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Theseare the annotated slides for my 2011 GDC talk. They can be downloaded at
http://www.worch.com/downloads/

Comments and feedback are welconmeatthiasat worch dot com.

verl.1lc:correctedtypos and bad grammar from original speaker notes.



'Sometimes | do stupid stuff, and | don't even know why - as if my bedy were being controlled
by some demented, sadistic puppet-master”
Bernard Bernoulli, Day of the Tentacle

FIG 1. DOTT GDC 25

No notes.
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FIG 2. ABOUT ME

Welcome! I'm MatthiagVorch, a lead designer at LucasAtsQY OdzZNNBy (if & 62
an unannounced title with Clint Hocking and Kent Hudson. Below are the shipped
games that | worked on.
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A Design Approach to Character and Story Creation
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and story development.” But on a deeper level, it's really a lecture about identity
concepts in gamesunderstanding them and using them to full effect.



GDC 25
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[FIG 4. MOTIVATION :

Even more specifically, it's a talk about motivation and how writing for games is
different from writing for other media. | could have filled slide after slide with
examples of bad game writing or bad player identity, but | realized that | just had to

show you one example:
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FIG 5. LAIR GDC 25
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the player and the playsd K NI OG SN3 L RARYy Qi 06StAS@GS Ay
supposed motivations, and all this culminated in a bombing run on a supposedly evil

city towards the middle of the game. The player character threw himself a the

mission with enthusiasmg even though I, as the player, already knew that the

mission was misguided and morally wrong.

So this makes this a somewhat personal talk. Ever since Lair I've been looking for help

in this areaUnfortunately,our industry doesn't even seem to be able to agree on

what ouractual problem with story *is*let alone howto solvé.! Yy R L Q@S 02YS
think thatisbecause this isn't a singular problem. There's two very distinctly different
approaches to character creation, both with their own philosophical baggage and
ideologies attached. And that makes this topic somewhat divisarel difficult- to

GFrt1 lFo2dziz 0SOFdzaS Ad0Qa OSNE Stkaeée (G2 alLl
games covers a huge spectruifior every Portal, there's an Uncharted 2, and for

every Fallout 3 there's another Final Fantasy.
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FIG 6. R( AP >DC 25

| will try to reconcile thesextremes in this talk, and dig up the underlying
commonality between all these games mentioned.

I will do this is 5 parts:

Part 1: Establishes an identity ran@egraph) thataptures both extremes of how we
may choose to author play@identity

Part 2: Explains double consciousnesgly it makes writing for games different from
other media, and how we use the knowledge to create good player identity

Part 3:Looks at 3 specific examples of how to manage the challenges discovered in
part 2

Part 4 (which is actually wedged between part 3): Exanmmgh-reinforcementg

what it means andhow it can help us to create more profound game experiences
Part 5:Contains takeawaysspecific tips and tricks gleaned from the talk




We will start by talking about identity approaches. And to do that, we should start
talking about avatars.



FIG 7. AVATARS GDC 25

We use avatars to enter the game worldltimawasa great example of how one
school of thought looks at the player/avatar relationship.




"The character is a tool, a puppet, an object for the player to
manipulate according to the rules of the game." - Rules of Play

EIG 8. PUPPETS SDC o

Rules of Play describes the avatar used in this identity approach as a "puppet, an
object for the player to manipulate according to the rules of the game." We can easily
understand what it means: we regard the avatar as a lifeless pugpeta I Y'S NI &
physical extension into the world. The playeojects himself on this puppelts
personality is that of the player.

This analogy works best for games with weakly defined characters. Games that put a
premium on high agencythe player story.

10



IDENTITY RANGE

PLAYER IDENTITY

GDC

DIAGRAM 1

25

If | was to map th@uppet to an identity range, it would live on the left side of the

spectrum.t's avery commorapproach to authoring player identitg, dzi A G R
explain all games® Ol dza S G KSNBQa G(KS 20KSNJ SE
fleshed out avatars with their own motivation.
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FIG 9. NATHAN'DRAKE GDC 25

Nathan Drake, for exampléle's not really a puppet, is he? At least not all the time:
he talks, he sets directions, he actcutsceneshe has a preuthored pastThis is a
radically differentapproach to authoring identity.

12



Role Playing
and Story

in Cames and
Playable Media

“A sort of vehicle from which a world can be seen and otherwise experienced.
This character both constrains us and also opens up possibilities."

FIG 10. VEHICLE AVATARS | GDC 25
NickMontford K I &  3INBF G YSGl LIK2 NJ theePajedl KA a Ay
/| KI Ny O0SNEbh¢BI@E /Y RAKSRERY GUu>X aleAay3a GKI G

avatarlike "a sort of vehicle from which a world can be seen and otherwise
experienced. [...] This character both constrains us (we have to remain in the vehicle)
and also opens up possibilities (we can use this vehicle to get around and even to
effect changes in the world)."

z
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FIG 11. ROAD NETWORK ¥ ' GDC 25

| like the vehicle metaphor becausevisualizes how active cinematic experiences like
Uncharted 2 workUncharted 2 is strongly structured, locking the player into a
specific story progression. If we visualize that structure as a road network connected
by tunnels (which represent structural points like stontscene}, we can see that
driving Nathan Drake across the road allows for some choice and expression during
play- but with limitations: we cannot drive off the map in whatever direction we
choose, and our progression is predetermined, gated by the tunnels that connect
each piece of road.

