al\agrtheorists point out
how advanced technology gives computer-based texts a distinct advantage ovenatddits

to render virtual worlds, andalf-Life 2andBioShockcertainly put the technological advantages
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to use to depict their highly immersive, detailed, explorable 3D worlds. In additegames’
emphasis on interactive storytelling is not only part of the player’s sehstgbtened
interactivity, but also itself further enhances the player’'s immersiomgaimnes’ most significant
enhancements of the interactive storytelling found in traditional narrativelve the player’s
ability to direct his experience and use his agency to influence the coungestdry. Half-Life

2 andBioShocktherefore confirm they both share and add to the aspects of immersion,
interactivity, and immersion found in traditional narratives.

One of the surprising things about analyses of the narrative elements/diated
games is that they demonstrate how well a very traditional narrative aqguleds tdHalf-Life 2
andBioShockwhile also revealing how games have modified individual narrative elements to
better accommodate the interactive medium. As outlined by Chatman, the trhdéioatve
model of story and discourse, author and implied author, and reader and implied readdy, certa
applies to game narratives; at the same time, the application of the mbidéf kife 2 and
BioShockshows that each of those elements function slightly differently than they do in
traditional narratives. Both games have a story and a discourse, and thukdutaditional
narrative definition. The game narratives’ implementation of the two elepfe@wever, has
unique traits: their discourse tells their stories while emphasizingatitety at much higher
levels than traditional narratives do. The way the games’ discourse tellggties the
narrative construction work of the developers; the player also perceiwsaytibe discourse
tells story and then mentally reconstructs the narrativélalfiLife 2andBioShockthese
efforts also take the games’ interactivity into account. The two gamegpéiehow precisely

game narratives correspond to the traditional narrative model; the gareestine innovations
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constitute a significant non-traditional method of storytelling, but insteadasfging the
traditional narrative model, they modify each of the elements of the model.

The interactivity inHalf-Life 2andBioShockin essence, keeps the balance between the
constructive efforts of the implied developers and the reconstructive effdrs player that
mirrors the balance between implied author and reader in traditional narratieentdractivity,
however, modifies the activities of the implied developer and the player withiathe g
narrative. The player reconstructs the game narratives in the same wayltidav a traditional
narrative: he makes interpretations about the characters and events to fown hlsage of the
sequence of story events. Hialf-Life 2s linear enacted narrative though, the player also
reenacts the story events using an added level of interactive control ovestttgmpist not
found in traditional narratives. The fact that the player has such interataivégnact story
events implies the fact that the developers not only constructed the narsadivéengplied author
would construct a traditional narrative, but also constructed it to enable suchtivitgrain
BioShocks nonlinear enacted and embedded narrative, the playétdtiakife 2s level of
interactivity and an added degree of agency that enables him to uncover the embddided/bac
and choose between three possible storylines. The construction work of the impliegelsvel
of BioShockthen is similar to that dflalf-Life 2, except the implied developers make an extra
effort to author all the storylines and embedded backstory in proportion to and in &oticiha
the player’'s enhanced level of interactivity and agency. In effect, theatwégsafound in these
kinds of enacted game narratives does not disrupt the integrity of the narrativehdut rat
requires both the player and the implied developers to augment their respecingtruetive

and constructive roles.



Masadi 63

Increases in interactivity and agency in story-based gameadadiké.ife 2 andBioShock
have thus far enhanced the game narrative experience, which still very mucitsiehtts
narrative analysisHalf-Life 2reflects a focus on interactive storytelling and the player’s
interactivity within a predetermined, linear game narrative. Compaiddltd_ife 2 BioShock
reflects an even greater focus on the player’s interactivity and agenayaandmmodates both
by offering a nonlinear narrative that encompasses a linear storylinedouith nonlinear story
options. As story-based games aBeyShockevolve further and if they implement even more
interactive options for the player, they may move “beyond” the confines of a precheter
narrative altogether and, as a result, beyond traditional narrative an&gsaps they will
move away from a narrative focus and delve into pure simulation. Perhaps gamei$ halles
a narrative focus, yet offer so many predetermined storylines with so mmaicg< for the player
that the experience in the game worlds will be indistinguishable from pure 8anula
Developers could also develop an Al that will not only do their narrative constructi&nrwor
their stead, but also be powerful enough to produce a consistent narrative onsthe-fly
accordance with player choices. Until such possibilities actually come inp bewever,
story-based games likdalf-Life 2 andBioShockwill constitute the latest form of narrative text
to emerge in popular culture. And the traditional narratological model is fullpgepiwith the

tools that we can use to understand them.
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Endnotes

! The theorists who argue that story-based games are narrative forrds ittins,
Crawford, Dickey, Jenkins, Mateas, Montfort, Murray, Ryan, Stern, Werning, Zimamegrand
the contributors td@ he Routledge Encyclopedia of Narrative Theory

2 |n addition to Murray, theorists who also discuss agency and procedural authorship
include Atkins, Jenkins, Mateas, Mateas, Perlin, Stern, Ryan, and Zimmerman.

% The theorists who agree with Atkins on the point that game’s stories, on their own, are
not sophisticated include Aarseth, Bringsjord, Crawford, Murray, Jenkins, Juul, MeRlyaar

and Zimmerman.
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