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Preface

In the popular press, literature and video games are frequently positioned as antagonists in the battle for time. As an example, Slate journalist 
Michael Thompson in his 2012 article “Dark Night (After Night After Night) of the Soul” poses the question “Is a 100-hour video game ever 
worthwhile?” His response is a common one: “You could read War and Peace, for instance, then follow it up with Thus Spoke Zarathustra and a 
few starter courses in a new language” (Thompson). Further, the often-cited 2004 National Endowment for the Arts’ Reading at Risk report places 
video games among other forms of electronic media as “competing” with literature. Students are playing video games, the argument goes, instead 
of reading great works of literature. But what both of these sources (and countless others) fail to consider is that video games and literature are 
components of complex 21st-century media ecologies. Over the past sixty years, video games and literature have not been antagonistic, but 
instead have been involved in a reciprocal relationship of influence.

In the fall of 2012, seventeen undergraduates at the University of Texas at Austin studied the convergence of literature and video games. Rather 
than viewing video games and literature as contenders for precious time, the students examined the ways literature and video games connect with 
and shape one another. This eBook is the product of that exploration.

What follow are seventeen chapters of close reading and critical writing. Each author chose a video game and literature pair, with a few authors 
opting for more numerous literary sources. Some chapters question the notion of games as art. Others examine whether one medium succeeds at 
narrative better than the other. Still others explore the affordances and constraints of these expressive mediums. While all take a unique position, 
what ties them all together is an attention to the ways users interface with these forms of human and machine expression.

Save for this brief preface, this entire eBook is produced by these students. Decisions on layout, design, and organization were collectively made, 
while authors were responsible for their individual chapters. We do, however, want to give thanks to both the English Department and the Digital 
Writing and Research Lab at UT-Austin -- without their resources and support, this project could not be possible.

Although we don’t think literature and video games present an either/or proposition, we do understand that time is certainly a limited resource. 
We thank you, the user/reader/player, for spending some of your time with us, and we hope you enjoy experiencing this eBook as much as we did 
making it.

Scott Nelson
Assistant Instructor
Department of English
University of Texas at Austin

Works Cited

Thompson, Michael. “Dark Night (After Night After Night) of the Soul.” Slate. The Washinton Post Company, 12 Feb. 2012. Web. 11 Dec. 2012.

National Endowment for the Arts. Reading at Risk: A Survey of Literary Reading in America. Washington, D.C.: National Endowment for the Arts, 
2004. PDF File. 12 Feb. 2012.





Genre
The Path (Tale of Tales)

“Little Red Riding Hood” (Perrault/Grimm/Collected Folklore)

Chapter One
Ian DeVoglaer

The Path, described as “a game about growing up” by developer Tale of Tales, creates an extended narrative of the classic “Little Red Riding 
Hood” tale, elevating itself to a narrative medium worthy of analysis and merit. By altering the classic tale so that its implied theme of sexual 
violence is brought to the forefront of the audience’s conscience, The Path generates a narrative that defies the lighthearted nature of the source 
material and pushes beyond the limits of conventional video game story telling. The Path’s written narrative is completely dialogue-based, but 
as is the case with most forms of media, the true experience can only be obtained by interacting with the medium itself. Through its mature 
exploration of sexually violent content, The Path stands apart from its contemporaries as a mature and visceral game that breaks down the limits 
of conventionally acceptable video game story telling.

“Little Red Riding Hood” (LRRH), as it is commonly referred in the English translations, is a children’s fairy tale, warning audiences against the 
dangers of the world outside of the prescribed “path” set for Red—Little Red Riding Hood—by her mother to protect her. Different versions of 
the story vary slightly in their execution; however, the commonality of their themes bind them together as a cautionary tale against the dangers 
of the forest beyond the path (Marshall 262). Elizabeth Marshall, a children’s education professor at the University of Maryland, explains in an 
essay concerning the role of gender within children’s literature and folklore that beneath the ancillary plot points, Red metaphorically undergoes 
a change from that of a young maiden into a grown woman through her journey into the forest, as well as her heavily implied rape in several 
versions of the story, such as folklore from Italy, Austria, and Perrault’s classic fairy tale (269). 

One of the most common themes explored in LRRH is the maturation of Red through the traumatic experience with the wolf. By straying off 
of the path and into the darkness of the woods, Red begins her change into a woman by disobeying her mother. In Perrault’s “Little Red Riding 
Hood,” Red is urged by the wolf to remove her clothes and lie in bed with him under the guise of Red’s ailing grandmother. After removing her 
clothes, the wolf reveals his true identity and devours the young girl, symbolically stripping Red of her maidenhood (Zipes 382). 

The Path grants players control over the six sisters Ginger, Rose, Robin, Carmen, Scarlet, and Ruby as they journey through the wilderness to 
complete the same task as Red; however, in order to progress in the game, the girls must venture off the path to their grandmother’s house, and, in 
doing so, defy the one rule set by the game and their mother. 

The six sisters in their apartment during the character selection screen.

In the Grimm versions of the LRRH story, when Red walks off of the path she begins to see flowers in the woods, which she collects for a 
bouquet. This detail is translated in The Path as an item collection mechanism, as well as a reward system: for each dozen flowers collected, the 
location of another item is revealed.



As with the Grimm version of Little Red Riding Hood, flowers are seen shining in the distance.

This item collection/reward system draws players into the narrative of The Path in a way that mirrors the effects of foreshadowing in plain text. 
By promising more information with each flower collected, the game encourages the audience to move forward and collect these nonessential 
items, leading into a more detailed narrative. 

The gameplay of The Path is simplistic in design; there are no monsters to defeat and the only requirement for advancement is to encounter 
each sister’s personal wolf, taking various forms ranging from lustful men to spirits rising from a murky lake. As players stray from the path, the 
audio for the game changes drastically: the innocent choir of girls fades into the background as a wolf howls, and discordant orchestral sounds 
permeate the environment. After encountering the wolf, the sisters are transported to a nightmarish version of the Grandmother’s house. During 
these sequences, control over the characters is very limited, with each directional button moving you forward on a predetermined track, and 
restricted camera mobility hinders your vision. By intentionally restricting the movement of the characters, the player is forced to witness the 
wolves’ encounters through the twisted visions of the Grandmother’s house without the ability to save the girls from their fate.

While the classic story of LRRH is a children’s fairytale, the implications of a young girl seduced and eaten by the wolf give the story a darker 
tone. Zipes points out in his analysis of the classic story that anthropologically, Red has become a symbol of femininity, her red cloak symbolizing 
different aspects of sexuality and violence, depending on the interpretation (380). This multifaceted interpretation is shown in The Path through 
the differing outcomes and personalities of the sisters. When playing as Ginger, the thirteen year old tomboy of the family, the wolf takes the form 
of a pale girl wearing a blood-red dress (The Path). 



 
Ginger’s wolf takes the form of a young maiden in a blood-red dress.

After encountering her wolf, the grandmother’s house is filled with barbed wire, cutting Ginger as she passes under her bed, the ground littered 
with toys (The Path). The blood-red dress of the wolf and Ginger’s dialogue both suggest her onset menstruation, tying the barbed wire into the 
narrative as a symbolic cutting and bloodletting. 

Her sister Carmen, the second oldest sister who enjoys the attention she receives from older men, including her wolf that takes the form of a 
lumberjack in the woods, contrasts Ginger’s journey into womanhood. After flirting with the wolf, Carmen accepts a drink from him before 
the screen fades to black (The Path). This ominous scene prior to Carmen’s version of Grandmother’s house is potentially the most disturbing, 
alluding heavily to versions of the LRRH story where Red is taken advantage of sexually by the wolf. During Carmen’s “success” sequence, her 
grandmother’s house becomes dilapidated with buzzing saw blades and heavy foliage decorating the walls while increasingly loud sexual moans 
and wolf howls are heard above the noises of trees being cut down (The Path). 









The inside of Grandmother’s house after Carmen encounters her wolf.

This focus on sexuality is not an uncommon theme in video games, although The Path presents the idea of female sexuality not as the typified 
“Lara Croft” version of sex that often eschews issues of objectification in lieu of large-breasted protagonists (Schleiner 223). The Path handles 
themes of sexual violence in a way that defies common ideas of the abilities of video games to tackle these issues. As pointed out by Schleiner, 
women in video games are most often portrayed as sexual objects for players and in-game characters alike; however, The Path provides a 
harrowing portrayal of sexual violence that is typically handled by literary or cinematic media. By linking the sexual experiences of some of the 
sisters to the source material and bringing instances of rape and menstruation to the forefront of players’ minds, The Path creates a new narrative 
and point of discussion concerning the harsh realities of sexual violence that video games can display as a narrative medium.

Fashioned as a story for children, we are taught by Little Red Riding Hood to stay on the path, fearing the wolves that prowl in the surrounding 
darkness; however, The Path takes the LRRH story and forces its audience to explore the boundaries of the forest in order to encounter the wolves 
hidden inside. The forest plays a major role in both The Path and its source material as a physical and metaphorical unknown. Just as Red is lured 
off the path to her grandmother’s house by the wolf, the sisters of The Path must each go into the darkness of the forest on their own accord, in 
order to encounter their own wolves. For the six sisters, the forest serves as not only to set the mysterious tone, but also as the vessel through 
which the sisters must experience their own growth at the instance of a physical or sexual trauma.

The Path draws from its source material in order to create a sense of familiarity for the audience by drawing us in through a classic story, while 
keeping us open to suggestion from the interactivity of the medium. By changing the perspective of LRRH from that of an innocent maiden 
tricked into straying into unmarked territory, to one in which the path must be abandoned in order to progress, we are presented with a 
harrowing version of the classic story that places the motive wholly on Red as she is represented through the sisters and their abandonment of 
the path. While the original source material shows Red’s journey into womanhood through implied sexual themes, The Path takes this theme of 
sexual maturation and explores its dark side through the ravaging of the six sisters. The Path’s thematically mature approach to the classic LRRH 
story explores the darkness within the woods fearlessly, creating an atypical video game narrative that pushes beyond traditional ideas of the 
limitations of video game storytelling and the seemingly whimsical fairy tale that it is based upon.
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Genre
The Elder Scrolls IV: Oblivion (Bethesda Game Studios)

The Infernal City (Greg Keyes)

Chapter Two
Andrew Kelley

Espen Aarseth, a writer in the field of video game studies, states that “Storytelling has been, and still is, the dominant form of cultural 
expression” (50). Stories from the likes of J. R. R. Tolkien and C.S. Lewis have pushed the medium of books even further with their imaginative 
stories and fantastical characters. With their ability to inspire and influence, they have allowed future generations to write creative new stories 
in the genre of high fantasy. This in turn has allowed newer mediums such as video games to thrive. One of those inspired by these classical 
tales is Todd Howard, who served as the executive producer at Bethesda Game Studios and was responsible for much of the development of 
The Elder Scrolls IV: Oblivion. In his mind, Howard, “see[s] games as a creator, as the ultimate combination of art and technology.  (qtd. in Graft 
par. 3). This open-world RPG has the ability to not only establish what these fantasy epics created in the past, but also build and reinvent this 
unique genre for even more generations to come. As a video game, Oblivion, has gameplay with nearly unlimited customization and possesses a 
narrative, which is unique and new every time a person plays.

Seeing as they are a type of interactive entertainment, video games produce more interaction between the player than other mediums like books 
or movies. Books are limited by both the order in which they must be read and by the fact that no matter how many times you read it, the text 
itself is not going to change. Sure, you can have a different outlook after reading a text multiple times, but that could be said of anything. Video 
games such as The Elder Scrolls IV: Oblivion are different because they allow for both alternate character scenarios and different character choices 
each and every time you play the game. You are also able to make your character a different race set within the world, which allows for different 
conversations and interactions when going through multiple play-throughs. In his article, “Sword, Sorcery, and Such,” writer M. Brandon Robbins 
states that “[game developer] Bethesda tends to design open-ended, sandbox games that allow gamers nearly unlimited freedom in designing 
their character’s look and personality” (46). This is illustrated in the way that non-playable characters interact with a player’s character in the 
game and in the character customization sequence at the beginning of the game. Highlighted below in Figures 1 and 2 are the aforementioned 
customization sequence and the very first scene of the game, where, depending upon your choice of race, a fellow prisoner will make a taunting 
remark. This prisoner’s remark is insignificant to the game’s narrative as a whole, but it strongly exemplifies the extent to which this game goes 
in establishing a unique story for the player. Subtle examples like this and other larger, optional quest lines show how Oblivion can serve as a 
new and engaging storytelling device with its alternate scenarios and varying levels of gameplay. Robbins also says that the “Decisions characters 
make—whether to execute a villain, lie to a major political figure, or talk their way out of a fight—alter how the character is perceived by others, 
affecting the story and environment” (46). This is extremely significant when looking at the outcome that the player’s actions will have on the 
storyline.



Figure 1. In this video, one can see the first step the player takes in The Elder Scrolls IV: Oblivion that allows the player to completely customize their very own unique char-
acter. After selecting their character’s race they can change anything they want about them; customization goes all the way from face structure and skin pigmentation to their 

name.

Figure 2. This video demonstrates the player’s first interaction in the world. It illustrates that based on the player’s own input in developing a character, the way the world 
reacts will change. This is the first step Oblivion takes in creating a unique narrative for the player.

The Elder Scrolls IV: Oblivion is similar to other open-world RPGs in that the player has the ability to either play the main storyline or branch off 
to alternate storylines instead. According to writer and game designer Steve Ince, a type of game like The Elder Scrolls IV: Oblivion “has a linear 
story with nonlinear gameplay” (50). An image of this narrative structure can be seen below in Figure 3. Story builds such as this give the player 
endless ways to complete the story even though the game will always end with the same conclusion. Using this type of narrative also allows the 
player to build his or her own personal character. In Robert L. Turner’s piece on narrative structure, he discusses the previous title in the series, 
The Elder Scrolls III: Morrowind, saying that “One of the important innovations of this game is that it is simultaneously open and narrative driven; 
that is, there is a goal towards which the player must work, and a progression of the story and difficulty of the game” (505). The player is able to 
not only determine if that goal is reached, but how they plan to do it with input from their own preferences (Turner 505). The player may choose 
to be an assassin-thief-like character working for the Dark Brotherhood, or a powerful battle mage in the Mages Guild fighting off evil. I feel that 









the most remembered books and those deemed classics are those that have a character for everyone. Going back to Tolkien’s Lord of the Rings, 
one can see that there are all kinds of characters in his trilogy which can fit a variety of reader’s interests. This can also be said for The Elder Scrolls 
series, but instead of having predetermined characters, these video games allow the players to make one their own. Another important feature 
found in the game involves its rather unique and original story. This is perhaps the strongest argument one can make when looking to this video 
game and The Elder Scrolls series’ ability to accomplish what authors like Tolkien and Lewis started in the fantasy genre.

Figure 3. This graphic illustrates the narrative structure of the game. It has nonlinear gameplay with a linear story. So based on the player’s choice of quest lines, there are a 
great variety of different paths the game can take. The arrows represent the  many paths the player can choose to take. However, both the beginning and the end of the game 

will stay the same. This level of customization is what really sets this video game franchise apart in the world of RPGs and in the medium of video games.

The main quest line in The Elder Scrolls IV: Oblivion involves the realm of man being invaded by what are essentially demons from other planes 
of existence, or realms. These realms are known as the planes of Oblivion and “deadric” princes rule and watch over each of these domains. In 
The Elder Scrolls IV: Oblivion, the antagonist invading Tamriel (which is the main civilized world throughout the series, Figure 5) is the prince 
Mehrunes Dagon, along with his evil followers. His followers, or demonic “daedra,” as they’re referred to in the game, are looking to destroy the 
kingdoms and civilizations that have been created and wreak havoc upon an otherwise civilized world. Throughout the game, the player is on a 
quest to establish peace and end the destruction plaguing Tamriel, particularly on the continent of Cyrodiil. The player is tasked with destroying 
these “Oblivion Gates” which lead to Dagon’s realm, also known as the Deadlands (seen below in Figure 4). In addition, the players are welcome 
to complete all kinds of side quests showing them how to save Tamriel. By taking part in these quests, the player is able to acquire more items 
and weapons to aid them in their quests. The gameplay of the side quests provides even more backstory and bridges together the many different 
storylines and narratives, such as those of the Fighters Guild, Mages Guild, Thieves Guild, and Dark Brotherhood.

Figure 4. In this graphic, the Deadlands, home of the deadric prince Mehrunes Dagon can be seen. When the player enters an Oblivion Gate, they are transported to this realm 
and must fight “daedra” to ultimately close the gate and prevent an invasion from Dagon’s evil forces. The oval-like structure serves as a portal and stands as the boundary 

between Dagon’s Deadlands and the world of civilization, Tamriel.

