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Abstract  

This interdisciplinary thesis critically explores the intersection of museum interpretation 

and videogames. It aims to identify affordances of videogames which address the needs and 

challenges of contemporary interpretative practice. This research will enable museums to 

more effectively and meaningfully utilise videogames as a form of interpretation in a sector 

which is increasingly interested in the potential of digital and new media. As previous 

research at the intersection of museums and videogames has rarely focused explicitly on 

interpretation, this thesis contributes to the development of the emerging field of research 

at the intersection. 

This thesis makes a detailed study of current academic conceptualisations of museum 

interpretation and how they have developed in relation to new theories and 

understandings. It then explores areas of significant crossover between museum studies, 

the professional museum sector, game studies, and the videogame industry which are 

relevant to interpretative practice. Utilising relevant literature and case studies, this thesis 

undertakes an integrative review of the following concepts; narrative and storytelling, 

emotion and affect, and rhetoric.  

Bridging the gap between theory and practice, this thesis also documents a six-month 

placement with the National Justice Museum. Employing a research through design method, 

the placement explored the possible applications of the research in a practical project. 

Through the negotiation of barriers and opportunities it examines the implications of the 

research for future museum game makers.  
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Introduction  

Ȭ4ÈÅ ÐÏÔÅÎÔÉÁÌ ÏÆ ÖÉÄÅÏÇÁÍÅÓ ÆÏÒ ÍÕÓÅÕÍÓ ÉÓ ÌÉÍÉÔÌÅÓÓȢȭ 

- Museum Lab, When Museums Meet Videogames Handbook (2022). 

 

Museums and Videogames 

In Ubisoft's Assassinȭs Creed: Brotherhood (2010) you play as a character called Ezio in 

Renaissance Italy. The videogame tells the story of a dispute between the two major fictional 

groups of the game series, the titular Assassins and the Templars. To contextualise the 

fictional storyline, Ubisoft attempted to create an authentic representation of the period, 

featuring numerous historical figures who are reimagined to fit within the world of the 

game, but nevertheless retain elements of historical accuracy in their depiction. One of these 

characters is Leonardo da Vinci, who features prominently. Many of his inventions, which 

are preserved in his writings and drawings, play an important role in the game. One 

especialÌÙ ÄÉÆÆÉÃÕÌÔ ÌÅÖÅÌ ÉÎ ÔÈÅ ÇÁÍÅ ÒÅÑÕÉÒÅÓ ÔÈÅ ÐÌÁÙÅÒ ÔÏ ÃÏÎÔÒÏÌ Á ÖÅÒÓÉÏÎ ÏÆ ÄÁ 6ÉÎÃÉȭÓ 

ȬÆÉÇÈÔÉÎÇ ÖÅÈÉÃÌÅȭȟ ÏÒ ÁÓ ×Å ÍÉÇÈÔ ËÎÏ× ÉÔ ÔÏÄÁÙȟ ÔÈÅ ÔÁÎËȢ )Î ςπρψȟ ÎÏÔ ÌÏÎÇ ÁÆÔÅÒ ÂÅÇÉÎÎÉÎÇ 

research for this thesis, I visited the Tank Museum in Bovington, UK. The Museum has a cut-

Á×ÁÙ ÍÏÄÅÌ ÏÆ ×ÈÁÔ ÄÁ 6ÉÎÃÉȭÓ ÖÅÈÉÃÌÅ ÍÉÇÈÔ ÈÁÖÅ ÌÏÏËÅÄ ÌÉËÅ. I was struck by the thought 

that my experience of playing that mission in !ÓÓÁÓÓÉÎȭÓ #ÒÅÅÄȡ "ÒÏÔÈÅÒÈÏÏÄ had added 

ÓÏÍÅÔÈÉÎÇ ÔÏ ÍÙ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÁÎÄ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÄÁ 6ÉÎÃÉȭÓ ÖÅhicle that the static model 

and its label alone could not provide. 

Museums and videogames are fields in convergence. It is becoming more common to see 

museums engaging in play; displaying, adapting, creating, and even co-creating games and 

playful experiences. In many cases these experiences are digital. Amongst these digital 

projects have been engagements with videogames which have taken various forms; from 

adaptations of intricate videogames published by major companies to simple independent 

games made by a small team or individual in partnership with a museum. Videogames too, 

are gaining cultural significance. The videogame industry continues to grow broader and 

more complex and in ways which have begun to push the boundaries of what might be 

considered purely entertainment. Indeed, the wider impact of videogames on society is 

often recognised, touching upon issues of community, social change, and learning.1 Once 

 

1 Recognition of the cultural significance of videogames can be seen in initiatives such as Games for 

Change which explores the social impact of videogames. Also worth noting is the decision by the 

