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No notes.
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Welcome! I'm Matthias Worch, a lead designer at LucasArts.LΩƳ ŎǳǊǊŜƴǘƭȅ ǿƻǊƪƛƴƎ ƻƴ 
an unannounced title with Clint Hocking and Kent Hudson. Below are the shipped 
games that I worked on.
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This talk is calledϦ¢ƘŜ LŘŜƴǘƛǘȅ .ǳōōƭŜάΦ Lǘϥǎ ōƛƭƭŜŘ ŀǎ Ϧŀ ŘŜǎƛƎƴ ŀǇǇǊƻŀŎƘ ǘƻ ŎƘŀǊŀŎǘŜǊ 
and story development." But on a deeper level, it's really a lecture about identity 
concepts in games - understanding them and using them to full effect.
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Even more specifically, it's a talk about motivation and how writing for games is 
different from writing for other media. I could have filled slide after slide with 
examples of bad game writing or bad player identity, but I realized that I just had to 
show you one example:
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Χ[ŀƛǊΣ ŀ ƎŀƳŜ L ǿƻǊƪŜŘ ŀōƻǳǘ ŦƻǳǊ ȅŜŀǊǎ ŀƎƻΦ [ŀƛǊ ƘŀŘ ǘƘƛǎ ƘǳƎŜ ŘƛǎŎƻƴƴŜŎǘ ōŜǘǿŜŜƴ 
the player and the playerŎƘŀǊŀŎǘŜǊΦ L ŘƛŘƴΩǘ ōŜƭƛŜǾŜ ƛƴ ǘƘŜ ǎǘƻǊȅ Ƴƛǎǎƛƻƴǎ ƻǊ Ƴȅ 
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 enthusiasm ςeven 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 area.Unfortunately, our industry doesn't even seem to be able to agree on 
what our actual problem with story *is*, let alone how to solveit. !ƴŘ LΩǾŜ ŎƻƳŜ ǘƻ 
think that isbecause 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 divisive - and difficult - to 
ǘŀƭƪ ŀōƻǳǘΣ ōŜŎŀǳǎŜ ƛǘΩǎ ǾŜǊȅ Ŝŀǎȅ ǘƻ ǎǇƭƛǘ ŀƴȅ ǊƻƻƳ ǊƛƎƘǘ Řƻǿƴ ǘƘŜ ƳƛŘŘƭŜΦ ²ǊƛǘƛƴƎ ŦƻǊ 
games covers a huge spectrum - for every Portal, there's an Uncharted 2, and for 
every Fallout 3 there's another Final Fantasy.
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I will try to reconcile theseextremes 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 range(a graph) that captures both extremes of how we 
may choose to author playeridentity
Part 2: Explains double consciousness:why 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): Examinesmyth-reinforcement ς
what it means andhow it can help us to create more profound game experiences
Part 5:Contains takeaways - specific tips and tricks gleaned from the talk
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We will start by talking about identity approaches. And to do that, we should start 
talking about avatars.
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We use avatars to enter the game world. Ultimawas a great example of how one
school of thought looks at the player/avatar relationship.
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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 puppet - the ƎŀƳŜǊΩǎ
physical extension into the world. The playerprojects himself on this puppet.Its 
personality is that of the player.

This analogy works best for games with weakly defined characters. Games that put a 
premium on high agency- the player story.
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If I was to map thepuppet to an identity range, it would live on the left side of the 
spectrum. It's avery common approach to authoring player identity,ōǳǘ ƛǘ ŘƻŜǎƴΩǘ 
explain all games bŜŎŀǳǎŜ ǘƘŜǊŜΩǎ ǘƘŜ ƻǘƘŜǊ ŜȄǘǊŜƳŜΥ ǎǘǊƻƴƎƭȅ ŎƘŀǊŀŎǘŜǊƛȊŜŘΣ Ŧǳƭƭȅ 
fleshed out avatars with their own motivation. 
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Nathan Drake, for example.He's not really a puppet, is he? At least not all the time: 
he talks, he sets directions, he acts in cutscenes, he has a pre-authored past. This is a
radically different approach to authoring identity.
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Nick Montford Ƙŀǎ ŀ ƎǊŜŀǘ ƳŜǘŀǇƘƻǊ ŦƻǊ ǘƘƛǎ ƛƴ ǘƘŜ Ŝǎǎŀȅ άCǊŜǘǘƛƴƎthe Player 
/ƘŀǊŀŎǘŜǊέ όǇǳōƭƛǎƘŜŘ ƛƴ Ϧ{ŜŎƻƴŘ tŜǊǎƻƴάύΣ ǎŀȅƛƴƎ ǘƘŀǘ ǘƘŜ ǇƭŀȅŜǊ ƛǎ ǎǘŜŜǊƛƴƎ ǘƘŜ 
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)." 
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I like the vehicle metaphor because itvisualizes how active cinematic experiences like 
Uncharted 2 work.Uncharted 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 story cutscenes), 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.
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I put vehicles on theopposite end of our identity range, and have two cornerstones 
to anchor this spectrum.
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Regardless of how we look at it ςplayer 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 "double-consciousness" - the idea that players, even 
when fully immersed, are always aware of the fact they are playing a game - and that 
in playing a character, they are manipulating an artificial construct.

The interesting part is that the player himself establishes double-consciousness: *he* 
chooses to enter the magic circle, *he*chooses to push aside parts of his identity 
that prevent him from enjoying - and acting appropriately within - the game.
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In a way, the player willingly turns himself into a schizophrenic.
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And by doing so, he submits himselfto all sorts of voices with different points of 
views and different agendas, whisperinginside his head.

As game writers we have to understand double-consciousness - it's key to thetopic of 
this lecture. All the information about this already exists in various talks and texts ς
but maybe double-ŎƻƴǎŎƛƻǳǎƴŜǎǎ ƘŀǎƴΩǘ ȅŜǘ ōŜŎƻƳŜ ƛƴǎǘƛǘǳǘƛƻƴŀƭƛȊŜŘ ƪƴƻǿƭŜŘƎŜ ƛƴ 
ƻǳǊ ƛƴŘǳǎǘǊȅ ōŜŎŀǳǎŜ ƛǘΩǎ hard to understand. It is multi-layered.
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It's a bit like a dream within a dream within a dream,and for this lecture, we have to 
drill down into this concept not once, but twice.
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No notes.
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As we dig deeper into double-consciousness once,we get to Gary Fine and the book 
Shared Fantasy.