Figure 5. Above is a map of Tamriel. The central continent in yellow is Cyrodiil and is home to the Imperial City, which is located in the middle on an island. The previous 
game, The Elder Scrolls III: Morrowind takes place in the area to the northeast in purple. The following game, The Elder Scrolls V: Skyrim, takes place north of Cyrodiil and can 

be seen in blue. One can also see Elsweyr and Black Marsh, at the bottom right, which is home to the Khajiit and Argonians, respectively.



The Journey, a narrative archetype which relies on one Hero’s quest to accomplish a goal, is commonplace among fantasy epics. This design, in 
which one individual going up against countless others and defeating the odds, is one that can be very engaging to a reader, as everyone seems 
to love an underdog-type story. Though this may seem unoriginal, in The Elder Scrolls IV: Oblivion, the characters, locations, history, dialects, 
lore and races are all unique. The fantasy world built in The Elder Scrolls series is easy for viewers to lose themselves in and strongly suggests that 
this new medium of video games can build atmospheres much like those found in other mediums. The tales of The Elder Scrolls and those of 
Tolkien both provide great storytelling and narratives that engage the viewer. Currently, there are five installments within The Elder Scrolls series, 
which all have massive amounts of open, explorable lands and dungeons. The most recent game, The Elder Scrolls V: Skyrim, won a variety of 
Game of the Year awards, voted on by both fans and critics, much like its predecessor The Elder Scrolls IV: Oblivion. With this continued success 
in mind, how will Todd Howard and this fantasy series as a whole be looked at in the future, if at all? Just like the developers at Bethesda Game 
Studios took cues from earlier fantastical works, I feel that future endeavors in this genre will seek to borrow elements from this game. I believe 
this simply because not only were The Elder Scrolls games heavily influenced by Tolkien when developing some of its in-game races, but they 
also built upon them. For example, within the game, there are ten playable races, each with their own unique abilities, skills, and powers. Some 
races unique to The Elder Scrolls universe are the Argonians and Khajiit (who can be seen in Figures 6 and 7). Argonians are an aquatic lizard-
like species hailing from Black Marsh, while Khajiit are a feline-humanoid species from Elsweyr known for their quickness and deadly claws. As 
the fantasy genre progresses I feel both authors and game developers will look for inspiration from this unique universe both in an imaginative 
capacity and when looking at a storyline for inspiration. Already two books have been made by author Greg Keyes to continue the story set in 
this game. They follow four decades after the end of the events that take place in the game, which would later come to be known as the “Oblivion 
Crisis.”

 
Figure 6. This character is of one of the unique races found in The Elder Scrolls series. They are known for their fast swimming capability and their ability to breathe under-

water for an unlimited amount of time. They are also immune to all poisons and diseases, which are quite common in the game. Mere-Glim, a protagonist in Greg Keyes’ The 
Infernal City, is of this race.

Figure 7. Khajiit are a combination of a cat and human. They have sharp fangs and deadly claws, which the player can utilize if they choose to fight hand-to-hand. While all 
other races must take a potion to receive the benefit of the their cat eyes, they are natural to Khajiit, who see best at night and are able to move around very stealthily to steal 

valuables from others.



Greg Keyes’ The Infernal City is, at its base form, fan fiction. Is that to say it hurts the story’s narrative and the setting within? No. It actually 
exemplifies that not only is this particular video game series unique in its form as a narrative, but it enhances the idea of video games as a newer 
medium for storytelling with all of its level of detail and character development. Most video games seem to be limited by the writer’s ability 
to create a world and animator’s ability to animate that world onscreen for the player. But how many books are limited by the opposite, by the 
author’s inability to fully display a preconceived world already laid out and built? This is not to say Keyes’ books are not capable of drawing in 
readers and allowing them to imagine this world, but that because so much detail and regions exist within Tamriel, it is difficult to visualize all 
the detail this game series has to offer. In his first Elder Scrolls novel, The Infernal City, two friends of different races, an Argonian and Breton 
hailing from Black Marsh, attempt to first escape a floating island containing a city that is devouring the land below. However, they soon find 
themselves trapped within this floating city, known as Umbriel. Over the course of the book they hope to warn the Empire of its impending 
doom and to escape the nightmare that is Umbriel. This tale is both imaginative and thrilling, which goes to show not only how well the story 
attaches to the reader, but how the in-game world is very much like our own. When reading the fantasy genre, I feel that identifying the aspects 
that appear mystical in nature but can then be related to something mundane are what really capture a reader. The Infernal City continues this 
idea with a well thought out plot and with a newly terrifying way for the world within The Elder Scrolls series to end. With the basic plot in mind, 
one can already see and draw comparisons to previous works in the fantasy genre. Both Keyes’ The Infernal City and Tolkien’s Lord of the Rings 
possess this idea of a world about to be destroyed and a hero or heroes’ journey to prevent it. They both additionally have strong characters with 
great development, which really make the reader feel the emotion being displayed and make the reader actually care.

The Elder Scrolls series, as established, has created imaginative new worlds and likeable characters much like already esteemed works from the 
likes of J. R. R. Tolkien and C.S. Lewis. It has a plot unique to its already distinctive and imaginative world. With multiple settings in different 
realms and various types of villains, the narratives are easy to get involved in, and are able to encourage one to continuing on to the end. The 
game, while also aesthetically pleasing and enjoyable to explore, allows for a player to devote countless hours to finding new loot. As players 
experience the game, their own personal characters also grow and develop with new abilities and skills, which urges players to level up even 
further. This esteemed video game series has developed new fantastical races with traits that are majestic in nature and human in character. The 
newest release in the series has brought forth dragons to the realm of Tamriel. This shows its ability to not only adapt to newer generations and 
groups of people, but to expand upon on what it has already created with even more brilliant narrative tales. In the future, it will not only inspire 
even more generations of storytellers, like Tolkien and Lewis were able to, but will continue to influence video game RPGs and players alike.
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Genre
Frankenstein (CRL)

Frankenstein (Mary Shelley)

Chapter Three
Terral Wells

Often cited as the first science fiction novel, Frankenstein1 (Shelley) explores themes that have spawned countless derivative works in literature, 
film, and video games (Aldriss 78). The text-based game Frankenstein (1987), released for the Commodore 64, ZX Spectrum, and CPC systems 
is one example. Frankenstein created an archetype and relies on a strong atmosphere of horror to tell its story, as does its video game counterpart. 
The differences in the eras in which they were produced, however, necessitate a different focus and method by which this terror is conveyed. In 
the novel Frankenstein, horror is created primarily by exploiting the moral and religious taboo that Victorian England feared, while the video 
game Frankenstein (1987) generates horror primarily by creating the feeling of helplessness that embodied Cold War America’s nightmares. This 
shows how unique themes can be used to achieve a similar effect across platforms and ages.

Frankenstein’s use of taboo to create horror is at the center of the novel, and is what made it so successful at the time it was published. England in 
the year 1823 was just leaving the Georgian Period, heading toward the beginning of the Victorian era. After immense social change that brought 
about the abolition of slavery, prison reform, as well as intensifying class divisions (Bayley 12), the country was moving toward an age of heavy 
and stifling modesty, morality, and religious fervor. Shelley’s novel captures the fears of the time: fears of defying God, of violating hallowed 
grounds, and of immorality. By making these themes the focus of her novel, Shelley created a horror story that was truly a product of its time.

This use of taboo can be found from the beginning. The first portion of the novel focuses on the creation of the monster itself, and the gory 
details of how the doctor studied death: “A churchyard was to me merely the receptacle of bodies deprived of life, which… had become food for 
the worm. Now I was led to examine the cause and progress of this decay, and forced to spend days and nights in vaults and charnel-houses” 
(Shelley 24). These details feed upon pre-existing taboos and fear of cemeteries created by society. As James Twitchell, professor of English at the 
University of Florida notes, this is a major method by which the novel builds its horrific atmosphere (41).

In the novel, the monster’s selection of victims exploits these preconceived ideas as well. The first death that Victor Frankenstein becomes aware 
of is his little brother William, which is especially tragic and frightening because William was only a child. When the monster first talks with 
Victor in the mountains, its story centers on the people it has come into contact with, specifically, an ordinary and innocuous family that lives in 
a cottage, a little girl that almost drowns, and finally William. These are all deliberately chosen as particularly vulnerable and innocent members 
of society, dramatizing the monster’s crimes, making it seem all the less human and all the more frightening. Notably, Victor’s father, who has a 
less of a characteristically helpless station in the family, is not killed by the monster directly, but is instead allowed to die from grief. This works 
to retain the fiend’s terrifying image because it means that the monster preserves its practice of preying on the weak. The monster is not a casual 
serial murderer, nor does it exact revenge by killing every character in sight, but instead it targets those whom society deems less deserving of 
punishment or less able to defend themselves, allowing more typically strong characters, like the protagonist and the father, to suffer until they 
can take the grief no more. The monster’s true horror is not its lack of empathy, but its exploitation of it.

The narrative of Frankenstein (1987) notably changes several details from the novel. First and most importantly, the game begins four years after 
the monster’s creation. The gathering of body parts and details of Frankenstein’s studies of death are left to the game’s manual to describe only 
in brief. Already, the video game is not about the moral or religious taboo of creating life; it is about a desperate man who sets out to avenge his 
family. The game centers on Victor’s helplessness when facing an enemy with superior strength and cunning, rather than the pain and guilt he 
feels because of his sacrilegious actions. Bringing this idea to the forefront of Frankenstein (1987)’s narrative works to contemporize the story. 

The ideas of immorality, playing God, and studying death were not as effective in terrifying the 1980s American public as they were on Victorian 
Englishmen. The prevailing fear of that time was not God, but rather man. The year 1987 continued the Cold War, an era where people feared 
a man-made apocalypse and a nuclear onslaught that could not be stopped (Fried 36). Frankenstein (1987) captures this essence, one of 
helplessness and vengeance. It focuses on a man avenging the loss of his family and feelings of helplessness against foreign threats. The idea of 
creating unstoppable death resonated with more people in 1987 than the idea of creating irrepressible life did.

These themes of horror are conveyed through the gameplay as well as through the story. As in many text games, Frankenstein (1987) revolves 
around the collection of certain items needed to solve puzzles and access different areas of the game world. When the game begins, the player has 
nothing, except an “unnatural drive for vengeance” [Frankenstein (1987)], which could be compared to the feelings of nationalism and paranoia 
of the United States during the Cold War. Throughout parts one and two, the player advances through the wilderness and into town, gathering 



money and weapons, while avoiding natural foes like lions and bears. These animals come with connotations of ferocity and viciousness, and the 
player cannot directly kill them, but instead needs to trick or avoid them in order to advance. The bear, a well-established Russian euphemism, 
in particular is an example of the game exploiting the player’s weakness. It is encountered very early on, and the only way to get past is to run to a 
clearing where a tree can be climbed. In stark contrast to the novel, which is more concerned with a morally ambiguous air, Frankenstein (1987) 
creates fright through the panic of being defenseless.

The clearest picture of this panic being created is the inclusion of part three. As part two progresses, the game loses a lot of its horror and power; 
advancing and collecting the weapons in the game necessarily strengthens the player. An eight-foot tall monstrosity is a frightening adversary to a 
single average man, but much less so when the man has a gun. When the monster is finally faced down at the end of part two, the fright is almost 
entirely gone, replaced by a feeling of empowerment and accomplishment. It seems that the quest is over, and the player has succeeded. But then 
part three begins, and the player is sent backward, with a switched role, put into the monster’s perspective. The mechanics of the game changes 
entirely.  Now, the player is tasked with educating himself as the monster, gathering IQ points instead of weapons. The game reinstitutes the 
previous feeling of helplessness by taking away all of the items and abilities the player so painstakingly obtained, but this time even the hope of 
being “unnaturally driven” to succeed is taken away. The player knows that even after IQ points are gained and the game advances, it can only end 
one way: in the creature’s death at the hands of Victor, formerly the original player. The only thing more frightening than being weak and facing a 
strongman’s task is being strong and facing an impossible task. In this way, the game maintains the upper hand and creates horror by making the 
player feel hopeless throughout in a similar way to many survival-horror video games, as professor of Art and Film History Bernard Perron notes 
in his essay “Coming to Play at Frightening Yourself “(1).

Frankenstein is a novel about freedom, creation, and guilt, and uses these ideas to scare its reader by exploiting the preexisting fears and taboos of 
the time. The way that it drives its themes home is through a series of frightening events and choices. The video game Frankenstein (1987) stays 
true to this horror, but creates it in a very different way. Frankenstein (1987) produces terror through a focus on the more contemporary fears of 
helplessness and paranoia rather than repulsion or religious dilemma.
1 To avoid confusion, hereafter I will refer to the novel as Frankenstein, and the video game as Frankenstein (1987).
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Narrative
Harry Potter & the Sorcerer’s Stone (Argonaut)

Harry Potter & the Sorcerer’s Stone (J.K. Rowling)

Chapter Four
Hojun Choi

Harry Potter and the Sorcerer’s Stone by J.K. Rowling chronicles the fantasy story of an orphan boy following the ways of his parents of 
becoming a legendary wizard. Throughout the novel, Harry Potter faces a number of foes and obstacles, his main antagonist being “he who must 
not be named”—the character that murdered Harry’s parents and left Harry a gruesome scar in the shape of a lightning bolt on his forehead. 
The majority of the story revolves around Harry’s interpersonal conflict of being accepted into an otherwise unknown world, as well as his 
external struggle of living up to the reputations of his parents. Harry experiences these specific emotions through a variety of circumstances that 
continuously affect his perspective of reality. The living conditions under the Dursleys, his first experience at Diagon Alley, and learning to be 
a wizard at a school called Hogwarts all serve as settings that Rowling uses for establishing purpose and meaning that are central to developing 
pivotal pillars of Harry’s character.

In the first book of her series, Rowling focuses heavily on Harry’s triumph over his hardships. In her article titled, “The Harry Potter Novels as 
a Test Case for Adolescent Literature”, Roberta Seellinger Trites identifies central themes in Rowling’s novel that are “essential ingredients” of 
“adolescent literature” which is “greatly influenced by Romanticism.” Seellinger Trites notes that Rowling’s story of a “disempowered orphan” is 
a “classic example of adolescent growth being constructed in terms of power.” Though Rowling’s narrative style clearly attempts to draw feelings 
of pity for Harry, the game designers purposefully omit certain elements of Rowling’s narrative to “provide” a more “efficient and effective means 
for the user to interact with” the game’s narrative that in effect downplays Harry’s overarching underdog story of being an abandoned orphan, as 
cited by Melissa Federoff.

The first chapters of Rowling’s novel begin with how Harry is left at the steps of unsupportive and unimaginative relatives called the Dursleys. 
Rowling frames the Dursleys’ relationship with Harry’s real family as one of isolation, hatred, and paranoia describing Harry’s parents’ 
background as wizards as the Dursleys’ “greatest fear” and most shameful “secret”—hiding Harry away in a closet that is unfit for living. Rowling 
elicits sympathy from reader in order to introduce Harry’s issues with confidence that persist throughout the rest of the novel. In order to 
accentuate the shame and dislike of the magical world in the perspective of the Dursleys, Rowling narrates the story with the tones that are 
characteristic of the Dursleys. For instance, Rowling describes “magic” as “nonsense,” describing in verbatim the attitude of the Dursleys towards 
their “good-for-nothing” in-laws. These attitudes, again, are shared in the perspective of the narrator rather than through dialogue in order 
establish Harry’s insecurities through the Dursleys whose reasons for hating the magical world are not clarified. Rather, their feeling towards 
Harry is framed as one of prejudice. In effect, Harry’s situation is dictated to him with no apparent way of escape.

The second chapter focuses more directly on an eleven-year-old Harry’s bouts with his unsupportive family as well their attempts to keep Harry 
away from “imagination”—signs that come in the form of magical animals and shooting stars (4). The majority of the first two chapters involve 
Harry being sheltered away from any presence of magic, as the Dursleys clearly consider Harry’s involvement with magical beings as a detriment 
to their normal lifestyle. The unjust treatment of Harry is accentuated through the Dursleys’ obnoxious only child, Dudley. While Harry 
expresses his insecurities of wearing “baggy old clothes and broken glasses” to school, Dudley throws “tantrums” at the slightest bit of discontent 
—showing blatant disrespect for his parents’ authority (22). Rowling’s choice to establish Dudley as the antithesis to Harry’s humble character in 
these chapters, again, calls for the reader to harbor sympathy for Harry while building resentment towards his uncle, aunt, and immature cousin. 
The Dursleys’ unfair treatment and their son Dudley’s incessant bullying prevents Harry from gaining confidence and making friends at school, 
who according to the novel, often fights “sleepless night[s]” worrying about his physical appearance (23).