14



IDENTITY RANGE

PLAYER IDENTITY VEHICLE

DIAGRAM 1 GDC 25

| put vehicles on thepposite end of our identity range, and have two cornerstones
to anchor this spectrum.
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FIG 12. IDENTITY ‘ GDC 2
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Regardless of how we look atiplayer exerting his will on a puppet or player driving
a vehicle- we can see that player and avatar always remain separate entities.

Rules of Play calls this concept "doubtnsciousness'the idea that players, even
when fully immersed, are always aware of the fact they are playing a gamethat
in playing a character, they are manipulating an artificial construct.

The interesting part is that the player himself establishes dogblesciousness: *he*
chooses to entethe magiccircle, *he*chooses tqush aside parts of his identity
that prevent him from enjoyingand acting appropriately withinthe game.

16



FIG 13. SCHIZOPHRENIA 19

In a way, the player willingly turns himself into a schizophrenic.

17



'Here's ij.f‘mnu’wl

10 more kills to

evel up!

"I hope this gets me
the Certifiably Insane

achievement

"I have ta show this to

my wife, she loved the

S . _— - CEEEe————

mavie

FIG 14. PLAYER SCHIZOPHRENIA GDC 25

And by doing so, he submits himstglfall sorts of voices with different points of
views and different agendas, whisperimgide his head.

As game writers we have to understand doubtesciousnessit's key to thetopic of

this lecture All the information about this already exists in various talks and texts
butmaybe doubleD2 y 8 OA 2dzay Saa KIFayQid &Si 0S02YS |
2 dzNJ A Yy R dza (i N&d touSderstaizd. § is ruitepeéred.
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FIG 15. A DREAM... | —_— B GDC25

It's a bit like a dream within a dream within a dreaand for this lecture, we have to
drill down into this concept not once, but twice.

19



No notes.

20



FIG 16. SHARED FANTASY GDC 25
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As we dig deeper into doubleonsciousness oncee get to Gary Fine and the book
Shared Fantasy.

In this book(which is about realife tabletop RPG groups, but also applies to digital
games), e splits doubleconsciousness into three parts of identity which players
experience when playing a game:

wCharacter¢ KS FAOGA2Y Lt OKI NI Ol SNpakiKB2 R RIIFFdHa
w Player- The playehimself, acting within (and exploring) the framework and the

NHz Sa 2F (GKS 3JIYS 6aLQY NRffAy3dI (GKS RAOS
wPerson- The playels a Person with life demands, which are pushed aside during

play, but are never forgotten ("l have to leave at 6pm.")

21



FIG 17. TERM AMBIGUITY GDC 25
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call one Gamer and the other Player for the rest of this talk.

22
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FIG 18. SHARED FANTASY GDC 25

In psychology, we call thesayersd ¥ NJ tl§eiCharacter frame, the Player frame
and the Person frame. Thesee those schizophrenimducedvoices whispering to
the player inside his head. Voices who want to be satisfietth their own goals and
motivations. If we want to keep somebody satisfi®ee need to understand/hat
defines themand what motivates them.

23



FIG 19. .. WITHIN A DREAM... "

GDC 25

This is where we drill down another leweio double
consciousness.
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FIG 20. HARVEY SMITH
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This is Harvey Smith. He's theaeative director aArkaneStudios in Austin, and

last year | had the good fortune of doing a lecture on environmental storytelling with

him.. S¥2NB (GKIFGX Ay wnnci KS RAR | dlFft{ Ot
material so far has been based on.
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The imago Effect021408

Aspects of identity during play

Fictional character

Perceived sense of idealized self

Player, solving problems, completing tasks
Self as a person, with life demands

Player, sense of skill level/rep

Literary, pop, or mythic archetype

Primal emotions

- Anger, fear, joy, sadness

FIG 21. THE IMAGO EFFECT

GDC 25

Ly GKIFEG GFEE1Z 1 NBSe aLle OKaadcghteu@witd Ré DI
more detailed list. We couldall them frames inside the frames, but | will simply call
GKSY aFN}IAKXSYIiYa ¢SS | | NIPSe @fierdightin & 2y (G KS
adjusting this list, we can map Harvey's identity fragments back to Fine's identity

frames.

26



IDENTITY FRAGMENTS

CHARACTER
Character Fictional Character
Literary, pop, or mythic archetype

PLAYER
Player: solving problems, completing tasks
Player Player: sense of skill level/rep (progress)
Primal emotions: anger, fear, joy, sadness
’ \

PERSON

I perean \ Gamer: sense of skill level/rep
'\ 4 Perceived sense of idealized self
&= Self as person, with life demands
DIAGRAM 2 GDC 25

We come up we this:

Arhe Character is the fictionpiotagonist of the game, and might be based on a
literary, pop or mythic archetype.

Arhe Playemwho is solving problems and completing tasks (this describes metment
momentgameplay; the Player with a sense of skill level/reputation (which maps the
sense of mastery, or progress as she gets better at the game); and the Player who
brings primal emotions like fear and anger into the experience.

Character and Player exist within the magic circle (one half of dexdsieciousness).
The Persomisually is outside the magic circle.

AhePersonisthegamgrA G K | aSyasS 2F aiAatt € SOSt kNB
talk, but this covers things like achievement points, water cooler talk and posting

game progress updates to social networks). The person has a certain view of himself

(his perspective of who he might be, how other people view him, and who he wants

to be). And of course the Person Heés demands.