In this book(which is about real-life table-top RPG groups, but also applies to digital 
games), Fine splits double-consciousness into three parts of identity which players 
experience when playing a game:

ωCharacter -¢ƘŜ ŦƛŎǘƛƻƴŀƭ ŎƘŀǊŀŎǘŜǊ ŜƳōƻŘƛŜŘ ōȅ ǘƘŜ ǇƭŀȅŜǊ όάL ŀƳ UlgarǘƘŜ ŘǿŀǊŦΗέύ
ωPlayer - The playerhimself, acting within (and exploring) the framework and the 
ǊǳƭŜǎ ƻŦ ǘƘŜ ƎŀƳŜ όάLΩƳ ǊƻƭƭƛƴƎ ǘƘŜ ŘƛŎŜΦέύ
ωPerson - The playeras a Person with life demands, which are pushed aside during 
play, but are never forgotten ("I have to leave at 6pm.")
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Tƻ ŀǾƻƛŘ ŀƳōƛƎǳƛǘȅ ōŜǘǿŜŜƴ ǘƘŜ tƭŀȅŜǊ ŀŎǘǳŀƭΣ ŀƴŘ DŀǊȅ CƛƴŜΩǎ ƛŘŜƴǘƛǘȅ ǇŀǊǘΣ ǿŜ ǿƛƭƭ 
call one Gamer and the other Player for the rest of this talk.
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In psychology, we call theselayers άŦǊŀƳŜǎέ ςthe Character frame, the Player frame 
and the Person frame. Theseare those schizophrenia-inducedvoices whispering to 
the player inside his head. Voices who want to be satisfied,with their own goals and 
motivations. If we want to keep somebody satisfiedwe need to understandwhat 
defines themand what motivates them.
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This is where we drill down another level into double 
consciousness.
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This is Harvey Smith. He's the co-creative director at ArkaneStudios in Austin, and 
last year I had the good fortune of doing a lecture on environmental storytelling with 
him..ŜŦƻǊŜ ǘƘŀǘΣ ƛƴ нллсΣ ƘŜ ŘƛŘ ŀ ǘŀƭƪ ŎŀƭƭŜŘ ά¢ƘŜ LƳŀƎƻ 9ŦŦŜŎǘέΣ ǿƘƛŎƘ ŀ ƭƻǘ ƻŦ ǘƘŜ 
material so far has been based on.
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Lƴ ǘƘŀǘ ǘŀƭƪΣ IŀǊǾŜȅ άǇǎȅŎƘƻŀƴŀƭȅȊŜŘέ DŀǊȅ CƛƴŜϥǎ ƛŘŜƴǘƛǘȅ ŦǊŀƳŜǎand came up with a 
more detailed list. We couldcall them frames inside the frames, but I will simply call 
ǘƘŜƳ άŦǊŀƎƳŜƴǘǎέΦ ¸ƻǳ Ŏŀƴ ǎŜŜ IŀǊǾŜȅΩǎ ƭƛǎǘ ƻƴ ǘƘŜ ǎŎǊŜŜƴ ƘŜǊŜΦAfter slightly 
adjusting this list, we can map Harvey's identity fragments back to Fine's identity 
frames.
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We come up we this:

ÅThe Character is the fictionalprotagonist of the game, and might be based on a 
literary, pop or mythic archetype. 
ÅThe Player, who is solving problems and completing tasks (this describes moment-to-
moment gameplay); 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 double-consciousness). 
The Personusually is outside the magic circle.