As a caretaker named Hagrid saves Harry and begins to reveal to Harry that there is more to his past than his previous perspective of the world, 
he also stresses to Harry that the magic world contains its own set of rules when he mentions that he was not “supposed [to]” use magic after 
he had contacted Harry (37). The idea of maintaining structure in the magical world is further emphasized to Harry upon his learning of a 
specialized currency system called “wizard-coins” and a governing body called the “Ministry of Magic” (37). Rowling uses establishments that are 
unfamiliar to the eleven year of Harry, who shares mixed feelings of excitement as well as intimidation from his new gained perspective, adding 
an essence of realism to the magical world. In addition, Rowling’s use of contrasting tones when narrating Harry’s perspective of the world with 
the Dursleys compared to his first visit to Diagon Alley, helps further strengthen Rowling’s attempts to emphasize Harry’s tragedy.

Harry’s discovery of the true nature of his magical identity occurs slowly, gathering little to no momentum during the first six chapters of 
the novel. Rowling uses different aspects of Harry’s environment to develop complex philosophies that later serve as moral constructs for the 



protagonist. The introductory sequence of the video game, in comparison, quickly summarizes these specific events leading the player to focus 
primarily on Harry’s merits as a wizard. More specifically, the video game’s narrative design largely ignores many of the insecurities revolving 
around Harry’s physical appearance and unfamiliarity with the rules of the magic world.

For example, the video game quickly summarizes the events narrating Harry’s troubles with the Dursleys and discovering an unknown world 
in picture book form. With no more than a few pages, an unseen voice narrates Harry’s story of being left as an orphan and his experiences 
with the Dursleys. Though the narrator directly quotes short segments of Rowling’s novel in third person, he leaves Harry’s feelings towards the 
Dursleys mostly left out, along with his worries concerning his place in a newfound world. The account of Harry being rescued by Hagrid, as 
well as Harry’s experience through Diagon Alley is summarized in two pages in the same fashion. Also unlike the novel is the game designers’ 
decision to leave out Harry’s first encounter with Draco Malfoy in Diagon Alley, where Malfoy openly shares his condescending view towards 
families that he considers to be a lesser quality than his own. By choosing not to develop in depth the philosophies and controversies concerning 
social hierarchy within the magic world, the game designers not only eliminate a large portion of Malfoy’s significance in the narrative but also 
fundamentally makes Harry’s story less tragic.

Also, Harry’s encounters with Draco in the game do not include Draco’s insults discriminating the socioeconomic status of Harry’s close friend 
Ron Weasley as it did in the novel. By leaving out this particular source for conflict, the gameplay dictates that the relationship between Harry 
and Ron be less emotionally relatable than is expressed in the novel. In fact, the majority of Harry’s missions in the video game deal with his 
getting acquainted with being the star of a sport called “Quidditch” and using spells and magic in order to fight off a bullying Draco, who mainly 
focuses on getting Harry in trouble while attempting to prove his superiority over Harry. Though the game designers clearly recognize Malfoy’s 
role of being the source of Harry’s trouble within Hogwarts, they do not use Malfoy as Rowling does in her narrative. In the case of Malfoy, game 
designers chose to simplify the conflict between the protagonist and a major antagonist by omitting the presence of a larger underlying theme 
mentioned in the novel. Furthermore, the video game’s representation as well as Rowling’s description of Professor Severus Snape shares the same 
distaste for Harry’s character. However, the encounters between Harry and Severus Snape in the video game are brief, unlike the novel in which 
Harry must withstand a long year of what Harry describes in the novel as “weekly torture”—in reference to Severus Snape’s treatment of him 
during class (171).

The video game also simplifies some of the challenges that Harry encounters during the attainment of his magic spells. In the novel, characters 
including Harry must focus on the correct pronunciation of complex spells in order for them to work effectively. David Colbert notes that 
Rowling purposefully takes inspirations from a dead language (Latin) when formulating enchantments, in effect introducing a language that 
the reader and the characters alike can share the hardship of recognizing. The video game on the Playstation gaming platform only requires the 
player to play a short mini-game in which the player must correctly input combinations of four different buttons: Cross, Square, Triangle, and 
Circle to match the timing of an icon provided on the screen. Upon successfully completing the mini-game, the player can use the given spell for 
the rest of the duration of the game, completely ignoring the tedious and time-consuming work of Harry’s having to familiarize himself with an 
unknown language as he did in the novel. By downplaying some the difficulties that Harry experiences in the novel, the video game narrates a 
much more stress-free perspective on behalf of the protagonist.

The game designers also change some of the rules of Hogwarts from the given descriptions in the novel.  For example, the headmaster of the 
school, Albus Dumbledore clearly states in the novel that “no magic should be used between classes in the corridors” and that “the forest on 
the grounds is forbidden to all pupils” (101). The video game includes a similar scene in which Dumbledore’s explains the rules of Hogwarts 
to the player during the beginning of the game, but mentions no rules preventing the player from using spells in any way. Dumbledore’s rules 
in the video game only agree with those proposed in the novel when he mentions that “the third-floor corridor on the right-hand side is out of 
bounds” to students that wish to remain at alive (101). The game designers also limit the strict rules on attendance, allowing the player to roam 
around Hogwarts without negative consequences. This leaves the player to freely use the spells that Harry learns in his classes in order to save 
his peers from the bullying of Draco and his gang. Jakub Majewski cites Steven Poole’s assertion that the game designers can leave more room for 
“interactivity” with the narrative by creating less boundaries and “limitations.” Again, the game designers take an element of the novel that made 
Harry’s life more difficult and incorporates a style of game play that allows the player to dismiss or ignore these rules.

According to Kurt Squire, “balanc[ing] … obstacles, [and] game narrative” can “elicit” different “emotions” that the player wouldn’t gain from 
the narrative of the novel. The game designers, while offering to the player a setting that accurately fits the physical description of Hogwarts, 
diminishes the presence of certain philosophies that pose major conflicts to Harry’s well-being at Hogwarts. In order to allow the player to focus 
less on Harry’s tragedy of being an orphan and more on the protagonists’ use of magic to find acceptance, the game makers change crucial parts 
of the Rowling’s narrative in order incorporates a style of game play that best fosters these sentiments.
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Narrative
The Hitchhiker’s Guide to the Galaxy (Infocom)

The Hitchhiker’s Guide to the Galaxy (Douglas Adams)

Chapter Five
Carol Kuan

What would you do if one day you wake up and realize that the world you are living in is about to be obliterated in less than ten minutes? The 
first instinct would most likely be survival and meeting your most basic needs. The novel The Hitchhiker’s Guide to the Galaxy by Douglas Adams 
and as well as its corresponding video game, The Hitchhiker’s Adventure Game by Douglas Adams and Steve Meretzky, takes readers and gamers 
into this new dimension of becoming a new character and living life through the literary of gaming perspective. These two mediums meet the 
needs of a person’s self-motivational factors. This process of storytelling and character building in a book or game accesses a person’s need to 
fulfill their intrinsic needs, as in Maslow’s hierarchy of needs. Through these two mediums of text and an interactive fiction video game, people 
are able to escape reality, become a character themselves, and simultaneously meet physiological and psychological needs in the comfort of their 
own homes that aren’t easily obtainable in real life.

The main object of any video game is to reach the end and win. Through a literary standpoint, the main object of reading a novel is to get to the 
end and find out the conclusion. Literature and video games could be a medium to easily and unknowingly help people to simply fulfill their 
basic needs by reading or playing a video game. “Human beings are motivated to satisfy preliminary lower levels of needs” (Ucgul 7) and if those 
needs are not satisfied in the real world, the virtual or literary world is the next medium to delve into.

Maslow’s hierarchy of needs is categorized into a hierarchal pyramid where the lowest level is physiological needs, then safety needs, 
belongingness and love needs, esteem needs, and lastly self-actualization (Poston 348). The first two can be seen as a person’s basic needs, the 
middle two are psychological needs and self-actualization is the self-fulfillment need category.

Through either text or video game, the person invested in the work naturally assumes the character’s role and goes about the story or game as if 
they were the one in it.  Essentially, while reading the book The Hitchhiker’s Guide to the Galaxy, a reader is prone to take on the life of Arthur 
Dent and to think as if she were in his shoes. In the novel, Arthur Dent—or in actuality the reader—fulfills a person’s basic needs by having 
clothing on and having his friend, Ford Prefect, as his form of safety because little did he know, Ford is also an alien life form. In the game, a 
person’s basic needs are met in the beginning when you put on gown and wait for your friend Ford to go to the bar. Fulfilling one’s psychological 
needs through the book is seen when Arthur Dent and Ford Prefect, instead of getting asphyxiated and dying in space from being expelled for 
the Vogon ships, were picked up in open space by the Heart of Gold, Zaphod and Trillian’s spaceship. The game plays out a little differently: after 
being read Vogon poetry, you make your way to the airlock on the Vogon ship and wait until you are in the Heart of Gold. In Bob Poston’s article 
“Maslow’s Hierarchy of Needs”, the feeling of accomplishment and having friendships are all part of fulfilling one’s psychological needs. Self-
actualization is known to be the last step in Maslow’s hierarchy of needs and is also the “internal dialogue that everyone establishes at some point 
in their lives” (352). In the reader’s lives, through Arthur Dent, self-actualization is met when he decided to continue on with the group instead 
of going back to Earth Mark Two. He met this when he was lounging in the Heart of Gold with Zaphod, Trillian, and Ford after the fight between 
them and the two policemen ended: “Arthur took to his bed to flip through Ford’s copy of The Hitchhiker’s Guide to Galaxy. Since he was going 
to live in the place, he reasoned, he’d better start finding out something about it” (Adams 80). This meets his self-actualization needs because 
he is finally content on what he is doing and where he is going in life. In the game perspective, there isn’t as much of a self-actualization in the 
character because once you play through to the end, the ending of the book and the game are quite different. In the game, Arthur Dent ends up 
in a whale stomach, drinks his tea and ends the game. However, for the gamer that is playing as Arthur Dent, self-fulfilling needs are met through 
the gamer by finishing the game.

The whole aspect of meeting Maslow’s hierarchy of needs through the literary and interactive gaming medium is something probably most 
people go through but never realize. It is a lot harder to meet all these needs in reality in comparison to meeting them all in a span of couple 
hours or a few days. For every individual reaching self-actualization is “different . . . . [I]t is experienced at different depths depending on 
different life experience[s]” (Poston 353). So for either readers or gamers, there could be different parts in the plot sequence where one fulfills a 
need and another doesn’t. People’s “needs may change from one game/genre to another” and the “needs to be satisfied by the gaming situations 
are constrained by the imposed mechanics of the games” (Bostan & Kaplancali 6). This is specifically talking about games in general, but for 
games and novels alike, needs are met differently and at different points of the plot for different people. No two people are going to experience a 
game or novel the same way because of the hierarchy of needs they are processing and going through.

Literature and video games are two sources of information that people wouldn’t normally pair together, but with the growing media industry, it 



would only make sense to combine the old with the new. They both provide the appeal and ability for a person to become someone else and live 
life through a different perspective. By doing so, what is not met in real life, is satiated by the means of literature and games.
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Narrative
Parasite Eve (Square Enix)

Parasite Eve (Hideaki Sena, trans. Tyran Grillo)

Chapter Six
Carlos Rendon III

Parasite Eve is a critically acclaimed series that originated with the first novel written in 1995 by Hideki Sena. This first novel was such a hit 
that an English translation was made in 2005, as well as a film adaptation, a manga art series, and the series of video games, created on the Sony 
PlayStation platform, that served as sequels to the original novel. Surprisingly, through a critical analysis, one can draw similar styles of narration 
from the novel and the first video game that draws the two closer than the audience may perceive. The narrative focuses on a third-person 
perspective, while the game has similar camera view. By focusing more on the dialogue, the author and the game developers define the horror 
genre by creating anticipation in the reader.

The plot of the story begins with a character who although isn’t the main protagonist, is the center of conflict throughout the novel. Kiyomi 
Nagashima has just driven through a familiar road on her way to her work, when, by some sinister force that she is unaware of, she loses 
consciousness and crashes into a tree. After being rushed to the hospital, the doctors diagnose that she brain dead. Toshiaki, Kiyomi’s husband 
who could not come to terms with his dying wife, tries to save whatever is left of her by saving her liver cells, after donating her kidneys. Toshiaki, 
who is also a leading scientist in mitochondria, then tries to grow the liver cells in his mitochondria culture studies lab. The narration of the novel 
takes the reader through a series of flashbacks that portray the lives of several people who are critical players in a series of events that are to come 
after the mitochondria cells, or Eve 1, reach a critical growth point. It is at this point where the reader realizes that Kiyomi’s death was caused by 
Eve 1 in order for Toshiaki to try to grow them. When Eve 1 is finally ready to expand, she takes over Asukara’s (Toshiaki’s student) body in hopes 
to eventually take over the human race in a new evolutionary era.

What is interesting, as mentioned before, is the style in which the author conveys the story. Chapter sixteen of the second section of the novel 
is a hallmark portrayal of how the author exploits third-person awareness in the narration to draw emotion and arouse anticipation from the 
reader. It first starts out with a summary of Eve’s interactions as a hiding parasite in Kiyomi’s body: “Kiyomi sensed her excitement. No wonder, 
since She [Eve 1] thrived in the major nodes of Kiyomi’s brain and nervous system. Kiyomi’s nerves, her spine, and her synapses were all crucial 
for conveying information to her brain. Over the years and months, She had come to dominate all of Her host’s organs so that they could no 
longer manage even the simplest functions without Her” (Sena 178). The setting then takes the reader to Toshiaki’s lab where his student Asukara 
is working late on a presentation for the next day. All of a sudden, the mood of the story changes when Asukara feels an eerie feeling of being 
alone. By taking pauses from the flow of the story to the actual train of thought that the characters have, the reader is able to draw more emotion 
and have more empathy towards the characters of the story (Asukara especially). This chapter is the critical turning point, since the novel has 
taken enough flashbacks to set the mood for when the Eve 1 parasite takes over Asukara’s body: “Something had hit the door . . . . Whatever was 
making the noise was trying to get in through the door closer to the Cultivation Room” (Sena 182). Through third person narration, like most 
horror stories, “allows us to understand a more articulate comprehension of the fears of horror and provide a stepping-off point for identifying 
clearly different fear-states that sit in pairs either side of the known and unknown divide” (Jones 103). Thus the narrator, though having already 
presented the reader with what was to come, narrated as if it were oblivious, just as Asukara was, in order to draw suspense from the reader. 
Also, the style in conveying the flow of actions is short and concise compared to the longer descriptions of the emotions and train of thought 
the characters express: “Asukara gasped in surprise. Her knees began to shake. She was planted firmly in her chair” (Sena 183). The author could 
have at any one of these sentences paused to describe what kinds of emotions were going on Asukara’s mind. However, since the resolution 
was inevitable, the narrator chose halt to the cadence of the story to focus on how tense Asukara was behaving. Thus, by using a third person 
narrative, the narrator carefully draws imagery to the situational dynamics of the story.

In the video game adaptation, the story picks up years after these events occur and takes place in Manhattan. In the opening cut scene, Aya, a 
cop from Manhattan, after having been invited on a date to an opera event, is a witness to a new version of the Eve 1 cells having taken over 
another woman’s body, who, with Eve’s powers, sets the entire theatre and the people who are in it on fire. Aya, clueless to how this unfolded, is 
also surprised she that had been the only survivor in the incident. As the game progresses she realizes she is somehow connected to the Eve 1 cells 
that make her immune to the parasite. From here on, the game progress through six days that lead the player to understand more of how Aya is 
connected to Eve 1 and how she is the only one that can save the human race from being driven to extinction by the deranged animals that Eve 
possesses.

On the second day of the video game, the player leads the main protagonist through central park in Manhattan to find Eve 1. The setting takes 
place sometime in the winter on a cold night. The passage through the park is riddled with convoluted paths that make the player encounter 



enemies. Ultimately, the player is encouraged to explore all areas of the game, for they are filled with secret treasures that help Aya progress. Once 
the player has progressed through the park long enough, the player then comes across a theatre. In the a cut scenes, the police and Aya hear that 
Eve will make an appearance at Central Park theatre to kill the audience members, like she did in the opening scene of the game. When Aya 
arrives too late, Eve has killed all the people in the theatre. The player then leads Aya to the backstage and chase after Eve.

When looking at the sequence of events in the game, one can notice the resemblances to the novel. The game changes camera angles when the 
player moves from one area of the park to another. The game, like the book, adds suspense when the player is seen at a closer range (Figure 1). 
This is an augury for the player indicating that that portion of the adventure may not be as interactive (filled with monsters) than other parts of 
the game that may be close up to the protagonist. When the player takes Aya to the backstage of the theatre, the camera angle draws closer to her, 
though from a higher view point. Kathy Cennamo from Virginia tech notes that camera angles such as these create a “feeling [of] loneliness and a 
lack of power.” Furthermore, just like the novel, the game is laid out to where the dialogue and the amount of information from the surroundings 
the player gathers is longer than the action that ensues; the game exploits the information that was not blatantly given, as means to create 
anticipation as the game builds up to the point where the actions (in this case boss battles) play out with hardly any means of thought from the 
protagonist.