27



PLAYER IDENTITY

CHARACTER
Fictional Character
Literary, pop, or mythic archetype

PLAYER
Player: solving problems, completing tasks
Player: sense of skill level
Primal emotions: anger, fear, joy, sadness

PERSON
Player: sense of reputation
Perceived sense of idealized self
Self as person, with life demands

~——

DIAGRAM 3 GDC 25

What you see here is doubt®nsciousness, deconstructetind this is your player

when he's playingagame.SQNBE 3I2Ay 3 (G2 AIy2NB (GKS t SNJ
he exists outside the magic circle, and including him and is going to complicate

figuringout the core concepts.

28
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imagineidentity in games as a bubble in which Charaeted Player float along.

Identity during play will be maintained wheZharacterand Playeframes drift in the

same direction. If onéags behind or floats in an entirely different directidhe

bubble pops and identity is lost.

29
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Player
*Player: salving
problems,
completing tasks

*Player: sense of skill

level/rep (progress)
*Primal emations:
anger, fear, joy,
sadness

DIAGRAM 4

Character
*Flctional
Character

sLiterary, pop, or
mythic archetype

The idea that the identity bubble has to be maintaine@n important one, because

this includes development. Writing for games means cooperation between writer and
designers for the entire duration of development. We can see that right here in the
bubble: one frame represents the writer, the other one the designers. The practice of
KANRY3A | gNRGSN) G266 NRa GKS SyR 2F RS@St
Hiring writers who do not understand the intricacies of writing for games is going to
ONBIFGS Fft a2Nla 2F LINRPOofSYad hdzNJ IFYS a
What we lack in is understanding. Maybe we can explain this better by showing what
makes writing for games different from other media. The high level summary is

simple: games are participatory, movies and books are reflective.

30



REFLECTION

"I will take the ring
to Mordor!"

PERSON

DIAGRAM 5 GDC 25

In linear media, motivation is created in the Character frame, and the Player (in this
case the Reader or Viewer) observes the Character's actioks: 0 Qa U0 KS NB T
part: the Viewer compares his own values and frame of reference to the depicted

situation.

31



REFLECTION

“Go Frodo!"
"I will take the ring "I would be just as
to Mordor!" brave as him.”

MEANING!
Reflection

o

CHARACTER PERSON

DIAGRAM 5 GDC 25

The Viewer is engaged in an internal dialog about what is happening on the screen,
and meaning emergesike this example, which is about cheering on Frodo and

GSttAy3 2dzNASE @Sa GKIGX AF OFffSR dzLl2y s

straightforward, and we have mastered this flow of consumption over thousands of
years.

32



FIG 22. NEVERENDING STORY - GDC 25

A few books/movies, like Theeverendingstory, have played with the
Character/Viewer relationship in interesting ways, but ultimately, the experience is
always reflectiveD YS&a R2y Qi ¢2N] GKIFdG gl eo

33



PARTICIPATION

"Experience! Leveis| “Did | leave the
Systemic advancement!” gason?”

CHARACTER

.

PLAYER PERSON

DIAGRAM 6 : GDC 25

Games are participatoryMotivation in games is created in the Player, not in the
Character! This is the reason we play gamkes:ability to drive the action, to express
ourselves, to lead.




PARTICIPATION

“Go Frodo!"
‘I would be just as
brave as him,"

"I will take the Ring "Experience! Leveis| “Did | leave the
to Mordor!" C;\o“ Systemic advancement!” gason?”
&
o

CHARACTER PLAYER PERSON
DIAGRAM 6 GDC 25

Things become tricky because we often want to use story lines and Character
motivations to fictionalize the Player's godkow the Player is reflecting on the
Character's action$

35



"Go¥rojo!” P
“'woul just as Wait a second, |
AM Frodo!”

bravetas him."
@

"I'will take the Ring
to Mordor!”

"Experience! Leveis| "Did | leave the
Systemic advancement!” gasont”

CHARACTER PLAYER PERSON
DIAGRAM 6 . GDC 25
XdzyiGAf KSNB NBIFfAT S& GKIG aglAlG 1 asSO2yR

character, so what does that mean? And now we have to deal with a duality where
motivation is created in one identity frame, while a different identity fraimesed to
fictionalize this motivation.

36



"Go¥rojo!” P
I woul just as Waita seconﬂd,l p
bravetas him." AM Frodo! ®
"I will take the Ring "Experience! Leveis| “Did | leave the
to Mordor!” Systemic advancement!” gasont”
o :
CHARACTER PLAYER PERSON
DIAGRAM 6 GDC 25
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"Go¥rojo!” o
' woul just as Waita seccjor;'d,l
braveds him." AM Frodo!

"I'will take the Ring
to Mordor!”

"Experience! Leveis!
Systemic advancement!”

CHARAC FER

DIAGRAM 6

2S OFftf UGKAA K2t { mdonafddiveR Ma/a2 RIEMRIGTO2yy SO
Hocking coined a few years ago.
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LUDONARRATIVE
DISSONANCE

~Zr

CHARACTER PERSON

DIAGRAM 7 GDC 25

Ludonarrative dissonance is something that designersvwitﬁr§ create when they A
R2y Qi dzy RSNRGFIYR LI @SN ARSyGAdlGed ¢KSe
Once we understand that the problem is manageable we can do something about it,
though...

2 |

39
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keep all identity frames aligned by hooking them together, we keep the bubble from

popping. The way we do this is to control the identity gap. | want to look at three
examples of how this can be done.

40



IDENTITY RANGE

VEHICLE
Ludonarrative Complementary Gaals Mythic Archetypes
Parity
DIAGRAM 9 GDC 25

ltf GKNBS SEI YL Sa O2AyOARS 6AGK GKS ARS
important to know that this range is analog, and your approach might be wedged in
somewhere in the middle. The three approaches are as follows:

1) We creatdudonarrativeparity using use a puppet avatar.