ÅThe Person is the gamerǿƛǘƘ ŀ ǎŜƴǎŜ ƻŦ ǎƪƛƭƭ ƭŜǾŜƭκǊŜǇ όǿŜ ǿƻƴΩǘ Ǝƻ ƛƴǘƻ ǘƘƛǎ ƛƴ ǘƘƛǎ 
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 has life demands.
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What you see here is double-consciousness, deconstructed.And this is your player 
when he's playing a game.²ŜΩǊŜ ƎƻƛƴƎ ǘƻ ƛƎƴƻǊŜ ǘƘŜ tŜǊǎƻƴ ŦǊŀƳŜ ŦƻǊ ƴƻǿ ōŜŎŀǳǎŜ 
he exists outside the magic circle, and including him and is going to complicate 
figuring out the core concepts.
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¢ƘŜ ŎƻƴŎŜǇǘ ōŜƘƛƴŘ ǘƘŜ άƛŘŜƴǘƛǘȅ ōǳōōƭŜέis reconciling theidentity frames. We 
imagineidentity in games as a bubble in which Characterand Player float along.
Identity during play will be maintained when Characterand Player frames drift in the 
same direction. If onelags behind or floats in an entirely different direction,the 
bubble pops and identity is lost. 
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The idea that the identity bubble has to be maintainedis an 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 
ƘƛǊƛƴƎ ŀ ǿǊƛǘŜǊ ǘƻǿŀǊŘǎ ǘƘŜ ŜƴŘ ƻŦ ŘŜǾŜƭƻǇƳŜƴǘ ǘƻ άǿǊƛǘŜ ǘƘŜ ǎǘƻǊȅέ ŘƻŜǎƴΩǘ ǿƻǊƪΦ 
Hiring writers who do not understand the intricacies of writing for games is going to 
ŎǊŜŀǘŜ ŀƭƭ ǎƻǊǘǎ ƻŦ ǇǊƻōƭŜƳǎΦ hǳǊ ƎŀƳŜ ǎǘƻǊƛŜǎ ŀǊŜƴΩǘ ōŀŘ ōŜŎŀǳǎŜ ǿŜ ƭŀŎƪ ƛƴ ǘŀƭŜƴǘΦ 
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.
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In linear media, motivation is created in the Character frame, and the Player (in this 
case the Reader or Viewer) observes the Character's actions.¢ƘŀǘΩǎ ǘƘŜ ǊŜŦƭŜŎǘƛǾŜ 
part: the Viewer compares his own values and frame of reference to the depicted 
situation.
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The Viewer is engaged in an internal dialog about what is happening on the screen, 
and meaning emerges.Like this example, which is about cheering on Frodo and 
ǘŜƭƭƛƴƎ ƻǳǊǎŜƭǾŜǎ ǘƘŀǘΣ ƛŦ ŎŀƭƭŜŘ ǳǇƻƴΣ ϦL ǿƻǳƭŘ ōŜ Ƨǳǎǘ ŀǎ ōǊŀǾŜ ŀǎ CǊƻŘƻΦά ¢Ƙƛǎ ƛǎ ǇǊŜǘǘȅ 
straight-forward , and we have mastered this flow of consumption over thousands of 
years.
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A few books/movies, like The NeverendingStory, have played with the 
Character/Viewer relationship in interesting ways, but ultimately, the experience is 
always reflective.DŀƳŜǎ ŘƻƴΩǘ ǿƻǊƪ ǘƘŀǘ ǿŀȅΦ 
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Games are participatory. Motivation in games is created in the Player, not in the 
Character! This is the reason we play games: the ability to drive the action, to express 
ourselves, to lead.
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Things become tricky because we often want to use story lines and Character 
motivations to fictionalize the Player's goals.Now the Player is reflecting on the 
Character's actionsΧ
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Χǳƴǘƛƭ ƘŜǊŜ ǊŜŀƭƛȊŜǎ ǘƘŀǘ άǿŀƛǘ ŀ ǎŜŎƻƴŘΣ ǿƘȅ ŀƳ L ǊŜŦƭŜŎǘƛƴƎΚέΣ ƘŜ ŀŎǘǳŀƭƭȅ ϝƛǎϝ ǘƘŜ 
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 frameis used to 
fictionalize this motivation.
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¢ƘŜ ǊŜǎǳƭǘ ƛǎ ŀ ǾŜǊȅ ŎƻƴŦǳǎŜŘ ǇƭŀȅŜǊΦ !ƴŘ ǿŜΩǾŜall been there ςwe all know that 
ƴŀƎƎƛƴƎ ŦŜŜƭƛƴƎ ƻŦ ά²Ƙȅ ŀƳ L ŘƻƛƴƎ ǘƘƛǎ ŀƎŀƛƴΚέ ¢ƘŜ ŦŜŜƭƛƴƎ ƻŦ ƴƻǘ ǊŜŀƭƭȅ ŘǊƛǾƛƴƎ ǘƘŜ 
ǎǘƻǊȅΣ ƻǊ ǘƘŜ ŦŜŜƭƛƴƎ ƻŦ ƴƻǘ ŎŀǊƛƴƎ ŀōƻǳǘ ǘƘŜ ŀǾŀǘŀǊΩǎ ƳƻǘƛǾŀǘƛƻƴǎΦ
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²Ŝ Ŏŀƭƭ ǘƘƛǎ Ƙƻƭƭƻǿ ŦŜŜƭƛƴƎ ƻŦ ŘƛǎŎƻƴƴŜŎǘ άludonarrativeŘƛǎǎƻƴŀƴŎŜέΣa term Clint 
Hocking coined a few years ago.
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Ludonarrative dissonance is something that designers and writers create when they 
ŘƻƴΩǘ ǳƴŘŜǊǎǘŀƴŘ ǇƭŀȅŜǊ ƛŘŜƴǘƛǘȅΦ ¢ƘŜȅ ƻǇŜƴ ŀ ǊƛŦǘ ōŜǘǿŜŜƴ tƭŀȅŜǊ ŀƴŘ /ƘŀǊŀŎǘŜǊΦ 
Once we understand that the problem is manageable we can do something about it, 
though...
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ΧŀƴŘ ǘƘŜ LŘŜƴǘƛǘȅ .ǳōōƭŜ ƛǎ Ƨǳǎǘ ŀƴ ŜȄǇǊŜǎǎƛƻƴ ƻŦ ǘƘŀǘ ǇǊƻōƭŜƳΦ LǘΩǎ ǘƘŜ ƛŘŜŀ ǘƘŀǘ ƛŦ ǿŜ 
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. I want to look at three 
examples of how this can be done. 
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!ƭƭ ǘƘǊŜŜ ŜȄŀƳǇƭŜǎ ŎƻƛƴŎƛŘŜ ǿƛǘƘ ǘƘŜ ƛŘŜƴǘƛǘȅ ǊŀƴƎŜ ǿŜ ŜǎǘŀōƭƛǎƘŜŘ ŜŀǊƭƛŜǊΦ LǘΩǎ 
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 create ludonarrativeparity using use a puppet avatar.
2) We create a hybrid approach using complementary goals.
оύ ²Ŝ ŎƘŀƴƎŜ ǘƘŜ ǇƭŀȅŜǊΩǎ ŜȄǇŜŎǘŀǘƛƻƴǎ ƻŦ ǿƘȅ ƘŜ ǿŀƴǘǎ ǘƻ Ǉƭŀȅ ǘƘŜ ƎŀƳŜΣ ǳǎƛƴƎ ŀ 

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.
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We will start by looking at puppet games.
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Not this kind of puppet game,unfortunately.
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This kind of puppet game.The idea behind ludonarritiveparity is to align gameplay
ŀƴŘ ǎǘƻǊȅ Ǝƻŀƭǎ ǎƻ ŎƭƻǎŜƭȅ ǘƘŀǘ ǘƘŜ ǇƭŀȅŜǊΩǎ ŀƎŜƴŎȅ ƛǎ ǎȅƴƻƴȅƳƻǳǎ ǿƛǘƘ ǘƘŜ ƎŀƳŜΩǎ 
narrative progression. 
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thw¢![ ƛǎ ŀ ƎƻƻŘ ŜȄŀƳǇƭŜ ƻŦ ǿƘŀǘ LΩƳ ǘŀƭƪƛƴƎ ŀōƻǳǘΦ 
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LΩƳ ƴƻǘ ƘŜǊŜ ǘƻ ŀƴŀƭȅȊŜ Ƙƻǿ thw¢![ ŎǊŜŀǘŜǎ ƎǊŜŀǘ gameplayper-se, I want to show 
how the game engages the differentfragments of player identity.
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Playing PORTAL:

I want to get to GLaDOSbecause I want to finish the game(Player: sense of skill 
level/rep). 
I do that by finishing each test chamber, which means solving all the puzzles in each 
chamber with the gameplay mechanisms provided to me (Player:solvingproblems, 
completing tasks). 
Through all of that, GLaDOSkeeps deriding me, which creates anger and a sense of 
indignity, edging me on to kill that condescending computer bitch (Primal emotions).
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Now compare that to what the avatar wants to do.Her name is ChellΣ ōǘǿΣ ōǳǘ ǘƘŀǘΩǎ 
ƴƻǘ ƛƳǇƻǊǘŀƴǘΦ ²ƘŀǘΩǎ ƛƳǇƻǊǘŀƴǘ ƛǎ ǘƘŀǘ ƘŜǊ ƴŀƳŜ ƛǎƴΩǘ ƛƳǇƻǊǘŀƴǘΦ 

Chellwant to get to GLaDOSbecause she wants to get out of thisfucked-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 (Player:solving problems, completing 
tasks).
Through all of that, GLaDOSkeeps deriding her, which reinforces the anger and a 
ǎŜƴǎŜ ƻŦ ƛƴŘƛƎƴƛǘȅ ǘƘŀǘΩǎ ōŜŜƴ ƛƴŦƭƛŎǘŜŘ ǘƘǊƻǳƎƘ ƘŜǊ ŎŀǇǘǳǊŜ ςgiving her righteous fury 
to kill that condescending computer bitch (Primal emotions).