Figure 1. Screenshots taken from Day 2: Evolution from Parasite Eve 1 (PSX). After navigating through central park, Aya finds Eve as she enters the back stage (top image). 
The camera angle changes when she enters the stage (middle) and draws closer to the player when Aya comes face-to-face with Eve (bottom).

Though it may not be readily apparent, the style in which the game progress is similar to that of the novel. With the novel, the reader anticipates 
a series of events that are to come, but is unaware of what has happened to lead up to these events. By telling the story in third-person, the reader 
can only guess what is come by the information the author chooses to disclose. In the game, the player foresees some action or turn of events, 
influenced by how the camera angles in the game are set up. By using flashbacks, clues, and auguries, both the game and the novel define the 
horror genre in creating anticipation for the person who is interacting with either of the two platforms.
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Narrative
Sherlock Holmes: The Awakened (Frogwares)

Sherlock Holmes (Sir Arthur Conan Doyle)

Cthulu Mythos (H.P. Lovecraft)

Chapter Seven
Audrey Spalding

All too often video games are dismissed as a waste of time. They are narrowly judged as being a source of entertainment limited to a person 
wasting away hours on end in front of a computer or game system, and not doing something more thought provoking like reading a novel. In 
his book All Your Base Are Belong To Us, former New York Times writer Harold Goldberg laments that even within the sphere of media arts, 
“mainstream media continue[s] to turn up their noses at video game culture” (xii). However, video games are proving a force to be reckoned 
with, as it’s an industry growing annually, without signs of stopping (Goldberg xII). So to cast off video games as a waste of time without further 
examination would be careless because this media has become a staple of many people’s lives. Video games have proven their worth in many 
avenues, but specifically in their ability to create new narratives. Many video games are based directly off of literary source material, and within 
these bring new stories for many beloved characters. In Sherlock Holmes: The Awakened for example, the game not only directly references 
Arthur Conan Doyle and H.P. Lovecraft stories, but also combines them in a way not seen prior.  It creates a riveting storyline that creates a new, 
surprising world for any Holmes or Cthulhu fan, while encouraging other less familiar gamers to pick up the source material and learn more 
about why this literary crossover is interesting.

 Sherlock Holmes: The Awakened combines the literary worlds of Sherlock Holmes and the Cthulhu mythos, creating a story that really can only 
be fully understood by reading the texts it references. The major references to specifics works are part of what make this game as good as it is, 
especially to the more avid Holmes or Cthulhu readers. For example, early in the game there is a cutscene in which Holmes and Watson are in 
a dark underground temple in which there is a man who has been tortured and sacrificed on an altar at the foot of a large sculpture of Cthulhu. 
This is the first reference made to the mythos, and without prior knowledge of the Lovecraft stories, it would not be a recognizable image to 
the gamer. Shortly thereafter, on a train going to Switzerland, there is a nod to “The Final Problem,” possibly one of the most infamous Holmes 
stories, in which Doyle kills off both Holmes and his archenemy Moriarty by sending them over the edge of Reichenbach Falls (Doyle XII: 758), 
and then subsequently revived Holmes at the will of his readers. In this scene, as Holmes and Watson discuss where they are going, Watson 
briefly hints at Sherlock’s last memories of Switzerland, placing the game sometime after that adventure. There are many other references within 
the game including mentioning The Old Ones from the short story “The Call of Cthulhu” (Lovecraft 112), and briefly showing that Holmes’s 
archenemy Moriarty has survived, carried over from “The Final Problem.” The pair even venture to New Orleans, where they have to attend to a 
cult ground within the backwoods swamp area (very similar to Inspector Legrasse’s storyline within “The Call of Cthulhu” as well). While many 
games do tell their own versions of literature, Sherlock Holmes: The Awakened manages to do so in a way that furthers its own value by combining 
two classic authors in their respective genres, and doing so in a way that makes sense to the literature. It provides not only a stepping stone into 
the minds of Sherlock Holmes and John Watson, but also the basis of the Cthulhu mythos, and could spark the interest of someone who would 
have not read the stories otherwise. But it is the way that it combines these two stories that is the most interesting.

Having gone over where and how the game references the source material, it would then be necessary to expound on how the combination of 
these two literary universes within the game is so profound. Doyle and Lovecraft wrote in two different genres: Doyle is considered mystery, 
Lovecraft is horror. Doyle created Sherlock, a character that saw logic everywhere, and for whom everything could eventually be explained with 
logic and a simple set of deductions. Lovecraft concocted a being so horrible that it could hardly be explained in a way that was logical. The two 
authors wrote in completely separate spheres of ideas, and combining them is a hard sell. To set Sherlock in a world in which things exist beyond 
logic would both completely undo Sherlock as a character, and render him completely incredible. It would reduce his deductions about a person 
to a parlor trick (not to say that, within the stories, this isn’t suggested anyway). Combining these two narratives doesn’t mean, however, that 
this literary crossover hasn’t been attempted before. In Shadows Over Baker Street authors such as Neil Gaiman couple the two series together as 
well. Gaiman writes a compelling story called “A Study In Emerald” in which the Old Ones have taken over as the crown heads of Europe and 
other political positions, and are secretly running society unbeknownst to most others (24). He tells the story as Sebastian Moran, the employee 
of Moriarty, and makes Moriarty and Moran take on what would traditionally be Holmes’s role while Holmes and Watson are the ones trying to 
overthrow the current government (Gaiman 52). With this, however, Gaiman protects the tradition of Holmes and Watson being the heroes of 
the story, as the government is being run by evil, otherworldly beings (52). With all due respect to Gaiman and the coauthors of Shadows Over 
Baker Street, however, this combination lacks the idea that Holmes simply cannot exist (and wouldn’t want to) without logical explanation to all. 
While the Gaiman story is compelling, it manages to dodge this idea by writing from a perspective that doesn’t broach the thoughts of Holmes or 



Watson, and only narrowly encounters the two in action. Compared to Sherlock Holmes: The Awakened, these stories do a weak job in combining 
the two universes. How the game manages to be so successful in this strand is, while Shadows Over Baker Street continually intermingles the two 
texts in their entirety, the game only plays out as though Sherlock has only discovered a cult, and not the entirety of a species locked in a parallel 
dimension coming back to destroy all of mankind and the world as we know it. Sherlock is still allowed his sanity: something that wouldn’t be 
allowed by him seeing the Old Ones, or taking them on. This is the success of this game at it’s essence. It manages to couple two authors who 
normally wouldn’t be combined in a way that makes perfect sense in both spheres of literature.

In his honors thesis for Connecticut College, Nicholas Edwards says that when people review games, the purpose is to “answer the question 
‘should I buy this game?’ not questions like ‘what is the essence of this game?’ or ‘what is this game trying to grapple with?’” (31). These questions 
would bring more attention to video games as being meritorious to those who don’t necessarily play them. Many people don’t consider that games 
have deeper meanings or that they have the potential to create a storyline akin to that of literature itself. Video games of the merit of Sherlock 
Holmes: The Awakened should not be cast out as second tier media in this way, but should be hailed for having purposes beyond that of just 
simple gameplay. The average gamer may not necessarily be well read, but could develop a curiosity for literature because of a Sherlock Holmes 
game. Games are far more valuable than society acknowledges, and their literary merit should be further explored.
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Character
Assassin’s Creed: Revelations (Ubisoft)

Assassin’s Creed: Revelations (Oliver Bowden)

Chapter Eight
Mitchell Bennett

In both video games and novels there is a story to be told that is encircled around one or more persons who are usually labeled as the main 
characters. The main character is the person who helps bring the story alive, keeps the reader or gamer enticed with the sudden twists and turns 
the story takes and affects the main character emotionally or physically. The better you know the character, the more interested in the story you 
are. Contrary to the norm, Assassin’s Creed: Revelations is a case where, instead of when a video game is created based off of the book, a book 
is created based off the game. Even as a derivative work, however, the novel still triumphs at telling the story better than the game. In Assassin’s 
Creed: Revelations there are many aspects that the novel provides, after the game had not, that show it is better at telling the story than the video 
game it is based off of. 

One of the ways that a video game doesn’t quite tell the story as well as a novel is the fact that in some video games, as told by Virginia 
Commonwealth University English professor David Golumbia, “[the main] character is typically displayed among others on the screen, such 
that a third-party observer might not even be able to determine which animated figure represents the player without significant observation and 
analysis” (184). In books, however, the focus is solely on the main character, which helps continue the storyline since it’s always taken through 
their eyes; this is a problem for video games. According to the combination of Jo Bryce and Jason Rutter with their knowledge of psychology at 
the University of Lancashire and the ESCR Centre of Research on Innovation and Competition at University of Manchester, every time that the 
characters change in video games it “highlight[s] the fact that the game is not continuing and [is], therefore, an interruption to game narrative 
and spectacle” (17). This troublesome fact for video games is evident in the Assassin’s Creed: Revelations video game and novel combo as well. 
There are many instances in the video game where you switch from the main character, Ezio Auditore, into other characters Desmond, and Altair 
Ibn-La’Ahad. All these times that the game stops and talks about these new characters, it stops the storyline and development of Ezio and has the 
gamer more focused on other people outside of the main story, interrupting it. In the book, it also makes cuts to Altair; however, you don’t only 
focus on Altair alone, the book says that “Somehow Ezio was there, and not there” (Bowden 175) to show that even though it’s a flashback, it’s as 
if Ezio himself was there watching it and interpreting it for you. So the story is still intact because Ezio is still the one in the flashback, telling you 
everything that is happening and how it makes him feel, continuing his development and the story as well.

Multiple characters are just one distraction of video games. Another way that video games are at a disadvantage of telling a story compared to a 
novel, is that there is so much more going on in the video game than in the novel. Dr. Craig Lindley, research manager of the Interactive Institute’s 
Zero-game studio, says that “performance of the game moves…consumes most or all of the player’s attention, leaving little sense of higher level 
story or character development” (22). There is much more time spent on other things like side quests, leveling up, and finding upgrades that a 
majority of the time spent playing the game isn’t spent on the story or character development. All these secondary actions of the game make it 
“stray far away from anything like novelistic action. Neither complex characterization nor plot is easy to provide… since many aspects of these 
must be left up to relatively meaningless player actions” (Golumbia 186). In Assassin’s Creed: Revelations the video game, the map is riddled with 
extra stuff in game that isn’t actually required of Ezio to do. There are viewpoints, restorations missions, Templar temple missions, and many 
more that distract the player from Ezio and the storyline. There is one most evident in the game though, because it’s not even mentioned in the 
book at all but takes a lot of time in the game, and that’s assassin recruitment. In the game Ezio is a mentor and goes around the city recruiting 
new members of assassins into the brotherhood, leveling them up as assassins, then doing another quest for each recruited member to help them 
become master assassins. Overall the time to do all these quests, as well as the previous ones mentioned, takes up about twenty hours of gameplay, 
while the story itself is only about fourteen. It wouldn’t be as bad as it is if they continued the storyline or the development of Ezio, but they do 
not, so it seems like very tedious work that doesn’t actually need to be done. The book does not mention any of the side missions whatsoever, so 
the book never gets off track with meaningless action and quests that doesn’t help further progress the story, making the book continue to be a 
better storyteller still.

As well as full journeys that help Ezio develop, the book is also much better as describing the thought and emotions that Ezio is feeling 
throughout the storyline. There are two instances that really stood out when I was reading the book that made me feel like I could imagine how 
Ezio was feeling, and that he was more than a fictional character, but actually human. Once was at the very beginning when Ezio falls from a 
building he “caught [the scaffolding], wincing in pain as his arm was wrenched almost free of its socket. But the scaffolding held, and he held 
and, grinding his teeth with effort, hauled himself up until he could get a grip with both hands” (Bowden 62). The video game shows a clip of the 
same sequence, but none of that pain is felt, as the clip shows him landing on his feet on the scaffolding, as if he felt nothing. I understand that the 



game is trying to make Ezio seem more of a hero, thus more than the average man, but it just takes away from the story and character altogether. 
It takes the fantasy of the video game a little far—this is a two or three story fall and he treats it like he jumped off a bench, slightly taking away 
the human aspects of Ezio.

Falling Scene. The beginning scene of the game in which it shows Ezio falling from the top of the tower and landing on a scaffolding. It shows the difference between the book 
and game in how the book says he catches it by his arm, in searing pain, while the clip shows him landing on his feet showing no signs of pain.

In another part, Ezio “to his horror, he found that he was moved to tears . . . . Ezio wiped his cheeks with a gloved hand and smiled” (Bowden 
125). He felt moved to see other assassins and to have friends and now family in this new town that he can’t help but feel emotional; however, it is 
very difficult to see such emotion inside the game. The clip shows the same scene that is occurring in the novel; however, one doesn’t see the tear 
or see him wipe a tear away, the only real way you know he is emotional is if you hear Yusuf say “not afraid to weep openly in front of his pupils.” 
But there is no physical evidence of such emotion, a huge weakness shown throughout the game. These instances show two ways, both physical 
and emotional, in which you see Ezio develop more as a person, but they aren’t evident at all in the video game.

Emotions - A scene where Ezio is welcomed into the new assassin’s den, and is full of emotion. The clip shows the flaw of the video game and how it really doesn’t show Ezio 









crying or showing any other form of emotion, when the book does so in a narrative and descriptive fashion.

With multiple characters, extra quests, and lack of both physical and emotional details, the video game lacks in comparison to the novel in terms 
of developing the character and even continuing the storyline along, despite the fact that the video game was made before hand. This is very 
apparent in the video game and novel combination of Assassin’s Creed: Revelations, as the novel shows, with a more character focused story and 
less distractions, how it tells the story better and gets the reader more acquainted to Ezio than the video game does.
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Character
Alabaster (John Cater, Rob Dubbin, Eric Eve, Elizabeth Heller, Jayzee, Kazuki Mishima, Sarah 

Morayati, Mark Musante, Emily Short, Adam Thornton, Ziv Witie)

Snow White (Grimm/Other collected works)

Chapter Nine
Shannon Price

Good character development can change the entire plot of a story, and if it is done well enough, it can change a reader or player’s entire 
perception of the character being developed. The goal of this essay is to compare and contrast the character development of two very similar 
stories told through two different mediums. The first is the story of “Snow White and the Seven Dwarfs,” the classic fairy tale told by Jacob and 
Wilhelm Grimm. The second story is the work of interactive fiction Alabaster, a twisted retelling of the original “Snow White and the Seven 
Dwarfs.” These two stories are similar in their essence, but the ways that they develop each of their characters effectively change the way that the 
story is read

“Snow White and the Seven Dwarfs” is a story that has been told in many different variations and languages in a vast amount of countries all 
over the world. For this chapter, we will be focusing on the original version written by Jacob and Wilhelm Grimm. In this version, Snow White, 
a young and beautiful girl, is sentenced to death by her evil stepmother, the Queen, and though she manages to escape the first few times, she is 
eventually killed. However, she somehow manages to come back to life and the evil Queen is ordered to dance until she dies. In the end, the good 
live happily ever after. There is a clear line between those who are good and those who are evil, those who make the correct choices and those 
who make the wrong ones. The “why?” and the “so what?” are simple: If you are jealous of others and you choose to take it out on them, you will 
suffer dire consequences.

Alabaster, a work of interactive fiction, is a bit more obscure with its intentions. Due to Alabaster’s interactive nature and keyboard based 
interface, I will be referring to it as a “game” throughout this essay; however, it should be noted that Alabaster’s creators consider it an experiment 
in authorship. Though it is essentially a retelling of the story of Snow White, the characters are represented differently. It is stated in the 
description of the game that “the Queen is certainly a witch, but her stepdaughter could be something even more evil,” and with further play of 
the game it becomes apparent that this is very true (Short). The atmosphere of the game is much darker than that of the original story, and the 
way the story is received has a lot to do with that.

When reading the story of “Snow White and the Seven Dwarfs” you experience it in the third person omniscient point of view. The Queen’s 
intentions are clearly laid out for you and you also know everything that is happening with Snow White. However, when playing Alabaster you 
are only told what you are able to deduce from your own actions as a player within the game. You know very little about where or who you are, 
and the only way you find out is by asking the right questions. The interface allows for you to type in different commands and sentences that have 
the potential to alter the route you are taking within the game, but in order to get the full effect, multiple plays are needed. As you play on, many 
different backgrounds of each of the characters unfold, and the faces of these classic characters begin to change, along with the entire story itself.

Though stories are told by their authors, they are told through the characters within the stories, so good character development can make or 
break a story. If even the worst writer can create a good, well-developed character, they can grab the reader’s attention and make them continue 
reading. Character development can change the tone and plot of the story, depending on the way that the character is developed.