2) We create a hybrid approach using complementary goals.

o0 28 OKFy3aS (KS LXIIesSNna SELISOGIGAZ2ya 2
mythic archetype.

The best way to talk about this is to look at an example for each of the three cases
here. After that, we can find the commonalities and identify some lessons learned.

41



We will start by looking at puppet games.

42



F'G 23 MUPPET GAME

GDC 25

Not this kind of puppet gameynfortunately.

43



FIG 24. PUPPEFGAME GDC 25

This kind of puppet gam@&he idea behintudonarritiveparity is to aIigngamepIayA
YR at2Ne 321 fa a2 Otz2asSte GKIFIG GKS L} I @
narrative progression.
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FIG 26. PORTAL GDC 25

LQY y20G KSNB G2 I yI f aghnpldperae, twanwto show ONB | {
how the game engages the differeinagments of player identity.
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CHARACTER
Fictional Character
Literary, pop, or mythic archetype

DIAGRAM 10 GDC 25

Playing PORTAL:

| want to get toGLaDO®ecause | want to finish the gan(Elayer: sense of skill
levellrep).

| do that by finishing each test chamber, which means solving all the puzzles in each
chamber with the gameplay mechanisms provided to me (Plapdvingproblems,
completing tasks)

Through all of thatGLaDO&eeps deriding me, which creates anger and a sense of
indignity, edging me on to kill that condescending computer bitch (Primal emotions).

a7



DIAGRAM 11

CHARACTER
Fictional Character
Literary, pop, or mythic archetype

PLAYER

___———> Player: solving problems, completing tasks
—— > Player: sense of skill level/rep (progression)

————— Primal emotions: survival and indignity

Now compare that to what the avatar wants to dder name isChels 6 (0 46X 0 dzi G |
Y20 AYLERZNIFYydod 2KFGQa AYLERNIFYyd A ¥ y

Chellwant to get toGLaDO$ecause she wants to get out of thitccked-up situation

and be free (Player: sense of skill level/rep).

She does that by finishing each test chamber, which means solving all the puzzles in
each chamber with the tools provided to her (Playsatving problems, completing

tasks)

Through all of thatGLaDO&eeps deriding her, which reinforces the anger and a

asSyasS 2F AyRAIyAGeE GKI G QggivingHenfighteguFfurk O SR
to kill that condescending computer bitch (Primal emotions).

Both examples are remarkably similar and demonsthatnarrativeparity.
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CHARACTER

DIAGRAM 12

LUDONARRATIVE PARITY

-~

T
LUDONARRITIVE S
PARITY
—— o W

PERSON

GDC 25

In PORTALhere never is andentity gap, becausthe game maintainidonarritive

parity.
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PORTAL

LUDONARRATIVE PARITY “'f

r‘l;:v?_" Characte

':'l.l,n*: "’l‘-""i. ¢ efrry, pop, o
com 14 ask
! § (!

Player and avatar are united through their situation: incarcerated by a sadistic
computer, with the overwhelming urge to escape, and the hope of sticking it to
GLaDO%®hen the ordeal is ovelhe player knows exactly what it means to be the
avatar, what his/her motivation is, and how to act on this motivation. This parity is
evident in the identity bubble: Player and Character are pulling each other along.
Bothidentity frames are working towards the same goals. The bubble never pops,
identity is strong.

FictionallyChellis herown person, but igameplayterms she is identical to the

Player. TIs is evidenced in the writing of this game: during the entire experience,

GLaDOS O2YYSyidilINE Aa FRRNBaaAy3a tftlFeSN IyR
thwe¢! [ Qa gNRGAY T 00 S aiethaR coBdBtlyrémindskhe NI O 0 S NJ
gamerof the shared situationand keepis identity frames aligned. Every time
GLaDO@&ddresse<hel| the bond between Player and Character is renewed.
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t h w ¢ ludo@sdrativeparity works because is based solely on primaiotivation,
a2YSOKAY3 (GKFd ¢S AYyKSNByGfe dzyRSNERGFYRO®
every goal in the game flows from this primal motivatidhings get more

complicated when we want to add external, more nuanced motivatath bigger

ideasq and have those ideas drivke game progression.
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EXTERNAL
MOTIVATION

-
CHARACTER PLAYER PERSON

Motivation

c
.2
=

GDC 25

DIAGRAM 14

.50 dasS y26 6SQNB RSItAy3d 6AGK (KS Rdz A

motivate one identity frame througbameplay(Player), but use another identity
frame to contextualize this motivation (Character). We can deal with this problem
through complementary goals. This means weaving player identity into the core
gameplayloop. Fallout 3 is a great case study for this.

52
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FIG 27. FALLOUT 3

In Fallout 3, the avatadnim/herself is an empty vessel, shaped and drivetheay
playerg even more so than in PORTAL because we can custtmszevatar both
visually and statistically.
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FALLOUT 3

we 3 | |
[xpgrmnce. Levels! : “Did 1 leave the
2 “
Systemic advancement! gason?

CHARACTER PLAYER PERSON

Motivation

DIAGRAM 15 GDC 25

ClLff2dzi oQ&a 3l YS LI -hisd mativatiorRidNdxsdogeythe wadld far K St f
resources andhe joyof systemic advancemeifthis is why we play game®ut this
32a0SYAO SELX 2Nl GA2y 2F G(KS 3LYS R2S8ayQi
introduced externally, in the Character.
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FALLOUT 3

“I need to find my “Experience! Levels] “Did1 leave the
father!” Systemic advancement! gason?”