Both examples are remarkably similar and demonstrate ludonarrativeparity.
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In PORTAL,there never is an identity gap, becausethe game maintainsludonarritive
parity.
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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 
GLaDOSwhen the ordeal is over.The 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.
Both identity frames are working towards the same goals. The bubble never pops, 
identity  is strong.

Fictionally, Chellis herown person, but in gameplayterms she is identical to the
Player. This is evidenced in the writing of this game: during the entire experience, 
GLaDOSΩ ŎƻƳƳŜƴǘŀǊȅ ƛǎ ŀŘŘǊŜǎǎƛƴƎ tƭŀȅŜǊ ŀƴŘ /ƘŀǊŀŎǘŜǊ ŀƭƛƪŜΦ ¢ƘŜ ōǊƛƭƭƛŀƴŎŜ ƻŦ 
thw¢![Ωǎ ǿǊƛǘƛƴƎ όōŜȅƻƴŘ ƎǊŜŀǘ ŎƘŀǊŀŎǘŜǊƛȊŀǘƛƻƴǎύis that it constantlyreminds the 
gamer of the shared situation, and keepshis identity frames aligned. Every time 
GLaDOSaddresses Chell, the bond between Player and Character is renewed.
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thw¢![Ωǎ ludonarrativeparity works because it is based solely on primalmotivation, 
ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ǿŜ ƛƴƘŜǊŜƴǘƭȅ ǳƴŘŜǊǎǘŀƴŘΦ ¢ƘŜǊŜ ŀǊŜƴΩǘ ŜǾŜƴ ƻōƧŜŎǘƛǾŜǎ ōŜŎŀǳǎŜ 
every goal in the game flows from this primal motivation. Things get more 
complicated when we want to add external, more nuanced motivation,with bigger 
ideas ςand have those ideas drive the game progression. 
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.ŜŎŀǳǎŜ ƴƻǿ ǿŜΩǊŜ ŘŜŀƭƛƴƎ ǿƛǘƘ ǘƘŜ Řǳŀƭƛǘȅ ǇǊƻōƭŜƳ ǿŜ ƭƻƻƪŜŘ ŀǘ ŜŀǊƭƛŜǊΣ ǿƘŜǊŜ ǿŜ 
motivate one identity frame through gameplay(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.
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In Fallout 3, the avatarhim/herself is an empty vessel, shaped and driven by the 
player ςeven more so than in PORTAL because we can customizethis avatar both 
visually and statistically. 
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Cŀƭƭƻǳǘ оΩǎ ƎŀƳŜǇƭŀȅ ƛǎ ŘǊƛǾŜƴ ōȅ ǘƘŜ tƭŀȅŜǊ- his motivation to explore the world for 
resources and the joyof systemic advancement(this is why we play games).But this 
ǎȅǎǘŜƳƛŎ ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ ǘƘŜ ƎŀƳŜ ŘƻŜǎƴΩǘ ŘǊƛǾŜ Cŀƭƭƻǳǘ оΩǎ ǎǘƻǊȅΦ ¢Ƙŀǘ Ǝƻŀƭ ƛǎ 
introduced externally, in the Character.
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!ǎ Cŀƭƭƻǳǘ оΩǎ ǇǊŜ-authored story goes, the avatar wants to find her fatherand, once 
successful, help him on his quest to bring clean water to the wasteland. This opens up 
ŀƴ ƛŘŜƴǘƛǘȅ ƎŀǇΣ ōŜŎŀǳǎŜ ǘƘŜǎŜ Ǝƻŀƭǎ ŀǊŜƴΩǘ ŦǳƴŘŀƳŜƴǘŀƭƭȅ ŘŜǊƛǾŜŘŦǊƻƳ CŀƭƭƻǳǘΩǎ 
gameplaymechanics, and following them ŘƻŜǎƴΩǘ ǊŜǿŀǊŘ ǘƘŜ ǇƭŀȅŜǊ ƻƴ ǘƘŜ ǎȅǎǘŜƳƛŎ 
level(beyond experience points) .
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Lƴ ƻǳǊ ƛŘŜƴǘƛǘȅ ǊŀƴƎŜΣ CŀƭƭƻǳǘΩǎ ŎƘŀǊŀŎǘŜǊ ƛǎ ǎƻƳŜǿƘŜǊŜ ƛƴ ǘƘŜ ƳƛŘŘƭŜ ƻŦ ǘƘŜ ŎƘŀǊǘΦ ¢ƘŜ 
avatar is a puppet that the player controls, but he has a pre-authored back story that 
establishes fundamental gameplaygoals. This is how Fallout 3 deals with this setup:
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When it comes to the base motivation, Fallout 3 does a very smart thing early on, 
establishing the father as an instrumental figure in the ƎŀƳŜǊΩǎlife. He literally 
teaches the gamer how to play the game as the avatar grows up in the tutorials. That 
ŎǊŜŀǘŜǎ ŀ ōƻƴŘΣ ŀƴŘ ƳŀƪŜǎ ǘƘŜ ƎŀƳŜǊ ŎŀǊŜ ŀōƻǳǘ ǘƘŜ ŦŀǘƘŜǊΩǎ ŦŀǘŜΦ
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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 bubble ςƳŀƪƛƴƎ ǘƘŜ /ƘŀǊŀŎǘŜǊΩǎ ǉǳŜǎǘ ƳŀǘŎƘ ǘƘŜ tƭŀȅŜǊΩǎ gameplayactions. 
It does this by making Player and Character actions fundamentally complementary. 
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ÅAsthe player, building up an RPG character in a post-apocalyptic wasteland means 
scrapping and exploring
ÅAs the fictional character, trying to find herfather, survival in a post-apocalyptic 
wasteland means scrapping andexploring