For instance, in the original story of “Snow White and the Seven Dwarfs,” Snow White is the obvious protagonist. She is young and beautiful 
and innocent, and the harm that comes to her isn’t deserved in any way. In Alabaster things are drastically different. It becomes apparent at 
the very beginning of the game that Snow White is no longer a simple young maiden who happens to be too beautiful for her own good. She 
is intentionally clumsy, “deliberately stumbling over every root in the dark,” and rude and she seems to be slightly threatening (Alabaster).
We eventually gain knowledge of the fact that Snow White has become possessed by a demon named Lilith. Suddenly, the story is much more 
complicated. The question of whether Snow White is still alive inside of her own body becomes pertinent, for without that knowledge there is no 
way to make an educated decision on whether or not she should die. Furthermore, depending on how you play the game, it seems as if Lilith isn’t 
completely evil. In fact, one of the only happy endings that you can gain in this game of many forking paths is the one where you run away and 
live with Lilith forever

Along the same vein, the dwarfs in the book and the game are quite different from one another, too. In the book they are mesmerized by Snow 
White’s beauty, so they take her in and protect her. They seem like relatively nice creatures, and since the reader is convinced that Snow White is 
the protagonist and an inherently good being, they think that anyone who helps her along the way in her journey is also good. This is the same 



for Alabaster. Because we know that the dwarfs have been helping Lilith, it is hard to trust them. Are they under her control? We are given the 
knowledge that they were once at war with the kingdom, but should that make them inherently bad creatures? Regardless, what is happening here 
is this: Snow White’s character development affects the way we see every other character within both the game and Grimms’ story. The way this 
one central character is written affects our perception of all of the characters around her. We trust her completely because she is a victim in the 
original story, and we doubt those who associate with her because she is dangerous in Alabaster.

Interestingly enough, Alabaster puts you in a strange predicament by giving you the power to develop the Huntsman’s character yourself, 
depending on the decisions that you make. The Huntsman in the original Snow White frees the girl because she is beautiful, and that option is 
still free to the gamer as they play, but it does not always have good consequences (Grimm 341). Assistant professor in the department of family 
and community at the medical college of Wisconsin, Zeno Franco, and Professor of Psychology at Stanford University, Philip G. Zimbardo once 
stated in their article, “The Banality of Heroism” that, “we are all potential heroes waiting for a moment in life to perform a heroic deed,” (par. 
8) but by that logic could we all also be potential villains? Alabaster forces you to choose your own path and develop your own character, but by 
doing so it makes you a hero or a villain, but being either of those things doesn’t necessarily make you good or evil.

Where “Snow White and the Seven Dwarfs” draws a very distinct line between its good characters and evil characters, Alabaster blurs it. The 
characters in “Snow White and the Seven Dwarfs” are all very one dimensional. They are either good or evil, and the only character that seems 
remotely between the two categories is the Huntsman, which is perhaps the reason why you play as him in Alabaster. Alabaster breathes new life 
into these classic characters by adding more conflict to their development. That added conflict carries with it added intrigue at the overarching 
theme of the game. “Snow White and the Seven Dwarfs” is very simple with its moral because its characters are simple and its overall story is 
simple. Because Alabaster complicates things by adding more depth to its characters, its message becomes more complicated too. The story is 
transformed from a simple lesson on the envy of physical beauty to a question: What is good or evil? By developing its characters into more 
three-dimensional beings, it blurs the lines between the two. Not only does it force the original characters out of their definitive boxes of hero 
and villain, it also forces the gamer to decide which one they will be, and in the end it makes the argument that perhaps true heroes and true 
villains don’t exist. Perhaps there are simply situations that draw out the best and worst in people. In his essay, “A Situationist Perspective on 
the Psychology of Evil,” Zimbardo states, “The same human mind that creates the most beautiful works of art and extraordinary marvels of 
technology is equally responsible for the perversion of its own perfection” (366). This is a point that is wholeheartedly argued throughout the 
game of Alabaster, therein challenging the original ideas of the Brothers Grimm. By developing its characters, Alabaster takes the ideas of the 
original “Snow White and the Seven Dwarfs” and effectively transforms them into something that makes both the reader and the gamer think 
significantly more in depth about this classic fairy tale.
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Character
Resident Evil 3: Nemesis (Capcom)

Nemesis (Stephani Danelle Perry)

Chapter Ten
Casimir Dailey

One of the most important aspects of storytelling is creating the connection between the plot, the characters, and the consumer of the story. 
The latter must be connected to the story and characters in order to fully enjoy and understand them. However, it is much more difficult to relay 
a personality without access to the character’s thoughts and feelings as a novel has. The connection between a character, the player, and the plot in 
a video game must be made in other ways.

Dr. Mark J. P. Wolf of the Concordia University Wisconsin Department of Communications notes that “[b]y placing the game’s action within a 
narrative context… [p]laying the game means participating in the story, fighting for a cause” (101). These devices, however, are ineffective if the 
player does not feel connected to the game. Unless the connection between the player and the character’s motivations is made very early on, the 
player may feel the need to act in the way he or she would in the situation, regardless of the plot. In Capcom’s Resident Evil 3: Nemesis, a survival 
horror video game, the player is given a brief look into the initial situation in the game’s setting—zombie infested Raccoon City—and then is 
almost immediately given control of the protagonist Jill Valentine. In the beginning, the progression of the story is forced to rely on the player’s 
urge to win or, at least, not to lose rather than a connection with the character. That said, the player’s wish not to lose strongly coincides with Jill’s 
wish not to die, and her death—the player’s loss—results in the words “You Are Dead” being superimposed on the screen, which itself connects 
the player and the character by referring to the player as Jill. 

Emotions of the character in Nemesis are often represented to the player with music and camera angles as elements of interface. As media and 
cultural studies specialist Ewan Kirkland points out, the physical setting in a survival horror game further pushes emotional connection with 
the player through its lack of interactivity—it forces itself upon the character, and, by extension, the player, creating a feeling of “helplessness, 
entrapment, and pre-determination” (64). When either Jill or Carlos are in an area potentially populated by zombies, for example, the music 
becomes more tense and fast, invoking a sense of fear or urgency in the player. On the other hand, rooms with typewriters in which zombies and 
Nemesis himself cannot attack the character have calm, relaxing music. This coincides with the character’s presumed sense of relief and safety in 
these rooms.



Notice the change from calmer “safe room” music to the darker tones of the next rooms, as well as the camera angle change to show Nemesis’s abrupt entrance, both of which 
serve to increase tension and mean to frighten the player.

In the Nemesis video game, the environment is viewed through fixed camera angles between which the player jumps depending upon the position 
of the controlled character. In some instances, however, the camera angle will change to emphasize a particular event and then return to its 
natural position. If the player chooses to enter the Umbrella research facility on the second floor, Nicholai is killed off-camera while threatening 
Jill. When Jill approaches the area he had originally stood, the camera angle abruptly shifts to a point above the pipes where his body is in a close 
up of his bloody face. This is also accompanied by a brief change in the music to a handful of dramatic notes. After a moment, the camera returns 
to the end of the hall, and walking in the area will not trigger a shift to this angle again.

These moments, short bursts in which the character’s emotions—shock, in this case—take over the game, act in much the same manner as cut-
scenes. Cut-scenes allow for brief showings of emotion-driven action by character, and the player does not control the contents of these moments. 
The player is therefore slightly detached from the actions of the character in those moments. The transitions to and from controllable pieces of 
the game must be smooth enough that the player is not broken from his or her connection with the character. The emotional reactions of playable 
characters to events must be consistent with the actions undertaken by them while under the player’s command and vice versa.

In the novelization of Nemesis by S. D. Perry, the reader has no control over either the actions of the characters or of the progression of the plot. 
How the reader would feel and react in situations presented in a book need not be factored, as it must have in video games. A novel is able to 
invoke the emotions of the characters and reveal their motivations, including those not expressed in the video game, much more directly. In 
literature, the thoughts, feelings, and actions of a character not only may but also must be expressed much more thoroughly in order for the 
reader to find sympathy with the characters. As a result, these things must be explored more deeply, and the connections between characters and 
motivations must be both more explicit and complex. The characters require some degree of backstory, reasons for them to behave as they do. 
The need of the reader to follow the plot as it progresses must come from a connection with the character not developed from synchronized wills.

The novel of Nemesis is written in third-person limited point of view, and follows Jill and Carlos around for approximately half of the story each, 
along with Nicholai, an antagonist, for short periods. In the video game, Carlos and Nicholai are given very little backstory, and their reasons for 
acting as they do must be inferred from their interactions with Jill and one another. In the video game, Nemesis, the titular character and primary 
antagonist is significantly more focused upon than Nicholai. However, in neither the book nor the game does Nemesis have any motivation 
beyond being sent to kill STARS members like Jill by the Umbrella Corporation, much like a dog sent to fetch a stick. It is heavily implied that he 
has no independent motivations by the notes on him left by various Umbrella personnel. As a result, he would make a poor primary antagonist 
in a novel. The other antagonist character, unfortunately, is only minimally fleshed out and has little purpose. Nicholai being an antagonist in 
the game is not revealed until Carlos enters the hospital, and his major role is to tell Jill of the Umbrella Corporation’s direct involvement in the 
T-virus outbreak. While useful, this role could easily have been taken up by a document or file sitting in the game. Nicholai could, in such a case, 
be removed from the game with virtually no changes being made.

In order to believably include such a largely unimportant character in the book, let alone have him take on a more prominent role, he must be 
more connected to the plot. Perry did this by giving him multiple segments of the story from his own perspective and having Jill and Carlos 
discover his motivations independently much earlier on. From his perspective, his meeting up with and temporarily working with Jill and Carlos 
is a matter of his own amusement at first. Nicholai’s personality is revealed to be sociopathic and somewhat sadistic. In the book, he is shown 
to be responsible for Mikhail’s wounds. This is used as an event that forcefully pulls him into Jill and Carlos’s story, rather than having his story 
simply be one which intersects with theirs on the flimsy premise of him discovering that Jill has a price on her head. Nicholai’s development 






allows Nemesis to be pushed into a less prominent position where he doesn’t need additional (potentially contradictory) characterization.

In the video game, the player largely controls the actions of the character, though files and interactions with other characters and events guide the 
player into feeling the need to go to specific places and/or perform certain actions. These choices, presumably the same ones the character would 
have made in the situation, allow the story of the game to progress. The unity between what the player logically thinks to do, what the character 
“should” do, and the resulting progression of the game allows the player to step directly into the shoes of the character. Extrinsic motivations are 
accessed by the player and the character simultaneously, balancing the knowledge of the two and discouraging any disconnect between the player 
and the character’s intentions as influenced by standing knowledge (Sheldon 47). There are no instances in which the player knows the precise 
events to come when Jill or Carlos could not, or vice versa. The knowledge of the situation possessed by the playable characters is laid out for the 
player upon introduction of the character. In a novel, the characters’ motives could be temporarily hidden for the creation of suspense as Perry 
does when writing Nicholai.

The connections in a novel between the events and the motivations of the characters, such as Nicholai’s presence in the story, must be much 
closer than they are in a video game because readers watch the events unfold through the eyes of the characters, not experiencing the emotions of 
that perspective for themselves as players do. Motivations in a video game must be much more loosely constructed so as to allow the player to fit 
into the skin of the character and to fit into the character’s role in the progression of the story.

While Jill and Carlos’s explicit thoughts cannot be conveyed within the medium of the video game, the connection between the player and the 
character is no less strong for this lack. Where a novel can show these things to readers, they do not feel the emotions of the characters as their 
own. Readers see the complex motivations of the character as those of the character, separate from themselves. In this way, by allowing the player 
to “become” the main character, the video game creates a much more powerful emotional connection.
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Medium
Salammbo: Battle for Carthage (Cryo Interactive Entertainment)

Salammbo (Gustave Flaubert)

Chapter Eleven
Janet Bui

Video games can tell a story, just as a novel can, though the experience of both stories are vastly different. Using Salammbo as a reference, 
the novel and the video game, Salammbo: Battle for Carthage, I explored the difference in storytelling through the effects of the game and book. 
The aesthetic alterations made in the game world change the experience of the story of Salammbo for the audience. Vital changes to Salammbo’s 
story include the altered portrayal of Salammbo herself, the portrayal of Carthage & its surrounding territories, and the people of the story. Also, 
within the game includes various sound effects and dramatic background music at key points in the story created to make the player’s heart race. 
These deviations change the audience involvement of the story in ways a textual book cannot. Nonetheless, the video game experience is not 
without restrictions. In both, a story is being told but the book allows the reader to create his or her own vision of the story that a video game 
would strictly control.

The change I noticed first was the change of Salammbo in transition from book to game. In the book, Salammbo is a normal human character 
dressed properly as a maiden priestess of the Temple of Tanith and daughter of Hamilcar, a prestigious general of Carthage (Flaubert 123). 
However, on the cover of Salammbo: Battle for Carthage, Salammbo was essentially naked and looked akin to a demonic seductress; the game 
has her portrayed in dark metal hardware in certain places of her body to keep the game Rated Teen. This changes the genre of the story from 
a historical fiction about a tragic love between a Carthaginian priestess and Matho, a respected leader of the mercenaries leading a revolt on 
Carthage, to a fantasy “Adventure” game in an alternate universe with demons and carnage and hints of a love story (Wolf 113).

Here is an image of Salammbo in the video game, Salammbo: Battle for Carthage



Here is a painting of Salammbo by Alfons Mucha (1896).

Genre is the first deciding factor for consumers to buy games or read books, and though the saying goes, “Don’t judge a book by its cover,” that 
is precisely what people do and that is where people will gather information on what genre the book or game is. Mark J.P. Wolf has a Ph.D. in 
Multimedia and Communication and is a leading figure in video game studies and has written several books on the topics such as The Video 
Game Explosion: A History from PONG to PlayStation and Beyond and The Video Game Theory Reader. Wolf also wrote a section in the book The 
Medium of the Video Game, which compares genres in literature, film, and video games. In this book, he also clarifies the different genres of video 
games and what makes each individual one different from the others. A change in genre means a change in audience.

Carthage was a real place in modern day Tunisia. According to two Ancient History professors, Reginald Bosworth Smith (1839–1908), an 
Oxford grad and headmaster of English preparatory school Milton Abbas School, and Arthur M. Eckstein, a Ph.D. Berkeley alumnus and Ancient 
History professor of the University of Maryland, Hamilcar was a real general in the Punic Wars between Carthage and the Roman Empire, and 
Carthage did hire mercenaries for the wars due to the lack of Carthaginian soldiers (Eckstein 19, Smith 74). Gustave Flaubert, the author of 
Salammbo, researched extensively into the history of Carthage before writing the book, so it was clear that he had based the settings in the book 
to be as similar or realistic in relations to Carthage 240 B.C.E. However, Druillet and Cryo Interactive Entertainment, the creators of the game 
Salammbo: Battle for Carthage, created a new fantasy adventure world under the same name of Carthage. The images of the game were dark and 
murky in color and there were ominous landscapes not presented at all in the book (Salammbo). As a person who has background knowledge 
of Carthage, Hamilcar, the Punic Wars, and Salammbo, the vastly different setting was startling at first. I quickly realized that to play the game, 
I would have to ignore any previous knowledge and play the game fresh, which worked out for the better. It was almost an entirely new story, so 
playing with any prior knowledge of Carthage or the story of Salammbo would be unproductive.

Here is an example of the fantasy video game world of Carthage.

The people of the game, if you can call them people, were hardly human. Their faces were distorted grossly and looked more like monsters from 
Hell than anything. The game portrays these grotesque people to be vastly different from each other if they were of different cultures. In reality, 
the differing skin tones would only be a difference in shades of tan or white, but the game was changing skin tones from purple to blue to gray 
to green and virtually any other murky color not common in actual humans (Salammbo). The only characters that appeared humanlike were the 
priestesses of the Temple of Tanith, such as Salammbo. These women were rarely as covered up as the male characters in the game. It was even 



noted that the priestesses often went about town, selling their ‘services’ to the Carthaginian aristocrats to raise money for the temple (Salammbo).

This is an example of a human mercenary in the video game world of Carthage. 

This is Spendius (above and bottom left), the main character of the game, and Matho (bottom right, the love interest of Salammbo. 

This leads me to the next sense that the video game affects that novels do not.  People are sensory and very perceptive to sound, for their 
cognizance of what is around them, and thus sounds significantly affect them. The game player hears the sounds and appreciates them if they 
are appropriate, and detests them if they are not (Cowan & Kapralos). Brent Cowan, graduate student of Game Development and Computer 
Programming, and Bill Kapralos, Associate Professor of Game Development, Computer Science and Engineering, both of the University Of 
Ontario Institute Of Technology wrote a study on the use of spatial sounds and the effects of sounds on the game player. When dramatic music 
plays or an ominous creak sounds in the game, the player notices and is then affected mentally (Cowan & Kapralos). When I played Salammbo: 
Battle for Carthage I was notably influenced by all the sounds I heard. I could feel my heart racing and the adrenaline, as well as anxiety, pumping 
through my veins as I knew I was about to have to start running or some other nerve-wracking course of action to survive in the game. 