Identity

£ - 3
CHARACTER PERSON

DIAGRAM 15 GDC 25

' & CI f f 2udhdredstiary gokdN&avatar wants to finder fatherand, once

successful, help him on his quest to bring clean water to the wastelgmd.opens up

'y ARSyGAGe 3L 6SOldzaS (KBEBY3ICHTt &2 dzilB
gameplaymechanics, and followingtheR2 Say Qi NBgF NR (G KS LJ I &
level(beyond experience points) .
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IDENTITY RANGE

PLAYER IDENTITY VEHICLE
Ludonarrative Complementary Gaals Mythic Archetypes
Parity
DIAGRAM 16 : GDC 25

Ly 2dzNJ ARSydAdGe NIYy3aSsz ClItf2dziQa OKI NI O
avatar is a puppet that the player controls, but he has aguthored back story that
establishes fundamentglameplaygoals. This is how Fallout 3 deals with this setup:

56



vay it works. And it won't do to go around
tions like that. Especially not around the

FIG 28. FA

When it comes to the base motivation, Fallout 3 does a very smart thing early on,
establishing the father as an instrumental figure in thé Y SitdIRia literally

teaches the gamer how to play the game as the avatar grows up in the tutorials. That
ONBIFrGSa | o02yRX YR YI1S8Sa GKS 3FYSN OF NB
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FIG 29. FALLOUT 3 “ GDC 25

But that only takes us so far once the gamer is out on her own in the Capital

Wasteland, where the world is her oyster and tons of open world points of interest

are available. Once the gamer leaves the fallout shelter, Fallout needs to maintain the
identity bubblecY I { Ay 3 GKS / KIF NJ O S Ndg@ameplpydetoasi Y I GO
It does this by making Player and Character actions fundamentally complementary.
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“Level 20, here | come!” “Dad?”

SCRAPPINGAND “"SCRAPPING AND
EXPLORING EXPLORING
FIG 29a. FALLOUT 3 GDC 25

Ansthe player, ilding up an RPG character in a papbcalyptic wasteland means
scrapping and exploring

Ans the fictional charactetrying to find herfather, survival in a posapocalyptic
wasteland means scrapping aagploring

This creates alignmenEallout 3 creatdudonarrativeX ¢ St t =y Baimohyl NR G & 3
¢KS / KFENIOGSNHA ARSYyGAdGe A& YANNBNBR Ay
Even if the gamedoes not care about finding K SNE  FI  KSNE aKS 1Ay
story goal automatically by exploring the wasteland.
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FALLOUT 3

17

COMPLEMENTARY GOALS
(SPATIAL EXPLORATION el
OF WASTELAND) eLiterary, pop, of

i

Character

Player
*Llayer: solving

problems

completing task

The spatial exploration of the wasteland (which ties together most of the game
mechanics) hooks Player and Character identity frames togaftieican see that in

the identity bubble The Player explores to grow in power, while the Character
explores to find her father. Every time we enter a new location, we are reminded of
our story goal. (I heard stories from gamers who sidestepped over 60% of the main
story quest because they ignored it, and eventually found the father by acogdent
way off the beaten path. That personalized player story is cool.)
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FALLOUT 3

RECLAIMING
AMERICAN

DREA

Beyond that exploration, and creatihgdonarrativeharmony by weaving the

/ KI Ny OGSNJ ARSyGAtGe Ayid2 LXFLe FOlA2yazr (K
identity bubble. Something you might not expect to come up in this context: the

l YSNAOIY 5NBIFY® LT ¢S 221 +d ¢KFG CFff2
typical story of the American Dream: rags to riches, rewards for hard work. The

freedom to do what you want to do, with th@romise of prosperity and success. The

sky is the limit and that promise is expressed in Character and Plageres:

ACharactersheenters the Capitalvasteland as nobody, working her way up to the
top.

APlayer: grinding and doing fetch quests to level up and turn his gamer self into
somebody.

This brings the Person frame back into the picture, which we kicked out earlier to
make things easier to understand. Our inherent knowledge of the American Dream,
and our urge to believe in it, is part of the Person. Through an activity like playing
Fallout 3, we prove to ourselves that these values, which we hold so dear, might
actually be true. The game transcends the magic circle and stays with us after we stop
playing. It reinforces our beliefs.
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Since this concept will become more important as we go, | want to explore it in more
detail now.
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FIG 30. BOBBATES GDC 25

! it

“Games are essentially myth-reinforcing activities. [...] Players tend to
choose the kinds of games that reaffirm their own personal myths.

G 49999 N iz

—

e ———

This is my former boss at Legend, BatesL Yy KA a wnnp D5/ GF€t1 a
t N} OGAOIf DdzA RS liepresénkedthd ideatRafjust likahdzNy S & ¢ >
media-a A YSa | NB Sraidgidicing aktivifies. And Yolievé that players

GSYyR (2 OK22aS (GKS ({AyRa 2F 3l YBoa GKI G N
guotes the wheis-who of the psychological world to shaWwat we consume media

as a way to reaffirm our personal belief systems of the world.
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FIG 31. MYTHS GODC 25

LiQa GKS NBlFraz2y ¢S KIFI@S FFIANEB GFtSaT GKS
until they can recite them backwards; the reason my wife watched Sweet Home
Alabama about 100 times reassuring her that Mr. Right was out there somewhere.
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FIG 31. MYTHS : ' | GDC 25

2S5ttt yR GKSy aKS YSi YSodd LGQa GKS NB
the reason | watched the SF Giants win the 2010 world series about 20 times,

because fuck it, thatwas coglY @ K2YSi 26y 6 NNA2NER I avYe
were bringing home the world series trophy.