This creates alignment. Fallout 3 createludonarrativeΧ ǿŜƭƭΣ ƴƻǘ ǇŀǊƛǘȅΣ ōǳǘharmony. 
¢ƘŜ /ƘŀǊŀŎǘŜǊϥǎ ƛŘŜƴǘƛǘȅ ƛǎ ƳƛǊǊƻǊŜŘ ƛƴ ǘƘŜ ƎŀƳŜΩǎ ŦǳƴŘŀƳŜƴǘŀƭΣ ǎȅǎǘŜƳƛŎ Ǉƭŀȅ ŀŎǘƛƻƴǎΦ 
Even if the gamerdoes not care about findingάƘŜǊέ ŦŀǘƘŜǊΣ  ǎƘŜ ƪƛƴŘ ƻŦ Ŧƻƭƭƻǿǎ ǘƘƛǎ 
story goal automatically by exploring the wasteland. 
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The spatial exploration of the wasteland (which ties together most of the game 
mechanics) hooks Player and Character identity frames together. We can 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 accident ς
way off the beaten path. That personalized player story is cool.)
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Beyond that exploration, and creating ludonarrativeharmony by weaving the 
/ƘŀǊŀŎǘŜǊ ƛŘŜƴǘƛǘȅ ƛƴǘƻ Ǉƭŀȅ ŀŎǘƛƻƴǎΣ ǘƘŜǊŜΩǎ ǎƻƳŜǘƘƛƴƎ ŜƭǎŜ ƘƻƭŘƛƴƎ ǘƻƎŜǘƘŜǊ ǘƘŜ 
identity bubble. Something you might not expect to come up in this context: the 
!ƳŜǊƛŎŀƴ 5ǊŜŀƳΦ LŦ ǿŜ ƭƻƻƪ ŀǘ ǿƘŀǘ Cŀƭƭƻǳǘ оΩǎ ƎŀƳŜǇƭŀȅ ŀǊŎ ǊŜŀƭƭȅ ǊŜǇǊŜǎŜƴǘǎΣ ƛǘΩǎ ŀ 
typical story of the American Dream: rags to riches, rewards for hard work. The 
freedom to do what you want to do, with thepromise of prosperity and success. The 
sky is the limit ςand that promise is expressed in Character and Playerframes:

ÅCharacter:she enters the CapitalWasteland as nobody, working her way up to the 
top.
ÅPlayer: 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, I want to explore it in more 
detail now.
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This is my former boss at Legend, BobBates. Lƴ Ƙƛǎ нллр D5/ ǘŀƭƪ άLƴǘƻ ǘƘŜ ²ƻƻŘǎΥ ! 
tǊŀŎǘƛŎŀƭ DǳƛŘŜ ǘƻ ǘƘŜ IŜǊƻϥǎ WƻǳǊƴŜȅέΣhe presented the idea that- just likeother 
media -άƎŀƳŜǎ ŀǊŜ ŜǎǎŜƴǘƛŀƭƭȅ ƳȅǘƘ-reinforcing activities. And I believe that players 
ǘŜƴŘ ǘƻ ŎƘƻƻǎŜ ǘƘŜ ƪƛƴŘǎ ƻŦ ƎŀƳŜǎ ǘƘŀǘ ǊŜŀŦŦƛǊƳ ǘƘŜƛǊ ƻǿƴ ǇŜǊǎƻƴŀƭ ƳȅǘƘǎΦέBob
quotes the who-is-who of the psychological world to showthat we consume media 
as a way to reaffirm our personal belief systems of the world.
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LǘΩǎ ǘƘŜ ǊŜŀǎƻƴ ǿŜ ƘŀǾŜ ŦŀƛǊȅ ǘŀƭŜǎΤ ǘƘŜ ǊŜŀǎƻƴ ǎƳŀƭƭ ŎƘƛƭŘǊŜƴ ǿŀǘŎƘ 5ƛǎƴŜȅ ƳƻǾƛŜǎ 
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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²ŜƭƭΣ ŀƴŘ ǘƘŜƴ ǎƘŜ ƳŜǘ ƳŜΦΦΦ LǘΩǎ ǘƘŜ ǊŜŀǎƻƴ ȅƻǳ ŎŀƴΩǘ ƎŜǘ ŜƴƻǳƎƘ ƻŦ 5ƛŜ IŀǊŘΣ ŀƴŘ ƛǘΩǎ 
the reason I watched the SF Giants win the 2010 world series about 20 times, 
because fuck it, that was cool ςƳȅ ƘƻƳŜǘƻǿƴ ǿŀǊǊƛƻǊǎ Σ άƳȅ {ŀƴ CǊŀƴŎƛǎŎƻ DƛŀƴǘǎέΣ 
were bringing home the world series trophy.

Myths are important. They reinforce our views of the world, and we gain 
psychological well-ōŜƛƴƎ ŦǊƻƳ ǘƘƛǎ ōŜŎŀǳǎŜ ƛǘΩǎ ŎƻƳŦƻǊǘƛƴƎ ǘƻ ƪƴƻǿ ǘƘŀǘ ǿŜ Ŏŀƴ ǘǊǳǎǘ 
in our beliefs.
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Bobthen argues that *games* are myth-reinforcing entities, as well:

άCƻǊ ǎƻƳŜ ƛǘ ƳƛƎƘǘ ǎƛƳǇƭȅ ōŜ ŀ ƴŜŜŘ ǘƻ ōǊƛƴƎ ƻǊŘŜǊ ƻǳǘ ƻŦ ŎƘŀƻǎΦ CƻǊ ǘƘŜƳΣ Tetrisis a 
fine way to re-assert that beliefώΧϐΦ But Tetriscan't reinforce the belief, for example, 
ǘƘŀǘ ώΧϐ Ψƛǘ ƛǎ ōŜǘǘŜǊ ǘƻ ƘŀǾŜ ƭƻǾŜŘ ŀƴŘ ƭƻǎǘΣ ǘƘŀƴ ƴŜǾŜǊ ǘƻ ƘŀǾŜ ƭƻǾŜŘ ŀǘ ŀƭƭΦΩIf you 
want to reinforce deeper, more complex myths, which in turn can create deeper and 
ƳƻǊŜ ǎŀǘƛǎŦȅƛƴƎ ƎŀƳŜǇƭŀȅ ŜȄǇŜǊƛŜƴŎŜǎΣ ǘƘŜƴ ȅƻǳ ƴŜŜŘ ǘƻ ǘǳǊƴ ǘƻ ǎǘƻǊƛŜǎΦέ 
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Reinforcing myths tickles our perceived sense of idealized self, which is contained in 
the Person frame.
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We can see this in Fallout 3. Fallout 3 is an interactive way of reliving the American
Dream - of building and shapingour own myth. 
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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.
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²Ŝ Ŏŀƴ ƳŀƪŜ ǘƘŜ ǎŀƳŜ ŀǊƎǳƳŜƴǘ ŦƻǊ thw¢![Υ !ǘ ƛǘǎ ǾŜǊȅ ŎƻǊŜΣ thw¢![ ƛǎ ŀ άaƻƴǎǘŜǊ 
ƛƴ ǘƘŜ IƻǳǎŜέ ǎǘƻǊȅΦ ²Ŝ ƳƛƎƘǘ ǎŀȅ ǘƘŀǘ ƛǘΩǎ ŀ ǊŜǘŜƭƭƛƴƎ ƻŦ ǘƘŜ ƭŀōȅǊƛƴǘƘ ƻŦ Minos, but 
this situation from Saw might resonate more. 