This almost simple effect was missing in the novel as the reader looks at the setting from a third person observer point of view. The footsteps in 
the book would not affect the reader observing the character as much, as the character had a predetermined fate in the next few already written 
sentences. The footsteps in the game affect the game player who, while still having a predetermined fate, changed the path they take to those ends 
with the choices they make in the next few seconds. The vivid images and sound effects create a new atmosphere for the story and provide a first-
hand experience for the player. This interactivity gives the player the ability to become the character as opposed to watching the character.

Alternatively, Salammbo presents to the reader with a simpler, more romantic physical experience. The book makes a subtle sound as the page 
turns to anticipate the reader what comes next; there is the soft scent of the book, new or old, and the ability to choose where you begin or end 



arbitrarily is the experience a book can offer. It is possible for a book to make the reader’s heart race, but the book uses the imagination of the 
reader to do so. The book makes the audience think for themselves what they will see. Though the story is set in stone and the book can point 
out certain things the author wants the reader to notice, the images the reader sees is made up within their own mind. This cannot be done in the 
video game because the game developers have already constructed what the player sees. The book describes Salammbo as beautiful and graceful, 
and vaguely of how she is dressed; it allows the reader to think up his or her own version of the beautiful Salammbo. 

A book is textual with maybe an occasional image thrown in here and there, but video games are diverse. However, with just that difference, one 
could then say a video game could be like a movie, but that is untrue (Wolf 113). The difference between video games and books and other forms 
of media is the interactive engagement of the video game for the audience (Wolf 113). Being given the choice and having free reign over what 
you do or say is what differentiates video games from the other forms of media (Wolf 113). However, as stated previously, video games limit what 
the player can see because the game developers themselves create the scene instead of allowing the reader to envision it themselves. With this 
restriction, the video game becomes more confining than the book because a text permits the audience to contemplate and utilize its mind for 
ingenuity.

With the changes the video game made aesthetically, it became a new story of Salammbo. Key changes in the story and character relationships 
notwithstanding, the settings and images of people alter the reality of the reader, or in this case, what the player goes through. The rules are 
different than when reading Salammbo, where the reader is thinking objectively about what Spendius, the main character of both the book and 
the video game, says, acts, and why he is the way he is. The game is very clear and upfront with Spendius’ motives and how it came to be that he 
chooses the way he acts. The video game player becomes Spendius and completes the missions to continue on in the story. This factor is much 
different than in the book; the reader can skip to the end without obstacles. The reader is free from the constraints of living as a character and the 
time required in being that character.

The graphic images in Salammbo: Battle for Carthage removes the romance prominent in Salammbo. Gustave Flaubert was a French novelist who 
wrote Salammbo in the 1860s and his style of writing was very romance based but never lacking in realism. Philippe Druillet, also a Frenchmen, 
is a science fiction comic artist and creator. Flaubert wrote to a different audience than Druillet writes to today; Flaubert wrote to 19th century 
romanticists and likely an older generation of mature readers while Druillet creates images to immediately capture the attention of a younger 
generation of readers or science fiction enthusiasts who do not necessarily read into romance and realism as much as Flaubert’s audience had.

The aesthetic changes made to Salammbo and Carthage in the transition from book to video game alters the knowledge the player has of 
that reality. The realism of the historical tragedy of Salammbo turned into a demonic fantasy about a slave’s rise to fame and fortune. With 
the calculated images and sounds of the game came the immersive experience for the player being brought into the story with a special 
understanding that a person cannot get from reading a book. A video game can change the entire experience of a story because the player 
becomes the character and sees what the character does. However, there are limitations to what a video game can do for the audience where the 
book is limitless; it is the ability to allow the audience to think and visualize things on its own.
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Medium
Fatale (Tale of Tales)

The Story of Salomé (Book of Matthew, Book of Mark)

Salomé (Oscar Wilde)

Chapter Twelve
Matt Hill

The video game medium has consistently pushed the boundaries of human experience since its inception during the twentieth century. Video 
games can vary from being simplistic and minimalistic in function to complex, full-length pieces with a clear narrative. A video game’s ability 
to affect us mentally, emotionally, and even physically makes it mimetic of real life experiences, helping to classify the medium as an art form. 
The general public has often had a stigma against video games in general and as an art. This stigma is particularly apparent through the lack 
of protection of video games and digital media under the first amendment’s freedom of expression until the decision of Brown v. EMA, finally 
granting such rights in 2011. Video games, while occasionally violent or excessively time consuming, are comprised of unique experiences.  The 
game Fatale by Tale of Tales, based on Oscar Wilde’s one-act play Salomé explores and manipulates the confines of artistic experiences through 
the use of perspective, both through a player’s pre-existing knowledge and through the characters’ point of view within the game.

The story of Salomé has a long standing in history, first appearing in The Holy Bible in the Book of Matthew and the Book of Mark. In both 
accounts, Salomé is referred to merely as King Herod Antipa’s stepdaughter. She was not given a name in published texts until Jewish historian 
Flavius Josephus wrote Jewish Antiquities at the end of the first century. Herod faced criticism from John the Baptist for marrying Herodias, 
who was the widowed wife of Herod Antipa’s brother, Herod Philip I. Herodias wanted John the Baptist killed for these strong accusations of 
adultery for undergoing a new marriage, but Herod was reluctant to allow such a death because the common people adored John the Baptist. 
Salomé, however, performed a beautiful dance for Herod, and Herod enjoyed this dance so much that he granted Salomé one free wish. Herodias 
convinced Salomé to ask for the head of John the Baptist, which Herod eventually honored after much hesitation.

Playwright Oscar Wilde expands upon this story in his play Salomé, but changes some fundamental details about the narrative. The play pits 
the young and beautiful Salomé against Jokanaan, which is John the Baptist’s original name in Hebrew. This incarnation of the story creates 
a backstory in that Salomé continually wishes for a kiss from Jokanaan and seeks his affection, but Jokanaan has cast her off as a daughter of 
adultery due to the union of Herod and Herodias. This eventually inspires Salomé’s dance, one that Salomé initiates due to her knowledge of 
Herod’s incestuous desires for her, desires that Herodias, his wife, has caught on to. After the dance, it is Salomé who singularly makes the request 
for Jokanaan’s head, as she is a woman set on getting her revenge—a femme fatale. After an executioner has slain Jokanaan, Salomé is given 
Jokanaan’s head, which she finally kisses.

Production company Tale of Tales then took this evolved play from Wilde and created Fatale, which is touted and classified as a game, but should 
actually fall under the jurisdiction of being an experience. The game represents a nonlinear narrative in that the player is shown this world 
through different guises in three very distinct moments of the story. Most of the gameplay actually shows the aftermath of Wilde’s play. The game 
is programmed as a predetermined experience that must play out, only hindered by inaction. The game begins for the player near the end of the 
play after Salomé’s dance under the guise of Jokanaan, trapped in the underground cistern that makes up his prison. Text from Salomé is written 
on the walls and in the air, taunting Jokanaan for all of the events that have led to his current predicament. The only context that the player 
receives is the crescendo of orchestral music in the background, gaining volume until suddenly there’s no music at all. Footsteps can be heard 
gaining on the player until suddenly blood spats across the screen. The player falls over dead.



This unexpected death scene, or expected depending on a player’s knowledge of the story of Salomé, represents the only true interaction the player has with another human. 
However, as this event is predetermined, the lines between playing the game and watching a cutscene are blurred.

This death is unavoidable, but because this was the player’s character, the death is less expected because it subverts a player’s expectations of 
typical game tropes that a protagonist survives until the end of a game. In hindsight, the player notices that the presence of quotes from the 
Wilde’s play, timed to appear at certain intervals, representing a ticking time bomb. There is not a single thing the player can do to stop the death; 
therefore, the question of whether this game is being played by the player or for the player arises.

The next part of the game gives the most freedom in terms of gameplay due to free space and exploration, but it still follows a strict set of 
occurrences. Here on the terrace above the cistern, the player is literally disembodied, a free spirit separated from Jokanaan moving three-
dimensionally through space. Aesthetic philosopher John Dewey argues that a material experienced by a viewer to its fullest creates a distinct 
experience (36). Art experiences help us to understand and enhance basic processes of our lives, which consist of our various efforts to interact 
with and improve our environments. The production staff at Tale of Tales emulated this understanding of art with Fatale, as one of the only 
actual actions that the player can do is interact with the environment. Three people are encountered in this game: Herodias, the executioner, and 
Salomé, but they appear more as breathing statues. Floating near them, the characters’ inhaling and exhaling gains volume as you draw closer, 
and you can even see them blink, and hear their hearts beating, but they otherwise do not affect the experience within the game in any way. 






The inability for the humans in the game to notice the player at this point in the game implies qualities of inexistence or invisibility of the player’s character. This is marked by 
aural cues that these humans, particularly Salomé, are breathing and have audible heartbeats upon floating near them.

There are no commands to be enacted with the people and no speech to be had. These people do not even seem to notice the player, which would 
make sense if at this point the player represented a disembodied, invisible spirit. The only things that can be interacted with are candles, which 
the player can suck the flame from. Whether or not this is an improvement to the environment could be debated, but it is the only thing that can 
and will change. Espen Aarseth, Editor in Chief of ludological journal Game Studies, argues in an article called “Allegories of Space: The Question 
of Spatiality in Computer Games” from the CyberText Yearbook that open environments and the objects in them are quite different from the real 
physical things they represent, making them mimetic and allegorical (159). The exploration of this world through the perspective of floating in 
the air then creates art and shapes said art into the view of the decapitated head of Jokanaan perched next to Salomé, which is changed when it 
is surrounded by clouds of smoke stifling the light from candles in its general vicinity. Space exists to give more experience and allow the player 
the freedom to find the little Easter eggs hidden in this ancient setting, such as an iPod that Salomé has attached to herself, but in the end all the 
candles will be put out, and the player will float away into the moon, an object heralded for its virginal beauty and thus compared to Salomé for 
such reasons. The experience here places restrictions on the player via invisibility and implied inaudibility. The game argues, through the lack of 
interaction that the player is allowed that sometimes, a player can do very little to change the world they play in. Experiences can only be had if a 
player can experience something, and when nothing else can be experienced, a player is resigned to exploring what already is.

At this point, Fatale asks the player to quit, not signifying that an ending has been reached, but that there is no other option but to quit.  If the 
game is quit and reopened, the player discovers they are not playing the same game over again, but in fact the game has not finished, subverting 
expectations of launching games. This third section goes back in time and lets the player view Salomé’s dance under the guise of Herod. The 
player is not allowed to move, only to move the camera’s direction.






The final guise of the game, showing the player the story through the eyes of King Herod, physically restricts the player from moving towards Salomé.  Their power in the 
game stripped away yet again, the player is resigned to merely watch and swivel the camera to let the story unfold.

In a sense, you must sit, but you may move your head and your eyes. The end of this dance is the true ending of the game.  MIT professor Sherry 
Turkle argues in Life on the Screen: Identity in the Age of the Internet that games are now experienced firsthand by players, living in the exotic life 
of the screen rather than watching what is happening (31). That is very true of the first-person perspective of Fatale. What separates theatre from 
gaming, even in theatre’s most interactive form, is that gaming can provide a first-person perspective and can truly emulate a player’s existence 
within the game. The player has true jurisdiction on how to play the game. Though actors may interact with audience members throughout a 
show, the audience cannot call all the shots. This final scene of the game leaves the player a bit trapped, stripping away the freedom of mobility. 
To show the player as merely a bobbing head, looking throughout the terrace as Herod, forces the player to analyze this story once more, through 
Herod’s eyes. The corruption to which Herod let his incestuous desires fuel his actions gains transparency. Salomé’s dance, while shown as a thing 
of beauty and art, led a chain of events that ended in death and darkness. Playing a game where the player cannot undo any of the tragic events 
that may follow implies an experience of predetermination, making implied arguments that many experiences in life are predetermined, whether 
we as people realize it or not. In Fatale, the game dictates the order of how things are played out, but the player still ultimately enacts them. These 
players may come into the game knowing nothing, something, or everything about the story of Salomé. While different people will come into the 
game with differing knowledge of the story of Salomé and may be confused along the way, the art is not invalidated for that player’s ignorance. 
Fatale is still an art experience filled with murder, intrigue, and calm nights juxtaposed with the horrific skies as red as blood.

The narrative of Fatale has then fully played out what the game wanted to show the player, with only the freedom to move around and discover 
game elements at your own discretion. There is no dialogue. There are no distinct choices. The only choice is to play along, or not play along, as is 
with a play or other facets of literature. Each section of the game represents different restrictions, which otherwise hinder players in other games 
but truly create the experience of Fatale, in restrictions of predetermination, invisibility, inaudibility, and immobility. The restrictions themselves 
shape the millennia old story into the game it is now, blurring the line between player and viewer. All viewers come into this story knowing 
different amounts about it, looping several moments of the game with confusion. Nonetheless, you either participate and experience art or you 
do not. If you do participate, the manipulation of perspective through different characters and a guarantee of actions onset by Tale of Tales has 
created a piece of arousing art that generates a pronounced experience.
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Medium
Deus Ex (Eidos Interactive)

Demiurge (Sheldon Pacotti)

Chapter Thirteen
Britannia Myers

The controversy over whether video games are considered to be of the same caliber literary merit as that of traditional writing is an issue that 
many scholars, gamers and avid readers argue. To address this issue, it is first important to note the definition of “literature” itself to understand 
exactly what it is that is being argued. According to the Oxford English Dictionary, the definition of literature ranges anywhere from its first 
noted English use circa 1450 as “familiarity with letters or books; knowledge acquired from reading or studying books” to “without defining 
word: written work valued for superior or lasting artistic merit” (“literature”). Notice that these definitions have in common the idea of a written 
work, but the definition of literature is not exclusive to that of novels and the like. This points to the wide and encompassing range that literature 
possesses. Are some video games not written works at the origin, containing a storyline and behaving like interactive fiction? According to 
Michele Dickey of Miami University, video games of all genres possess elements of both fantasy and realism to create a believable narrative and 
engage the player throughout (“Game Design Narrative for Learning” 255). This in turn creates a unique narrative experience for all players. 
Every gamer plays the games differently, whether more aggressive and violent, or more reserved and patient. Granted, this is a generalization 
that does require some clarification: similarly to how not all written works necessarily have lasting artistic merit, not all video games weave an 
elaborate tale in their narrative. Without reading too far into metaphysics, it is hard to argue that Pong has any real storyline; the same argument 
can be used that in many popular novels there is little craftsmanship in regards to exploring thematic elements and shedding new light on 
universal “truths.” However, when one analyzes video games in the same way that one might analyze a written work, there is evidence that they 
do have similarities in ways that they can address certain themes despite differing methods of audience interaction with the narrative. Themes 
in traditional literature often concern issues of the human existence, namely the existence and role of God and the role of advancing technology. 
Both literature and video games often possess the ability to address these themes through use of different mediums. Sheldon J. Pacotti, the author 
of the novel Demiurge and the lead writer on the conspiracy game Deus Ex, is able to address issues of the human existence by addressing the 
issues of humanity’s need to become godlike through use of technology.

One mustn’t look too far to find the message of humanity’s desire to create God: it is literally the in the title of both works. The definition of 
demiurge, again referring to the O.E.D. is “a name for the Maker or Creator of the world” (“Demiurge”) while the literal Latin translation for deus 
ex is “God from within.” As one reads through Demiurge, this theme of godly creation comes about early in the novel as the object of a demiurge 
is brought into play. In this futuristic society, the demiurge is a machine that can take any object and separate it down to the atomic level and 
rearrange them in order to create new objects (Pacotti 10). The demiurge is able to even recreate elements of human DNA, enabling “copies” to 
be recreated at a whim, a central issue in the novel. People can die and be reconstituted as they had been at the last update of memories stored in 
the most recent copy of DNA, similar to the idea of a checkpoint in a video game. In this way, the demiurge has ultimately allowed man complete 
dominance and control over his environment through use of technology. This level of dominance grants humanity godlike power, thus becoming 
God.

Deus Ex addresses this theme differently; rather than focusing on the use of machines to control their environment, the characters augment 
their bodies in order to abtain control over their environment. The antagonist Bob Page confers with Walton Simons, the corrupt director of 
FEMA, about the creation of a new order in which to govern the planet where “[Page and Simons] will be crowned its kings. Or better than kings. 
Gods” (Deus Ex). Page had set a plan in motion to use the mechanical augmentations that he possessed to act as an interface with a worldwide 
supercomputer in order to gain complete control over global communications and global economy. In much the same way as seen in Pacotti’s 
other work, Demiurge, the characters strive to use this advanced technology to procure god-like control of their environments.

Despite the ability for video games to be able to address some of the same thematic elements as literature, the way that the audience interacts with 
the narrative is considerably different from on medium to the next.  Many video games contain RPG (role playing game) elements that allow the 
player the opportunity to interact directly with the narrative. The choices that the player makes throughout the game have a direct effect upon the 
story. Games with these RPG elements, like Deus Ex, have alternate endings and different goals and tasks for the player to decide to choose as the 
story progresses. The player has the option to make choices throughout the game and in return the player can upgrade skills and receive items for 
preforming these deeds. By making these choices, players are provided the opportunity to directly interact with the narrative and alter its course 
differently than can be done in the written text. This kind of RPG element allows for an intrinsic value to be added to playing the game (Dickey, 
“Game Design and Learning” 247). These choices, in turn, lead to the player having control over some of the narrative aspects. In a written text, 
there is only one possible outcome, one concrete ending that will never vary. One does not read “Cinderella” and expect Prince Charming to 



decide that he would rather marry one of her stepsisters.