Myths are importantThey reinforce our views of the world, and we gain

psychologicalweld SAy 3 FNRBY (GKA&A 06SOlIdzasS AdGQa O2Y1
in our beliefs.
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“For some it might simply be a need to bring order out of chaos. For them, Tetris is
a fine way to re-assert that belief. [...] If you want to reinforce deeper, more
complex myths, which in turn can create deeper and more satisfying gameplay
experiences, then you need to turn to stories.”

A —

FIG 30. BOBBATES GDC 25

Bobthen argues that *games* are mytfeinforcing entities, as well:

GC2NJ 42YS Ad YA3IKG aryLie o6S | TeugsiS&® (2 o
fine way to reassert that belieto X ButMetriscan't reinforce the belief, for example,

OKFGA oXBa WoSGUSNI G2 KIFEGS f20SR FyylR 230z
want to reinforce deeper, more complex myths, which in turn can create deeper and
Y2NB &l idAaferay3a 3IFySLilre SELSNASYyOSas (K
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Reinforcing myths tickles our perceived sense of idealized self, which is contained in
the Person frame.
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FIG 32. FALLOUT 3 o oo GDC 25

We can see this in FalloutBallout 3 is an interactive way of reliving the American
Dream- of building and shapingur own myth.
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FALLOUT 3

COMPLEMENTARY GOALS  Character
(SPATIAL EXPLORATION ~ *“tonn
OF WASTELAND) ‘

*Literary, pop, or
mythic archetype

Player
*Llayer: solving
problems,

completing task
*Player: sense of skill

Person

5 splayer sense of
level/rep (progress) skill leyal/rep
Primal emotions PR A e e
=
anger, lear, oy, .
nger, fear, oy of idealized self
satdness

*Self a8 person,
with life
demands

MYTH BUILDING
(AMERICAN DREAM)

- -

SR S
19

For Fallout 3 we might argue that the myth of the American Dream, and how
fundamentally it is anchored in all identity frames, unifies the identity bubble.



PORTAL

Character

waonal

Character

LUDONARRATIVE PARITY  “Lierary pop, o

ythic archetype

Player
*Player: solving
problems,

completing task
*Player: sense of skill
level/rep (progress)

Primal emotions

Person
splayer sense of
skill leval/rep
*Perceived senss
of idealized self
*Self as persan,

anger, fear, joy,

sadness

with life
demands
“1 COULD SURVIVE THE
MONSTER IN THE HOUSE.”
()
25 Oky YF1S GKS &abyS FNBdzYSyd F2NJthwe! [
Ay GKS |1 2dzaS¢ aG2NB® 2SS YAIK(G Madsdbutd KI & A

this situation from Saw mightsonatemore.

L adAftft NBYSYOSNI GKS FANBG GNIF AT SN F2NJ {
FdzO1 SR dzlJpé¢ 2SS NP RSSLIXe& FFNFYAR 2F | &h
monster. We watch Saw because we want to steel ourselves, and to reinforce our

belief that we would survive in a similar situation. PORTAL is more humorous in the

way ittellsitsstoryo dzii Fdzy RF YSy Gl ffex AdQa GKS &l YS§
nihilistic monster. Finishing PORTAL reinforces the same hétiedractively.
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L KIR A3IYy2NBR (GKS tSNBR2Y FNI YS dzL) G2
OANDE ST IyR Al ¢l ayQid NBljdzANBR FT2NJ |
together Player and Character without its help. But engaging the Person (and its
yearning for positive reinforcement), can add meaning to the play experience, even if

it is optional.

[j
7]

A
\N
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IDENTITY RANGE

VEHICLE
Ludonarrative Complementary Gaals Mythic Archetypes
Parity
DIGRAM 22 GDC 25

That optional nature changes now. As | talk about vehicle games (and Uncharted 2
ALISOATAOIftE@UT sSQft aSS K2g AYLRNIFIYyGOd
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LQ@S | £ NB I R & fadithat néhRrted 2Gs2outy miidkeSexact opposite

of Fallout3,both y A (G a &G NHz2OUGdzZNE | yR ARSyGAGe | LI
experience; a highly structured, storgdriven game with strongly authored characters

who constantly speak for themselves and set goals that propel the story forward.
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DIAGRAM 23

PERSON

GDC 25

2 A K

a dzOK

AGNRY 3@

OKI NI} OG4SNAT SR

gk dr
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Ly 20KSNJ g2NRasx ¢SQNB 2 LIS ynbtiyatkd, unéxpdcRd vy i A U
adSL) GKFG GKS T @FGFNI Gl 1Sas / KENYOGSNI +y
when your destiny is driven by the actions of thesmmeen character who keeps

doing his own thing. The connection between Player and Character are going to be
stretched very thin. It might even snap at times.
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This is where we uste 3 | 'Y uNd@ratanding of myths his collective unconscious
¢ to hold everything together.
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FIG 33. UNCHARTED 2 T : o S GDC 25

. e 2 .