L ǎǘƛƭƭ ǊŜƳŜƳōŜǊ ǘƘŜ ŦƛǊǎǘ ǘǊŀƛƭŜǊ ŦƻǊ {ŀǿΣ ǿƘƛŎƘ ǎƛƳǇƭȅ ǎǘŀǘŜŘ όƻǾŜǊ ŦƻƻǘŀƎŜύ ά¢Ƙƛǎ ƛǎ 
ŦǳŎƪŜŘ ǳǇΦέ ²Ŝ ŀǊŜ ŘŜŜǇƭȅ ŀŦǊŀƛŘ ƻŦ ŀ ǎƛǘǳŀǘƛƻƴ ƭƛƪŜ ǘƘƛǎ ƻƴŜΣ ǘǊŀǇǇŜŘ ōȅ ŀ ƴƛƘƛƭƛǎǘ 
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 it tells its story - ōǳǘ ŦǳƴŘŀƳŜƴǘŀƭƭȅΣ ƛǘΩǎ ǘƘŜ ǎŀƳŜ ǎǘƻǊȅ ŀǎ {ŀǿ ŀōƻǳǘ ŀ ǎƛƳƛƭŀǊ 
nihilistic monster. Finishing PORTAL reinforces the same belief ςinteractively.
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L ƘŀŘ ƛƎƴƻǊŜŘ ǘƘŜ tŜǊǎƻƴ ŦǊŀƳŜ ǳǇ ǘƻ ǘƘƛǎ Ǉƻƛƴǘ ōŜŎŀǳǎŜ ƛǘ ƛǎƴΩǘ ǇŀǊǘ ƻŦ ǘƘŜ ƳŀƎƛŎ 
ŎƛǊŎƭŜΣ ŀƴŘ ƛǘ ǿŀǎƴΩǘ ǊŜǉǳƛǊŜŘ ŦƻǊ ŀ ǿƻǊƪƛƴƎ ƛŘŜƴǘƛǘȅ ōǳōōƭŜΦ ²Ŝ ǿŜǊŜ ŀōƭŜ ǘƻ Ƙƻƻƪ 
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.
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That optional nature changes now. As I talk about vehicle games (and Uncharted 2 
ǎǇŜŎƛŦƛŎŀƭƭȅύΣ ǿŜΩƭƭ ǎŜŜ Ƙƻǿ ƛƳǇƻǊǘŀƴǘ ǘƘŜ tŜǊǎƻƴ ƛǎ ƎƻƛƴƎ ǘƻ ōŜŎƻƳŜΦ
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LΩǾŜ ŀƭǊŜŀŘȅ ǘŀƭƪŜŘ ŀōƻǳǘ ǘƘŜfact that Uncharted 2 is pretty much the exact opposite 
of Fallout 3, bothƛƴ ƛǘǎ ǎǘǊǳŎǘǳǊŜ ŀƴŘ ƛŘŜƴǘƛǘȅ ŀǇǇǊƻŀŎƘΦ LǘΩǎ ŀƴ ŀŎǘƛǾŜ ŎƛƴŜƳŀǘƛŎ 
experience ςa highly structured, story-driven game with strongly authored characters 
who constantly speak for themselves and set goals that propel the story forward.
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²ƛǘƘ ǎǳŎƘ ŀ ǎǘǊƻƴƎƭȅ ŎƘŀǊŀŎǘŜǊƛȊŜŘ ŀǾŀǘŀǊΣ ǿŜΩǊŜ ŀǳǘƻƳŀǘƛŎŀƭƭȅ ƻǇŜƴƛƴƎ tŀƴŘƻǊŀΩǎ .ƻȄΦ 
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Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ǿŜΩǊŜ ƻǇŜƴƛƴƎ ŀƴ ƛŘŜƴǘƛǘȅ ƎŀǇΥ ǿƛǘƘ ŜǾŜǊȅ ǎŜƭŦ-motivated, unexpected 
ǎǘŜǇ ǘƘŀǘ ǘƘŜ ŀǾŀǘŀǊ ǘŀƪŜǎΣ /ƘŀǊŀŎǘŜǊ ŀƴŘ tƭŀȅŜǊ ŘǊƛŦǘ ŀǇŀǊǘΦ LǘΩǎ ƘŀǊŘ ǘƻ ŦŜŜƭ ŀƎŜƴŎȅ 
when your destiny is driven by the actions of the on-screen 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 use the ƎŀƳŜǊΩǎunderstanding of myths ςhis collective unconscious 
ςto hold everything together.
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¢ƘŜ ǊŜŀǎƻƴ ǘƘƛǎ ǿƻǊƪǎ ƛƴ ǘƘŜ ŦƛǊǎǘ ǇƭŀŎŜ ƛǎ ŜȄǇƭŀƛƴŜŘ ƛƴ .ƻōΩǎ ǘŀƭƪΦ ²Ŝ ŎƻƴǎǳƳŜ ƳŜŘƛŀ 
ǘƻ ǊŜƛƴŦƻǊŎŜ ōŜƭƛŜŦǎΦ L ōŜƭƛŜǾŜ ǘƘŀǘ ƎŀƳŜǊǎΩ identity expectations are different for story-
driven games. ²ŜΩǾŜ ǎŜŜƴ Ƙƻǿ Cŀƭƭƻǳǘ о lets us build our own myth in an interactive 
ǿŀȅΣ ǿƘƛŎƘ ƛǎ ŀǿŜǎƻƳŜ ŦƻǊ ƻǳǊ ƳŜŘƛǳƳΦ .ǳǘ ǘƘŜǊŜΩǎ ǘƘŜ ǘǊŀŘƛǘƛƻƴŀƭ ǿŀȅΣ ŀǎ ǿŜƭƭΥ ƎƻƛƴƎ 
ƻƴ ǎƻƳŜōƻŘȅ ŜƭǎŜΩǎ ƧƻǳǊƴŜȅΦ aŀƴȅ ƎŀƳŜǊǎ ŀǊŜ ƎƻƛƴƎ ǘƻ ǿƛƭƭƛƴƎƭȅ ǎŀŎǊƛŦƛŎŜ 
agency/player story to experience this kind of journey. We might nameƛǘ άƳȅǘƘ 
ǊŜŎŀƭƭέΥ ǿe relivesomebodyŜƭǎŜΩǎ ƧƻǳǊƴŜȅΣ ŘǊƛǾƛƴƎ ƘƛƳ ǘƘǊƻǳƎƘ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƭƛƪŜ ŀ 
vehicle. 
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¢Ƙƛǎ ŦƭƛǇǎ ŀǊƻǳƴŘ ǘƘŜ ǿŀȅ ǿŜ ŎǊŜŀǘŜ ƳƻǘƛǾŀǘƛƻƴ ƛƴ ǘƘŜǎŜ ƎŀƳŜǎΦ ¦Ǉ ǳƴǘƛƭ ƴƻǿΣ ǿŜΩǾŜ 
stressed that motivation should be created in the Player. 
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bƻǿ ǿŜ ǘǳǊƴ ǘƘŀǘ ŀǊƻǳƴŘΣ ǇǳǘǘƛƴƎ ǘƘŜ tƭŀȅŜǊ ƛƴ ŀ ŦǊŀƳŜ ƻŦ ƳƛƴŘ ǿƘŜǊŜ ƘŜ ŘƻŜǎƴΩǘ 
mind following Nathan Drake because he wants to be him. Because he *knows* 
bŀǘƘŀƴ 5ǊŀƪŜΦ aŀȅōŜ ƴƻǘ ǇŜǊǎƻƴŀƭƭȅΣ ōǳǘ ƘŜΩǎ ǿŀǘŎƘŜŘ ŜƴƻǳƎƘ LƴŘƛŀƴŀ WƻƴŜǎ ƳƻǾƛŜǎ 
to know what this journey is about. And guess what ςƘŜΩǎ ŀƭǿŀȅǎ ǿŀƴǘŜŘ ǘƻ ōŜ 
Indiana Jones/Nathan Drake.