Video games provide the opportunity for a less linear approach to a narrative. In Deus Ex there are three distinct endings. As the player 
progresses through the game and uncovers all srts of information, the player has to decide which characters to trust. The player can choose to 
align with the Illuminati and help to reestablish balance through a worldwide shadow government, having been convinced by the Illuminati 
agenda and methodology. 

This is an image of the Illuminati ending. This ending allows the player to decide that the best way to fix humanity’s problem is to let them be clueless followers with silent and 
invisible leaders. This way all the people know is that the dark days are over, but they do not have any real say in any future developments.

Another possible outcome is that where the player decided to merge the augmented protagonist JC Denton with Helios, an AI who plans to 
rule the world as a benevolent dictator. Helios has control over all global communications but needs a human component to understand human 
whims.

This is a 19 second scene from one of the endings that directly ties in with the major theme that I am trying to address in the paper. It addresses JC merging with the AI, He-
lios, so that the AI may better govern humanity and so that JC may experience ultimate power and control.

The player also has the choice to destroy Helios, bringing about a global collapse of all electronic systems creating a new dark age to allow 






humanity to begin again recreate a better society. 

This is an image of the potential ending that will ultimately result in JC destroying the Helios construct and thus causing a global collapse of communications. The ending 
results in humanity being allowed to start again and recreate societies that are made for the people because they are by the people.

The interaction and choices that gamers are allowed to make as the story progresses adds to the importance of the thematic elements. The player 
is allowed to explore the theme of advanced technology leading to the creation of god-like stature and potentially experience it differently with 
each play-through. As Deus Ex progresses, the player is equipped with a pistol and an electric riot prod to stun enemy combatants but informed 
by the character’s brother, Paul, that JC is a police officer and the best course of action is to use non-lethal force. The player has the choice to 
heed Paul’s advice or to engage in a bloodthirsty killing spree. A nonlethal approach will warrant the congratulations of Paul but the displeasure 
of JC’s partner and fellow officers, while a killing spree will result in a lecture from Paul and praise from others. The narrative is literally changed 
as the player makes choices as to how to best play the game. The player who chooses the nonlethal approach sees how the “police” of the time 
have become more focused on body count and control rather than the idea of protection and rights of the defendants. In contrast, the player who 
wanders through and brutally massacres and decimates all opposing forces will later see the effects of his choices as allies at the beginning who 
disapprove of your actions become more and more hostile and less helpful, and in some cases, turn against you. The exploration of each approach 
grants the player a different view of the events happening in the game that ultimately help the player at the end of the game when deciding which 
ending is most morally correct.

Players and readers of video games and of traditional literature experience the story differently, but are still able to explore many of the same 
themes and reach many of the same conclusions despite the different levels of interaction and choice.  Although there are still aspects of video 
games that cannot be explored in the same ways as found in literature, such as the ability to feel what the character feels, progress has been made 
and many games can be analyzed in the exact same way as traditional literature.
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Medium
Metro 2033 (4A Games)

Metro 2033 (Dmitry Glukhovsky)

Chapter Fourteen
Timothy Garris Malpass

There is considerable debate as to whether or not video games can be considered a narrative medium. Media scholar Henry Jenkins comments, 
“One gets rid of narrative as a framework for thinking about games only at one’s own risk.” On the other side of the debate between analytical 
focus on narrative vs. interactive elements, game theorist Jesper Juul states that “You can’t have narration and interactivity at the same time.” 
One of his primary arguments cites Seymour Chatman’s principle of a story’s transposability between different mediums, giving Atari’s 1983 Star 
Wars arcade game as an example of a narrative that fails to translate recognizably to video game form (Chatman 20). However, by examining 
more narratively complex video games as well as the definitions of some key terms, it is possible to gain a better understanding of the potential of 
games to convey a story.

Much of the disagreement over the narrative capabilities of video games results from differing interpretations of the concepts involved. Therefore, 
in the course of any discussion on the topic, it is helpful to first define some of the more important terms. So what is a video game? The Oxford 
English Dictionary provides this basic definition: “a game played by electronically manipulating images displayed on a television screen”(“video 
game”). Games are, first and foremost, “played,” that is to say interactive. Anyone who has ever played with muted volume can attest that the 
game is still a game without sound, and text-only adventures suggest that visual elements are also optional. Simple games like Atari’s Pong allow 
that the inclusion of narrative elements is likewise not required. Even the presence of difficulty or opposition is not universal, as demonstrated 
in atmospheric games like Tale of Tales’ The Graveyard, where the entirety of the gameplay consists of walking an elderly woman to a bench. 
But control is always required on some level: a video game without interactivity is just a video. The only other firm distinguishing feature can 
be found in the other word, “video”: these games are always displayed via an electronic platform of some sort, be it a PC, a console, or a mobile 
device. Thus, any interactive game on an electronic display can be said at the base level to be a video game, with sound, graphics, narrative, and 
difficulty being optional components.

Having established the definition of the medium, it is equally important to determine the nature of narrative in order to examine their 
relationship. The OED defines a narrative as, “an account of a series of events, facts, etc., given in order and with the establishing of connections 
between them; a narration, a story, an account” (“narrative”). Can games fit this definition? In 4A Games’ Metro 2033, a series of events and facts 
is indeed depicted in a variety of ways: the game opens with a video, presenting the voiceover of the main character, Artyom, describing his life 
and the post-apocalyptic underground he inhabits. While not many specific events are depicted in the video, it does convey facts (within the 
game’s fictional context) which provide the setting for the rest of the game’s action. Within the game, more narrative information is conveyed 
in a variety of ways. Spoken dialogue is often used to explain elements of the world or to establish new goals, such as when the character Khan 
instructs Artyom to go to Armory station and meet with a man named Smith. This then becomes Artyom’s new short-term goal and the driving 
narrative objective of the next segment of the game. Information is also conveyed visually: when the player sees a floating electrical Anomaly 
sweep through a tunnel and clear it of mutants, it both removes that obstacle from Artyom’s journey and communicates knowledge about this 
new hazard.

None of these elements, however, address Juul’s purported contradiction between narration and interactivity. Can gameplay mechanics 
themselves be used to further a narrative? In fact, an excellent example of this can be found in Metro 2033’s “Child” chapter. In it, Artyom meets 
Sasha, a young boy who has been left alone after his uncle was killed by mutants. Artyom agrees to escort Sasha to the other survivors of his 
station, and at the end of the section’s opening cut scene, Sasha runs toward Artyom, passing out of the field of view. Once control is returned to 
the player, they find that the boy is nowhere to be seen, though he can still be heard speaking. This could be mistaken for a glitch if not for the 
fact that the game’s controls are also altered here: turning suddenly becomes slower and more ungainly, hampering both navigation and combat. 
The gameplay here thus conveys—without it being explicitly stated (until the boy is returned to his mother later)—that Sasha is now riding on 
Artyom’s back. By itself this would be considered poor gameplay; the “floaty” controls could be derided as sloppy design. It is only when given 
its narrative context that this episode makes sense: the change in gameplay signals how Artyom gets Sasha back to his people, sacrificing his own 
maneuverability and safety in the process. The very interactivity of this segment is used to convey information about the character as well as how 
the narrative is moved forward.

Returning to Juul’s statement that narratives cannot translate to video games in a recognizable form, it is helpful to examine one final concept: 
medium. Media scholar Marshall McLuhan explains that, “it is the medium that shapes and controls the scale and form of human association 
and action” (9). Therefore, it follows that an individual’s experience of a narrative in any medium will always be altered by the format in which it 



is presented, making a perfect translation impossible. This can be seen often in translations between novels and films: movies made from books 
will remove scenes or entire storylines and characters in order to present a more concise narrative, while novelizations will take advantage of their 
greater length and depth of material to actually expand on events and concepts only touched upon in a film. A change of medium can also affect 
a story after its creation: consider the way in which commercials break the narrative flow of a film on broadcast television, altering the viewer’s 
perception in comparison to theatrical presentation. The manner in which a narrative is presented will always change its form in relation to the 
audience.

The issue, therefore, becomes not whether narratives can translate perfectly to video games, but whether they are still recognizable as the same 
narrative after the transition. Juul argues that Atari’s Star Wars arcade game fails this test, but it is possible to turn to Metro 2033 for a far more 
robust model. In the game, Artyom leaves his home station after being charged by Hunter with carrying a message to Polis, along the way 
encountering dangers including monsters, environmental hazards, and other humans. He is helped by several characters during his journey 
and eventually reaches Polis, joining with a group of elite warriors there to destroy the “Dark Ones” plaguing his home station. In Dmitry 
Glukhovsky’s novel on which the game is based, many of the events are different. Artyom visits different stations and at times encounters 
different characters. The dangers in the novel are more psychological, eschewing the mutated enemies which fill out the first-person shooter 
interactivity of the video game.

For instance, in one early portion of the story Artyom is a member of a party traveling one of the metro tunnels, and finds himself the only man 
not rendered helpless by a mysterious noise that only he can hear. In the novel Artyom rallies his compatriots against various psychological 
afflictions (one man falls unconscious, another breaks down sobbing, a third wanders forward into the darkness aimlessly.) In the game, all of 
the other characters exhibit similar signs of psychological disturbance, with one man muttering about an undefined “them” as ghostly shadows 
appear along the walls of the tunnel. The entire party is then knocked unconscious after being enveloped by a strange light. Artyom awakes in 
time to fight off a horde of mutant enemies while he guards his helpless companions. This narrative event occurs differently in ways that suit the 
respective mediums: communicating with a delusional, weeping man would not make for exciting gameplay, while the harrowing battle against 
the pursuing creatures would feel repetitive and dull in the novel without the excitement of interactivity. But in both versions of the story the 
same basic event occurs: Artyom’s party is disabled while in transit between his home and the next nearest station, bringing him face to face with 
the mysterious dangers of the tunnels. He is the sole member of his party to retain his ability to resist and is seen as the hero of the hour by the 
other men after he delivers them from danger.

The same principle holds true of the story as a whole: despite changes to accommodate the differing mediums, the basic structure of the narrative 
remains the same in both versions. Artyom journeys through the Metro for Polis, seeking to save his home station from the encroaching Dark 
Ones. The setting, beginning, end, and many of the major characters all survive the transition from one medium to another largely intact. Were 
all mention of the title “Metro 2033” to be removed from the game, no one who had read the novel could fail to recognize it as the same story, any 
less than, to return to Juul’s argument, the events of a Pride and Prejudice movie can be recognized by those who have read the novel.

Although McLuhan’s oft-quoted catchphrase declares that “The Medium is the Message,” what is less often cited is his accompanying statement 
that “the ‘content’ of any medium is always another medium” (7, 8). Video game software can thus be viewed as a medium of communication 
filled with both implicit and optional elements including interactive gameplay, graphics, and narrative, each of which is a medium in itself and 
carries its own message which interweaves with others to contribute to the meanings created by the video game as a whole. Games are not, 
intrinsically, narratives, any more than a film or a book is. But they are a valid and unique platform for telling stories.
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Medium
The Three Musketeers (American Action AB)

The Three Musketeers (Alexandre Dumas)

Chapter Fifteen
K.C. Morris

Classic works of literature, written by authors ranging from Shakespeare to Mark Twain, Homer, and Virgil, have earned their places in the 
pantheon of beautifully crafted “classic” words and stories for certain reasons. While there is no set formula for writing a classic novel, there 
are many elements that all seem to share, which have contributed to these stories’ survival through the ages. Key elements of fiction include 
intriguing settings, memorable characters that are easy to root for or against, a coming of age tale or adventure plot structure, and conflict that 
forces the protagonist to grapple with a decision.

Older classics are usually read only by younger generations when English classes require them. Unlike generations where reading was one of the 
few accessible forms of escapism, today’s youth has a wider range of high-tech entertainment options, which suits an increasing desire for instant 
gratification. A feature film can be experienced from start to finish in around two hours, and video games, though they can be an experience that 
often takes much longer than two hours, are often a much more engaging experience for entertainment seekers than reading could ever hope to 
be.

There are many classic novels that have been converted into video games, many having different goals and purposes for conveying their adapted 
original story, as well as its plot, themes, characters, and setting. However, many mutilate the original plot or experience by including extraneous 
plot points that were never introduced in the novel. Expecting a book to be just as exciting as a video game is an unfair expectation to place 
upon this old-fashioned medium. If a game attempts to replace the experience of reading a book through game play, the game must be just as 
exciting and fun to play as the novel is to read. The 1987 Commodore 64 video game The Three Musketeers is characterized as an “adventure” 
game, and even though video games are thought to provide much more entertainment than books ever could, this title falls short of the action 
and adventure that Alexandre Dumas’ Romantic classic novel managed to provide its readers over one hundred years before its release. The 
game’s attempt to replace the novel is an insult to Dumas’s work, and giving the game the same title as the novel, when it can barely be called a 
supplement, is both misleading and inappropriate.

Alexandre Dumas wrote The Three Musketeers in 1844, in installments that were published sequentially in a Parisian magazine that, in the 
midst of political and economic turmoil, were stories that offered the depressed public an opportunity to escape to a world centered around lost 
ideals of chivalry and Romantic virtues (Dumas iv). While the daunting size of the six hundred-page novel might negatively predispose readers 
from thinking it could be an exiting story due to its sheer length, an assumption further from the truth could not be made, especially when one 
considers how long a video game can take to play from start to finish. Robert Lewis Stevenson, the great Scottish author and lover of adventure 
novels, wrote of Dumas’ work, “I do not say there is no character as well-drawn in Shakespeare [as d’Artagnan]. I do say there is none that I love 
so wholly.”

The artistry with which Dumas manipulates language to convey emotion and sense of urgency is impressively executed throughout the book. At 
the end of the third chapter, the main character, d’Artagnan, and his new employer, Monsieru de Tréville, are sitting in a scene that changes from 
lengthy, deliberate sentences with detailed and drawn-out actions meant to provide a lackadaisical tone to quick, short sentences that emphasize 
the sense of urgency that Dumas is creating to enhance the shift from sitting in a calm meeting to d’Artagnan’s sudden urge to run after this thief 
that he spots through the window: “The letter finished, Monsieur de Tréville sealed it, rose and advanced toward D’Artagnan, who stretched out 
his hand to receive it. Suddenly, to Monsieur de Tréville’s amazement, his protégé turned crimson with fury. ‘God’s blood….’ ‘What’s the matter?’ 
D’Artagnan leaped across the room, crying: ‘God’s blood, he’ll not slip through my fingers this time!’ ‘Who?’ ‘My thief!’”(Dumas 36).

The monotonous video game on the other hand does little to influence the player’s emotions or add any sense of excitement. While use of 
graphics and eye-popping colors are almost always used to a game’s advantage because novels are usually black text on a white page, this video 
game manages to lose to Dumas’ mere descriptions of colors, while it has the ability to explicitly show exactly which color it wants the player to 
see. The constant pixilated brown, grey, marigold, and black graphics, with an occasional inclusion of sea foam green (Figure 1), cannot begin to 
compare with Dumas’s description of d’Artagnan’s woolen doublet on the first page of chapter one: “Its blue faded into an indefinable color that 
combined a multitude of tints as dissimilar as the red of deepest Burgundy and most celestial azure.”



Figure 1

If a game is to be categorized as a computer novel, it surely must be more advanced in its ability to make the text more memorable and exciting 
than a regular novel ever could. Especially when faced with the task of replacing the need to read Dumas’s great words because a video game 
can do so much more, this video game should have been able to successfully convey depth of character and understanding of a plot on its own.  
Unfortunately, the game is set in the eighteenth chapter of the novel with the same name, while the first screen of game play narrates, “She 
hands you the Queen’s letter and, with a worried frown on her forhead [sic], [Constance] asks you if you will accept the mission” (Figure 2). This 
“worried frown” incredibly oversimplifies the sense of uncertainty Constance faces as she wrestles with the idea of trusting this man with so great 
a task.  Looking at this same scene in Dumas’s words, “God be my witness, I swear upon His Presence here and now that if you betray me I shall 
kill myself and you will be held responsible,” (168) conveys a much greater consequence and clearer sense for her worrying.  These explanations 
could have easily been conveyed in the game to enhance the story’s depth.