¢KS NBlIazy G(GKAa ¢g2NJa Ay (GKS FANRG LI OS
G2 NBAYTF2NDS o0 St A fanityexpectatoSsake Siffeent forkstoryi I+ Y
drivengames2 SQ@S aSSy I&ugbuildlour dwh ogih incan interactive

gl & gKAOK A& | 6Sa2YS F2NJ 2dzNJ YSRAdzZY®d . dz

2y a2YSo02Re SftasSqQa 22dzNySeéed alye 3AFYSNE |
agency/player story to experience this kind of journage might name 0 avyedk

NB Ol érélide¥omeébodySt 48 SQa 22dzNySeX RNAGAY3I KAY 0
vehicle.
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“I have complementary
goals.”

DIAGRAM 24

“I'want to drive the
action!”

PERSON

¢ KA a

stressed that motivation should be created in the Player.

FtALR

F N2 dzy R (1 K$S

61 @&
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‘| want to be
indianaJones!”

"I fove bumpy rides!
Lead the way!”

‘I know Indiana
Jones!”

“Followme! It will be a
bumpy ride!”

- ———

CHARACTER " PLAYER

PERSON

Motivation

DIAGRAM 24 GDC 25

b2g 6S GdzNYy GKFG FNRdzyRY LlzidAy3a GKS t €I
mind following Nathan Drake because he wants to be him. Because he *knows*
bFriKFy 5N} 1S® ale&oS y2i LISNa2ylFffez odzi |
to know what this journey is about. And guesswh& S Qa |t gl &a& 61 yiSR
Indiana Jones/Nathan Drake.

This is fantasy fulfillment, and all games cater to it some shape or form. But

dzy RSNEGFYRAY3 (GKAA R2Say OWeOk ¢gziddi Y 14K YOI 2f &
AGNRy3Ate& OKINIYOGSNAT SR I @GFGFNI oFaASR 2y |
closing the identity gap. We need to execute on it, as well.

79



‘| want to be
fndianaJones!”

? > —;‘ "'_ —"'? . 5
"Eollow mel it will be a Tiove bumpy rides!

bumpy ride!” Lead the way!"

‘I know Indiana
Jones!”

* X AE—

CHARACTER PLAYER PERSON

DIAGRAM 24 GDC 25

I R SESOdziA2y A& 6KSNB Y2ai 2F 2dz2NJ 6+ R &
these guys on the left, rather than the Uncharted guys. And we keep making Alan
Quatermainmovies instead of Indiana Jones and the Last Crusade.
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FIG 34. UNCHARTED 2

' A W’ | Brey) GDC 25

L RARYQUO ¢62N] 2y | yOKFENISR HX FyR GKS 3dz
interesting talks about the development of that gantleQ Yy 2oianak/Ze Wikt

makes Uncharted 2 so successful, | just want to show how it fits into the idea of the
identity bubble.

Aamers play titleike Uncharted 2 because they want to experience what it is like to

be Nathan Drakeand the long list of archetypes he is based on (most notably Alan
Quatermainand Indiana Jones).

Aa RS@OSt 2 LISNREIZS MISS SHIAR ISSWIKS HFT ARSIt AT S
the gamerseesqualities of himself in characters like Nathan Dra#e.looks for

opportunities to reinforce this beliefby playing the game.
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The search for the
Grail is the search for
the divine in all of us.

. And what did you
B find, Dad?

Dr. Jones. Again we " &
see there is nothing

you can possess which

| cannot take away. (s

FIG 35. INDIANA JONES

Thed | Y Sendecations of how the game should play out are shaped by his
inherent knowledge of the underlying story. That means that we need to create a
story that actually follows those rules.

2SS O02dzZ R &adzy dzLJ ! yOKF NISR HQ& YyIF NN} GABS
Lost Arc and Indiana Jones and the Last Crusade: Uncharted 2 is a road movie, a story

in which the journey is more important than the destination. This works in
I v OK | KMibSleecsdise the same goes for thd Y Sabekicy expectationsthe
journey is more important than unlimited expression.
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Player
*Player: solving
probiems,
completing tasks

Character sPlayer: sense of skill
*Fictional level/rep (progress)
Character *Primal emaotions:

sLiterary, pop, or
mythi¢ archetype

anger, fear, joy,
sadness

V.

Person
*player: sense of
skill level/rep
*Perceived sense
of idealized self
«Self as person,
with life
demands

Our mythic understanding of the story is the glue holding everything together. And it
buys us a bit of leeway, because the journey is never quite as unexpected as we think

it might be. We know we will get tBhambhal® ¢ KS [jdzSaiA2y AaX aK
GKSNBKé 6¢KS 2yfte GAYS L NBYSYOSNJ:YOKIM
btdKEy 5NX1S SELINBaaSR Kria RSaANB G2 SyR
Himalayanvillageo SOl dzaS L | f NSFReé 1yS¢ (GKAA 4l ay

Naughty Dog also invests an large amount of attention to realign Player and

/| KI N} OGSN¥®» hyS ﬂSOKYAIj dzS A& gKIFG GKS 0
LiQa GKS ARSI GKIFG SIOK mySEuSOuée 20 &l
information about the journey ahead. It levels the playing fielatinging Player and
Character on the same page. Thé Y Sséldeeof driving the action is reinforced

with the use of landmarks every time Nathan Drake sets a direction, this direction is
tied to a landmark something the player can navigate towards, giving him the feeling

of driving the experience for a while.
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Player

*Player: solving
probiems,
Character completing tasks
*Fictional *Player: sense of skill
Character level/rep (progress)
sLiterary, pop, or *Primal emaotions:
mythic archetype anger, fear, joy,
sadness

Person
*player: sense of
skill level/rep
*Perceived sense
of idealized self
«Self as person,
with life
demands

All of this brings Character and Player closer together, but these events are low
frequency, and the identity frames might start drifting apart again in the meantime.