This is fantasy fulfillment, and all games cater to it some shape or form. But 
ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǘƘƛǎ ŘƻŜǎƴΩǘ ŀǳǘƻƳŀǘƛŎŀƭƭȅ ǎƻƭǾŜ ǘƘŜ ǇǊƻōƭŜƳΦ WeŎŀƴΩǘ ǎƛƳǇƭȅ ŎǊŜŀǘŜ ŀ 
ǎǘǊƻƴƎƭȅ ŎƘŀǊŀŎǘŜǊƛȊŜŘ ŀǾŀǘŀǊ ōŀǎŜŘ ƻƴ ŀ ƳȅǘƘƛŎ ŀǊŎƘŜǘȅǇŜ ŀƴŘ ǘƘƛƴƪ ǘƘŀǘ ǿŜΩǊŜ 
closing the identity gap. We need to execute on it, as well.
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.ŀŘ ŜȄŜŎǳǘƛƻƴ ƛǎ ǿƘŜǊŜ Ƴƻǎǘ ƻŦ ƻǳǊ ōŀŘ ǎǘƻǊƛŜǎ ŎƻƳŜ ŦǊƻƳΣ ōŜŎŀǳǎŜ ǿŜΩǊŜ ŀŎǘƛƴƎ ƭƛƪŜ 
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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L ŘƛŘƴΩǘ ǿƻǊƪ ƻƴ ¦ƴŎƘŀǊǘŜŘ нΣ ŀƴŘ ǘƘŜ Ǝǳȅǎ ǿƘƻ ŘƛŘ ǇǊŜǎŜƴǘŜŘ ŀ ƴǳƳōŜǊ ƻŦ 
interesting talks about the development of that game. LΩƳ ƴƻǘ ƘŜǊŜto analyze what 
makes Uncharted 2 so successful, I just want to show how it fits into the idea of the 
identity bubble. 

ÅGamers play titleslike Uncharted 2 because they want to experience what it is like to 
be Nathan Drake,and the long list of archetypes he is based on (most notably Alan 
Quatermainand Indiana Jones).
Å!ǎ ŘŜǾŜƭƻǇŜǊǎΣ ǿŜ ŜƴƎŀƎŜ ǘƘŜ άtŜǊŎŜƛǾŜŘ ǎŜƴǎŜ ƻŦ ƛŘŜŀƭƛȊŜŘ ǎŜƭŦέ ƛŘŜƴǘƛǘȅ ŦǊŀƎƳŜƴǘ: 
the gamer sees qualities of himself in characters like Nathan Drake.He looks for 
opportunities to reinforce this belief - by playing the game. 
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The ƎŀƳŜǊΩǎexpectations 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.

²Ŝ ŎƻǳƭŘ ǎǳƳ ǳǇ ¦ƴŎƘŀǊǘŜŘ нΩǎ ƴŀǊǊŀǘƛǾŜ ǿƛǘƘ ǘƘǊŜŜ ǎŎǊŜŜƴǎƘƻǘǎ ŦǊƻƳ wŀƛŘŜǊǎ ƻŦ ǘƘŜ 
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 
¦ƴŎƘŀǊǘŜŘΩǎfavor, because the same goes for the ƎŀƳŜǊΩǎagency expectations ςthe 
journey is more important than unlimited expression.
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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 to ShambhalaΦ ¢ƘŜ ǉǳŜǎǘƛƻƴ ƛǎΣ άƘƻǿ Řƻ ǿŜ ƎŜǘ 
ǘƘŜǊŜΚέ ό¢ƘŜ ƻƴƭȅ ǘƛƳŜ L ǊŜƳŜƳōŜǊ ¦ƴŎƘŀǊǘŜŘ нΩǎ ƛŘŜƴǘƛǘȅ ōǳōōƭŜ ǇƻǇǇƛƴƎ ǿŀǎ ǿƘŜƴ 
bŀǘƘŀƴ 5ǊŀƪŜ ŜȄǇǊŜǎǎŜŘ Ƙƛǎ ŘŜǎƛǊŜ ǘƻ ŜƴŘ ǘƘŜ ƧƻǳǊƴŜȅ άǊƛƎƘǘ ƘŜǊŜ ŀƴŘ ƴƻǿέ ƛƴ ǘƘŜ 
Himalayan village ςōŜŎŀǳǎŜ L ŀƭǊŜŀŘȅ ƪƴŜǿ ǘƘƛǎ ǿŀǎƴΩǘ ŀŎǘǳŀƭƭȅ ƎƻƛƴƎ ǘƻ ƘŀǇǇŜƴΦύ