Figure 2

Dumas has an incredible talent for bringing fight scenes to life, which is not an easy feat when the duals must be entirely imagined. He also 
often includes elements of humor and irony through absurd insults, which add to the enjoyable process of reading, all of which are absent from 
gameplay. Dumas writes that after an opponent objects immediately before the start of a duel, suggesting they change locations, d’Artagnan quite 
cordially replies (for such a heated encounter intended for murder), “‘What you say makes excellent sense,’ D’Artagnan agreed. ‘Unfortunately, 
I have very little time to spare; I have an appointment at twelve sharp. On guard, then, Monsieur, I beg you’” (Dumas 58). D’Artagnan’s urgency 
and concern with making his appointment with the king on time is more important to him than the man in front of him threatening to kill 
him, which implies that his priorities are incredibly absurd. But he jumps right back into the action, “An instant later, his sword glittered in the 
sunlight and he swooped down on D’Artagnan, thinking to intimidate him… [but d’Artagnan] was determined not to budge an inch. So the two 
swords were hilt to hilt, and as D’Artagnan stood his ground, it was Berajoux who had to retreat” (Dumas 58). This sequence of clashing swords is 
entertaining because it provides heated contests with serious consequences.

Rather than taking advantage of exciting sword fight scenes, the Musketeers game fails miserably, quickly skimming over an entire fight in two 
frames: When a large drunk stranger challenges the musketeer Porthos in a tavern, slurring, “Here’s a toast to the Cardinal. Drink with me or 
die!” If the player selects, “I ask Porthos to swiftly get rid of this man,” the screen text narrates, “Porthos falls upon the man, who quickly sobers 
up from his intoxication. Porthos shouts, ‘Ride on in haste, my friends, I hall take care of this racketeer.’ Then he mirthfully continues the fight,” 
(The Three Musketeers) and the next screen jumps to the next plot point without further elaboration. This is yet another aspect where the game 
fails to take advantage of this unique interactive medium, allowing a page with words that lacks interaction to surpass it in terms of enjoyment.

The Three Musketeers as a computer novel was an attempt at making a video game more exciting than reading the book it was based on, and the 
only success it managed was surprising gamers that expected a video game to be more successful in depicting action than a novel could, and 
proving that notion wrong. Video games are a unique platform with room for expressive expansion and endless opportunity to engage and excite.  
Even in choose your own adventure games, video games open a world that novels can’t logistically achieve, yet this game failed spectacularly. The 
game ending with a dedication to Dumas as a tribute to his great works is not how the world should remember or revere d’Artagnan and his three 
musketeers.
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Medium
Dragonriders: Chronicles of Pern (Ubisoft)

Dragonflight (Anne McCaffrey)

Chapter Sixteen
Kristine Staggs

What is science fiction? Is it defined by William Gibson’s Neuromancer? Or Orson Scott Card’s Ender’s Game? In spite of the fantasy element 
with the presentation of dragons, Anne McCaffrey’s Dragonflight presents the science fiction realm of Pern, a world that depends upon the 
relationships between Dragons and Humans for survival through time travel. In the video game adaptation, UbiSoft’s Dragonriders: Chronicles of 
Pern presents solely elements of adventure in contrast to it’s influence by McCaffrey’s world of Pern. The context in which these narratives come 
to fruition significantly alters the manner in which the audience interprets the narrative. In this examination of Anne McCaffrey’s Dragonflight 
and UbiSoft’s Dragonriders: Chronicles of Pern, the role of medium, knowledge about Dragonflight, and the narrative itself demonstrates an 
influence upon audiences’ interpretations of science fiction.

The context in which these two different media forms exist in is very influential upon the narratives themselves. As mentioned in Abba’s “Hybrid 
Stories: Examining the future of Transnarrative media,” Abba references  Katherine Hayles’ argument from Writing Machines that a text needs to 
be read and analyzed in accordance to its “physical and cultural apparatus” (qtd. in Abba 69). It is necessary to account for the change in media, 
as society has transitioned into utilizing different outlets such as interactive literature, eBooks, and even video games to narrate various stories. 
As such, Hayles proposed the idea for a “material metaphor” which is defined as a “term that foregrounds the traffic between words and physical 
artifacts” (Writing Machines 22). To clarify, Hayles’ “material metaphor” describes the subtle interactions and relationships between the physical 
artifact, in this case the book, and the manner in which we read and interpret the text within the artifact

Furthermore, by altering or creating new means of reading or interacting with literature, the physical attributes of the form change accordingly. 
Hayles highlights this point as this action “transform[s] the metaphoric network structuring the relation of word to world” (Writing Machines 23). 
This action can be seen in how the elements which Ubisoft utilizes to portray the world of Pern allow for a more visually stimulating construction 
than its literary counterpart. In being able to interact with the characters and the world, the audience is able to understand the mechanics of 
the game in context of learning how to oil Zenth at the beginning of the game. The simplicity of game play interaction provides a dimension of 
experiencing human and dragon communication, a facet of both the novel and the game that is integral to the progression of both narratives. 
Unlike the novel, the gameplay is able to display the telepathic relationship that distinguishes the communication between D’kor and Zenth in 
comparison to D’kor’s communication between other Dragonriders. These different forms of communication can be seen in figures 1 and 2. In 
figure 1, the game shows a holographic image of Zenth during conversations between Zenth and D’kor. 

Figure 1. This image displays how Zenth appears during telepathic communications with D’Kor.

In utilizing this visual form, the player knows that Zenth’s appearance in conversation is clearly different from normal human conversations as 



seen in figure 2.The game’s ability to clarify this aspect of communication allows the audience to better grasp what is said, and more importantly 
how things are being conveyed between a human and their dragon. 

Figure 2. This image displays how conversations with other characters (specifically human) differ from communication with dragons.

Despite the game achieving this display of communication, there are still limitations to the medium. The mechanics of the game are problematic 
for those playing, and these issues make the experience frustrating. For example, the basic movements of D’Kor are backwards in the keys. So 
in attempting to go forward the player has to press the down arrow key to do so, and to go backwards the up arrow key must be pressed. These 
conflicts in movement create disconnect between the player and character.

The player’s knowledge of Dragonflight is an integral part of the gaming experience. For those who have read the game’s literary counterpart, 
interacting with the world and characters is disappointing. The game presents a very linear adventure/role playing game that requires the player 
as D’Kor to fulfill tasks such as finding a pickaxe for one of the miners D’Kor comes across. This type of adventure pales in comparison to the 
novel as the majority of the quests that D’kor must complete are solely centered around conversations with people in the world, and many of the 
quests require you to go on a treasure hunt for lost items. However, those who don’t have this knowledge will probably enjoy this formatting more 
as it allows the player to interact with the characters through conversation and understand the world of Pern. Unfortunately, despite the access of 
information through the emphasis on conversations between characters, many players will still feel excluded as the society of Pern isn’t explained. 
Although there is a library that shares much of the information of Pern, the library is still limited and prevents players from completely being 
integrated into the story and world (Dulin).

The medium also influences the elements of the narrative. In Ubisoft’s Dragonriders: Chronicles of Pern, the prologue of the game is set up as 
interactive literature. As the narrator details the Impression ceremony (a ceremony in which young men are brought together to become soul 
mates with Dragons), there are oil sketches of the ceremony visually corresponding with the narration. As seen in figure 3, within the first few 
minutes of the game, the audience is exposed to a familiar but different style of storytelling.

Figure 3. This image displays how the Impression Ceremony in the video game is a more socially influenced experience.

By enacting the opening scene in this manner, the game allows the audience to interpret the ceremony as majestic and lively. The impression 
ceremony heightens this majestic aspect as the prologue demonstrates how integrated the ceremony is in society. The villages and families of 



the chosen boys witness this special occasion. The context in which D’Kor is chosen by Zenth then becomes a rite of passage into a higher status 
within the game’s world. The audience then perceives the Impression ceremony to be a communal event that evokes a positive environment for 
the chosen boys (Ubisoft).

Unlike the game, Dragonflight evokes a much darker atmosphere in context of the Impression ceremony. In the novel, Lessa observes the 
Impression ceremony for the young Dragonriders while waiting to be selected for the Weyrwoman ceremony: “Lessa forced herself to watch as 
the young dragon mauled the boy, throwing him roughly aside as if unsatisfied in some way. The boy did not move, and Lessa could see blood 
seeping onto the sand from dragon-inflicted wounds” (McCaffrey 81). Not only does this particular scene evoke a sense of danger and gore, but 
also the exclusion of the villages and families of the boys is distinct to the novel. The novel displays a specific societal tradition of the Weyr that 
conflicts with the traditions outside of Weyr. The conflicting traditions create a different interpretation of the ceremony which leads the audience 
to view this ceremony as controversial and conflicting with societal norms.

These differences in Impression ceremonies arise from what Hayles discusses in her essay, “Translating Media: Why We Should Rethink 
Textuality,” in regards to “Translation” and “Interpretation.” By analyzing these forms, Hayles argues that when taking a text, in this instance 
Dragonflight, and creating a video game adaptation, there will be elements that exist within the novel that become lost in its video game form. 
In this process the narrative becomes transformed, allowing interpretation in how elements of the novel and the Dragons of Pern series as a 
whole is represented in the game (“Translating Media” 263). Due to the processes of “Translation” and “Interpretation,” the audiences receive 
two different styles of the Impression ceremony, one in which the young man D’Kor peacefully receives his dragon Zenth, and the unnamed 
boy who because he was unsuitable was mauled to death. Since this is a vital relationship in both the game and novel, its interpretations of this 
relationship influence the perception of the game and novel. For the game, the audience gets the sense of an adventure between a boy and his 
dragon once they become partners. Although there is an acknowledgment to the science fiction aspect of the world, the audience is enthralled 
with the journey that this new partnership will take. The novel on the other hand, reveals the danger in being partnered with a dragon in context 
to a more serious plot line that leaves much to be discovered.

McCaffrey’s Dragonflight and Ubisoft’s Dragonriders: Chronicles of Pern demonstrates two different narratives based on their mediums and 
the genre of science fiction. The transformation of text into different mediums allows both the video game and the novel to portray different 
narratives and alter the audience’s interpretation of science fiction.
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Medium
Gears of War (Epic Games)

Gears of War: Aspho Fields (Karen Traviss)

Chapter Seventeen
Kendall Stearns

When most people are asked whether or not video games are worthy of being as respected and loved as literature is, the answer is usually 
“no”. Whether this is because the ones asked are an older population, are those who don’t know enough about video games to grasp what they 
can really do, or are those who have a biased image of video games being violent nonsense that rots the minds of children is unclear. These 
perceptions are usually from news articles that report teenagers dying from overplaying or are from studies that show why video games are bad 
influences. However, video games have risen from the mindless nonsense that they have previously been viewed as and have reached a level of 
artistic creation and larger meaning. This is not to say that all video games are comparable to literature and are more evocative, but just as there 
are lesser video games, there are lesser works of literature. The problem with viewing video games in this light is that stereotypes arise when 
considering certain works of human creation as art. When one hears the words “art” or “literature,” one’s mind often jumps straight to the thought 
of Shakespeare or other artistic geniuses, but when one hears the words “video game,” one’s mind often jumps straight to the images of mind-
rotting explosions and nonsense that destroys the minds of children. From the advancements made and the study that has over time accumulated 
on video games, it is safe to say that video games have become more of an art form, making those who play them feel something more, just as 
those who critique paintings and read fine literature feel the emotions and messages meant to be gotten across by the artist or author. But how 
exactly can an interactive game be considered art?

Art is defined by OxfordDictionaries.com as, “The expression or application of human creative skill and imagination, typically in a visual form 
such as painting or sculpture, producing works to be appreciated primarily for their beauty or emotional power.” Video games fit this definition 
perfectly. Although not all video games may be eligible to be considered art, the time and research put into each game in recent years have been 
maximized to further achieve the desired reaction from each game’s audience. Going by what the definition says, video games are created as 
works of “human creative skill and imagination” (OxfordDictiontaries). In modern times, video games now tell deep stories and invoke reactions 
from the players just as books evoke reactions from their readers. With the death of a character comes a sense of sorrow and sadness which both 
games and literature effectively make their reader or user feel. However, video games offer the ability to let the player visually see and hear what 
the game developers want them to experience through the use of audio elements and cinematography.

In Epic Games’ Gears of War, it is clear that the game itself provides a more moving experience for the user than its corresponding novel, Gears of 
War: Aspho Fields by Karen Traviss. For instance, in the novel, the line, “everyone had lost family” (Traviss 76) is repeated throughout the entire 
story to add to the darker feeling of the new world at war. The reader is drilled into repeatedly reading the line as it slowly takes its effect on how 
the individual can almost feel the despair of those experiencing the terrors. However, with the interactivity of the game, the player is shocked by 
the constant visuals of the piles of bodies all around, the dark colors of the world with few bright colors to be found, and the audio as a reminder 
that the characters’ depressed attitudes and voices show that little hope is left.

To further build on the fact that Gears of War is indeed a work of art, we can examine more specific aspects of the campaign. In it, the user 
experiences the war between the Cog army and the Locust in a way that is more vivid than what the novel can produce. About halfway through 
the game, after a mission which involves saving a fellow gear, the squad’s leader dies in a dramatic scene by the hands of one of the enemy leaders. 
The cut scene involves the death of several humans, the deaths of numerous Locusts, and the shocked faces of the survivors who watch in slow 
motion. To add even more shock and awe, the enemy queen’s voice is heard throughout the whole ordeal.  Her statements on how the humans 
don’t stand a chance against the horde are also accompanied by dramatic music. However, when it comes to the death of a major character in the 
novel, the descriptions of the moment lack the emotion and shock that the gameplay does. This is brought on by the fact that the book lacks the 
ability to provide the visuals and audio necessary to fully affect the reader in the way that video games do. This is not to say that books are not as 
moving as video games, but rather each has its strengths and weaknesses. Video games are simply able to do some things that literature can’t.

The use of a depressing song, the blank or grim faces of those being filmed, and the state the land is in are all aspects that video games provide 
emotional experiences for those who play them. The thing that makes them unique to other forms of art is the interaction. Video games have 
a way of moving the player as they are not always forced into doing or reading things such as novels do. The games have different stories to be 
told from what the gamer chooses throughout the games, and the same also goes to the emotions felt. Just as one can expect, Aspho Fields moves 
the reader with its grim and dark descriptions of the world and the pain that those who live in it feel, but the game offers a means for players 
to understand it or experience it themselves. One consistent hidden treasure throughout Gears of War (the game) are the many hidden cog-
tags, which are the game’s version of dog-tags. When found, the character picks them up and an eerie tune is heard as it is accompanied by the 



character making a sad or weathered remark on how they just keep finding more. Such interactions encourage more connections between those 
who play and the game itself. The aspects of games like this that show that they can do just the same as what art can do, make people feel different 
reactions as they interpret what they see or read

As video games grow in length of play, as well as many other factors, so have the jobs. Instead of games being made by only a few individuals 
who create the story and gameplay, they are now made by companies that employ individuals to write the stories and develop characters, just as 
writers develop certain aspects of their novels. This is not to say that numbers in the work force determine artistic quality, but rather that games 
have progressed to a level where stories can be made from those who focus completely on specific tasks. Older video games also offered no real 
connection to what was being played, as users were just accomplishing the pixelated tasks the game told them to do. Also, if movies can be seen as 
art now, given they do combine many different aspects of human creativity and make their viewers feel different emotions, then what is holding 
back video games from being considered art as well? Just as movies have those who work with cinematography and special effects, as well as those 
who simply write the story, video games are created through similar methods, except the final product involves the user interacting with the 
story, causing them to be more connected to what is being portrayed. While the proof is clear that video games can be considered art in modern 
times, game developer and producer, Kellee Santiago addresses those who believe otherwise by making the connection that “Painting . . . started 
out, not to discredit the artist but it’s kind of chicken scratch on a wall. But over time it did evolve and in fact most mediums of art began as 
completely un-artistic modes of communication”(1:21–1:42). With this, she suggests that video games are just as much art as everything else that 
is considered art, they just aren’t accepted under this category yet, or they haven’t yet had the time to flourish as writing and painting have.

Roger Ebert, the well known critic of movies, literature, and many other works of art, has very clearly stated over the years that video games 
are not art. He has altered what he has said as others have proved him wrong and argued for video games, so that he now says that video games 
are not art yet. In one of his many responses to those arguing for video games, he says “I don’t want to play a video game. If I should dislike 
it, I already had a preview of the response awaiting me: I was too old, I was over the hill, I was too aged.” Even after his statement on how he 
acknowledges our reasoning, I would still agree with those who say he is “too old to get it,” as I’m sure many people have experienced an elder 
misunderstanding technology. Also, just as one who refuses to see movies cannot make false assumptions about them, Ebert cannot say that 
video games are not art if he hasn’t actually played them. The appreciation of a video game comes from the individual experiencing it, given the 
interaction it provides. While he refuses to actually play video games, it can be clear that such statements on them have been made without prior 
knowledge or direct experience.

When it comes to video games being considered an art, there is a lot of proof that can be provided as to how they can be. Whether it be the fact 
that they meet the definitions of art, or simply the fact that they are still in the stage of being frowned upon by elders, the games created are still 
much like modern creations that people consider art in both their creation, meaning, and value.
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