Player

Character *Player: solving
*Fictional probiems,
Charactet _ completing tasks

sLiterary, pop, or *Player: sense of skill
mythic archetype level/rep (progress)

*Primal emaotions:
anger, fear, joy,
sadness

Person
* splayer: sense of
skill level/rep
*Perceived sense
of idealized self
«Self as person,
with life
demands

This is wheréJncharted 2 usethe momentto-moment experiencesimilarlyto what
we saw in Fallout:3t hooks Character and Player togettgrfundamentally weaving
0KS / KFENFXOGSNQRa ARSydGAGe Ayda2 O2NB 3IFYSLI
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FIG 36. NATHAN [IRARE v W | GDCZ5

Nathan Drake is a treasure hunter at heart. The player acts out this character trait by
searching for hidden treasure along the path. Drake is clever and has a knack for
unraveling historic mysteriesa trait that the player acts out when solving puzzles.
5N} 1SQa NBaz2dz2NOSTdzZ ySaa damepbydShaseteyel] 2 K.
Fff 2F | yOKIFINISR wQa 3FYSLILe | OlAzya I N
characterThey are geared towards making the guy in the costume very happy.

(8

¢CKS tflF@SN 1y2643a da¢ K hmostAedllike Niathah Bréke. 12 0 S
¢ KSNBQa | QSN;@: K AGHIKK AfOXKD S\fa y2Xii  AF R SSyNBA- FiA CDJISU\I
Al R2SayQ jdzA GS SELINB&AE 6KIGQa 3I2Ay 2y
d)\ﬁeéyuxué F0a2NlLIiA2yés AyadaStR®
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e ( EXTEN. = ONE CAR M/78 ANCTHER, THE DRIVER
Eﬁug?u'rc;és ﬁgﬁw é:m u’.‘{{gtv OF THE YEMICLE BEING JTRUCK 15 MUCH
oF IDENT

MORE LIXELY TO SAY

7Y, WE GECOME THE CAR,

THAN "WE HIT MY CAR /"
OR "HIS (AR HIT MY CAR', FOR THAT MATIER

FIG 37. IDENTITY ABSORPTION GDC 25

The effect that we see here is very similar to a concept that Scott McCloud talks

about in Understanding Comics: when we drive a car, we remain a separate entity

from our car- but we often become so immersed in the driving experience that we
aG0FNIL GFEQlAy3 lo2dzi GKS OFNJAY FANBG LISN
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r oy I ONE CAR M/7S ANCTHER, THE DRIVER
A BT OF THE VEMICLE BEING J7TRUCK 15 Msce
5 TDENTITY W BEComE THE CAR. MRORE LIKELY TO BAY

THAN "WE HIT MY CAR /"
OR "HIS (AR HIT MY CAR', FOR THAT MATIER

FIG 37. IDENTITHE r"A.BS,!'_)R?STION

briKFYy 5N}1S A& I OFNE FyR GKS alYS S¥FS
dzi 6S [ 0&a2Nb KAa ARSyGAGeZ FyR GKFGQa K
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IDENTITY GOALS

HIGH AGENCY HIGH IDENTITY
ABSORPTION

GDC 25

If | was to state thelesign goals that we should strive for in each identity
cornerstone, it would be this:

Puppet avatars = high agency
Vehicle avatar = high identity absorption

This is the reason Uncharted 2 works.
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We have seen three divergent examples to authoring player identity. You have
hopefully been able to see the underlying identity concepts shine through in each
example. | want to finish this talk with some advice derived from all of this.
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GDC 25

. ST2NB e82dzQNB SOSy gNRGAYy3T (GKS ad2NBRz | f
mean to be X? After figuring that out, you have to fundamentally express that identity
in gameplay
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This way, the feeling dfeing the Character is constantly reinforced through the
t £ I &&niefildactions, and both consciousnesses stay aligned. You keep sending
impulses to hook these frames together and never allow them to drift far apart.
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FIG 38. BIOSHOGK 2T T . GDC 25

Toshow how important this concept is, | want to lookBibshock - which was a
great game but had a very bad sense of gamer identity.

Bioshock puts the gamer in the role of a rogue Big DadRig. Daddies had a clearly
and narrowly defined role in the world &ioshockthey're badass protectors of
biK2a$sS fBioshddkSs tad scNifophéedic ahe Big Daddy archetyp®©n

the one hand, many dhe core gameplayactions treatthe gamer as if his character
was human, eating cream cakes and drinking coffee (through the helmet?) to regain
health.

On the other hand, the game is expecting the gamer to feel, and sometimes act, like a
Big DaddyButit also presents the gamer with the choice of harvesting the Little
Sisterswhich feels completely out of character in the context of being a Big Daddy.
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This inconclusive treatment of the character's identity compromises the identity
bubble. The story castbe avatar in one rolewhile momentto-momentgameplayis
communicating a different direction for the charactErerytime the gamer eats a

cream cake or harvests a little sister, Character and Player drift apart a little bit more.
Until, as awesome aBioshock was, it lost all sense of identity for me.
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The main lesson you should take away from this lecture isna@enstandingpf double
O2yaOAz2dzaySaas ¢gA0K AGA / KIFENYOGSNE tflFes
fragments forming each frame. You should be able to articulate why writing for

games is different from books and movies. Most bad game identity can be traced

back to treating game writing like writing for other media.

95