Naughty Dog also invests an large amount of attention to realign Player and 
/ƘŀǊŀŎǘŜǊΦ hƴŜ ǘŜŎƘƴƛǉǳŜ ƛǎ ǿƘŀǘ ǘƘŜ ǘŜŀƳ ŎŀƭƭŜŘ άǘƘŜ ƎŀǇέ ƛƴ ƻƴŜ ƻŦ ǘƘŜ D5/ ǘŀƭƪǎΦ 
LǘΩǎ ǘƘŜ ƛŘŜŀ ǘƘŀǘ ŜŀŎƘ ǳƴŜȄǇŜŎǘŜŘ ƻōǎǘŀŎƭŜ ǘƘǊƻǿƴ ƛƴ 5ǊŀƪŜΩǎ ǿŀȅ ǿƛǇŜǎ ƻǳǘ 
information about the journey ahead. It levels the playing field ςbringing Player and 
Character on the same page. The ƎŀƳŜǊΩǎsense of driving the action is reinforced 
with the use of landmarks ςevery 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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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.
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This is where Uncharted 2 uses the moment-to-moment experience,similarlyto what 
we saw in Fallout 3: it hooks Character and Player togetherby fundamentally weaving 
ǘƘŜ /ƘŀǊŀŎǘŜǊΩǎ ƛŘŜƴǘƛǘȅ ƛƴǘƻ ŎƻǊŜ ƎŀƳŜǇƭŀȅ ŀŎǘƛƻƴǎΦ
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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 mysteries ςa trait that the player acts out when solving puzzles. 
5ǊŀƪŜΩǎ ǊŜǎƻǳǊŎŜŦǳƭƴŜǎǎ ƛǎ ǿƻǾŜƴ ƛƴǘƻ ǘƘŜ ƎŀƳŜΩǎ ǘǊŀǾŜǊǎŀƭ gameplay. On a base level, 
ŀƭƭ ƻŦ ¦ƴŎƘŀǊǘŜŘ нΩǎ ƎŀƳŜǇƭŀȅ ŀŎǘƛƻƴǎ ŀǊŜ ƎŜŀǊŜŘ ǘƻǿŀǊŘǎ ǊŜƛƴŦƻǊŎƛƴƎ bŀǘƘŀƴ 5ǊŀƪŜΩǎ 
character.They are geared towards making the guy in the costume very happy.

¢ƘŜ tƭŀȅŜǊ ƪƴƻǿǎ άǿƘŀǘ ƛǘΩǎ ƭƛƪŜέ ǘƻ ōŜ 5ǊŀƪŜΦ IŜalmost feels like Nathan Drake. 
¢ƘŜǊŜΩǎ ŀ ǾŜǊȅ ƘƛƎƘ ƭŜǾŜƭ ƻŦ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ςǿƘƛŎƘ ƛǎƴΩǘ ŀ ƎǊŜŀǘ ǘŜǊƳΣ ǘƘƻǳƎƘΣ ōŜŎŀǳǎŜ 
ƛǘ ŘƻŜǎƴΩǘ ǉǳƛǘŜ ŜȄǇǊŜǎǎ ǿƘŀǘΩǎ ƎƻƛƴƎ ƻƴ ǿƘŜƴ ǇƭŀȅƛƴƎ ǘƘŜ ƎŀƳŜΦ L ǿŀƴǘ ǘƻ Ŏŀƭƭ ƛǘ 
άƛŘŜƴǘƛǘȅ ŀōǎƻǊǇǘƛƻƴέΣ ƛƴǎǘŜŀŘΦ
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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 
ǎǘŀǊǘ ǘŀƭƪƛƴƎ ŀōƻǳǘ ǘƘŜ ŎŀǊ ƛƴ ŦƛǊǎǘ ǇŜǊǎƻƴΦ άI9 Ƙƛǘ ƳŜΦέ άIŜ Ŏǳǘ a9 ƻŦŦΗέ
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bŀǘƘŀƴ 5ǊŀƪŜ ƛǎ ŀ ŎŀǊΣ ŀƴŘ ǘƘŜ ǎŀƳŜ ŜŦŦŜŎǘ ƘŀǇǇŜƴǎΦ ²Ŝ ŘƻƴΩǘ ōŜŎƻƳŜ bŀǘƘŀƴ 5ǊŀƪŜΦ 
.ǳǘ ǿŜ ŀōǎƻǊō Ƙƛǎ ƛŘŜƴǘƛǘȅΣ ŀƴŘ ǘƘŀǘΩǎ Ƙƻǿ ǿŜ ǊŜƭŀǘŜ ǘƻ Ƙƛǎ ŎƘŀǊŀŎǘŜǊΦ
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If I was to state thedesign 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. I want to finish this talk with some advice derived from all of this.
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.ŜŦƻǊŜ ȅƻǳΩǊŜ ŜǾŜƴ ǿǊƛǘƛƴƎ ǘƘŜ ǎǘƻǊȅΣ ŀƭǿŀȅǎ ŀǎƪ ȅƻǳǊǎŜƭŦ ǘƘŜ ǉǳŜǎǘƛƻƴΥ ǿƘŀǘ ŘƻŜǎ ƛǘ 
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 ofbeing the Character is constantly reinforced through the 
tƭŀȅŜǊΩǎ gameplayactions, 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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Toshow how important this concept is, I want to look at Bioshock2 - which was a 
great game but had a very bad sense of gamer identity.

Bioshock2 puts the gamer in the role of a rogue Big Daddy.Big Daddies had a clearly 
and narrowly defined role in the world of Bioshock: they're bad-ass protectors of 
ϦǘƘƻǎŜ ƭƛǘǘƭŜ ƎƛǊƭǎέΦ Bioshock2 is too schizophrenic onthe Big Daddy archetype. On 
the one hand, many ofthe 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 Daddy.But it also presents the gamer with the choice of harvesting the Little 
Sisters,which 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 caststhe avatar in one role, while moment-to-moment gameplayis 
communicating a different direction for the character. Everytime the gamer eats a 
cream cake or harvests a little sister, Character and Player drift apart a little bit more. 
Until, as awesome as Bioshock2 was, it lost all sense of identity for me.
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The main lesson you should take away from this lecture is an understandingof double 
ŎƻƴǎŎƛƻǳǎƴŜǎǎΣ ǿƛǘƘ ƛǘǎ /ƘŀǊŀŎǘŜǊΣ tƭŀȅŜǊΣ tŜǊǎƻƴ ƳƻŘŜƭΣ ŀƴŘ IŀǊǾŜȅ {ƳƛǘƘΩǎ ƛŘŜƴǘƛǘȅ 
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.
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