Guardian ÎÅ×ÓÐÁÐÅÒ ÔÏ ÉÎÃÌÕÄÅ ÇÁÍÅÓ ÁÓ Á ÐÁÒÔ ÏÆ ÉÔÓ ȬÃÕÌÔÕÒÅȭ ÓÅÃÔÉÏÎȢ 
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considered the domain of the young, it is now increasingly likely that adults will be familiar 

with videogames. It is therefore perhaps not surprising that museums are incorporating and 

experimenting with videogames, engaging with a rich field of possibilities which have not 

yet been fully explored and understood from an academic perspective. This is the 

ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÔÈÅ ÏÎÇÏÉÎÇ ÐÒÏÊÅÃÔ Ȭ7ÈÅÎ -ÕÓÅÕÍÓ -ÅÅÔ 6ÉÄÅÏÇÁÍÅÓȭȟ ÁÎ ÉÎÉÔÉÁÔÉÖÅ ÒÕÎ 

by the We Are Museums group with Villa Albertine and the Smithsonian, that brings 

together museum professionals and game designers from across the world in talks and 

collaborative workshops.2 Exploring this field of possibilities is the starting point of my 

research.  

The aim of my research project is threefold, constructed around a series of research 

questions. The first asks, how has our understanding of museum interpretation developed 

and how do these developments relate to the understanding of museum videogames as an 

explicitly interpret ative product? This leads to the second question, which asks, what do 

videogames as a medium have to offer that could make them suited for use as part of 

museum interpretation? A further outcome of this is to identify how videogames could 

ÍÅÁÎÉÎÇÆÕÌÌÙ ÃÏÎÔÒÉÂÕÔÅ ÔÏ ÔÈÅ ÓÅÃÔÏÒȭÓ ×ÉÄÅÒ ÄÅÖÅÌÏÐÍÅÎÔ of digital interpretation. Finally, 

and on a more practical note, by developing a deeper understanding of the videogame 

medium and the process of building a museum videogame, this research asks, how can 

knowledge of videogame properties assist museums in the journey to becoming game 

makers? This will also involve addressing practical issues such as skills gaps, training , and 

financial barriers which might also prevent museums from engaging more deeply with 

videogames. This thesis aims to respond to these questions, and to provide a useful 

contribution to both the emerging field of study at the intersection of museums and 

videogames and to the professional museum sector. Alongside this written thesis, a further 

outcome of this research is a Twine game, Hard Craft, created in collaboration with The 

National Justice Museum in Nottingham. The game can be accessed via figshare (as detailed 

in the Data Access Statement). It is recommended that you play Hard Craft and familiarise 

yourself with it before reading the chapters in Part Three of this thesis where the design 

and development processes behind Hard Craft are discussed.  

 

Approach to the Research 

The research is rooted in an interdisciplinary approach, bringing together the analysis of 

 

2 4ÈÅ ȬWhen Museums Meet Videogamesȭ ÓÅÒÉÅÓ is available at: 

https://wearemuseums.com/whenmuseumsmeetvideogames  

https://wearemuseums.com/whenmuseumsmeetvideogames


3 

two distinct cultural forms (museums and videogames) and two fields of academic enquiry 

(museum studies and game studies) in order to critically explore the intersection of the 

fields and examine areas of crossover and connection that have not been extensively 

researched. It is exploratory in nature, identi fying the potential of the videogame medium 

to respond to innovations in contemporary museum interpretative practice through an 

examination of videogame properties. These properties enable deeper understanding of 

how videogames could be meaningfully employed as museum interpretation. It is also 

interdisciplinary in the sense that it utilises more than one research method. This research 

is divided into different parts that draw upon approaches from various fields in order to 

build a methodology that suits the type of research undertaken in each part.  

Before these methodologies are discussed, it is worth introducing a key term and concept 

ÔÈÁÔ ÉÓ ÕÔÉÌÉÓÅÄ ÔÈÒÏÕÇÈÏÕÔ ÔÈÉÓ ÒÅÓÅÁÒÃÈȢ 4ÈÅ ÃÏÎÃÅÐÔ ÏÆ ȬÁÆÆÏÒÄÁÎÃÅÓȭ first appeared in a 

study by James Gibson, a psychologist working in the field of visual perception. Affordances, 

as Gibson (1979:127) explores them, are about the discovery and identification of the 

possibilities offered by an environment; what the environment offers or provides to those 

who exist within it in terms of opportunities for different actions (see also Adams 

2018:300). The term affordance is not limited to the understanding of a specific medium. 

Whilst the theory laid out by Gibson was used to consider the affordances of the natural 

environment, it has since been adopted by numerous fields of academic study, and used to 

examine both physical and digital mediums. Notably, the concept of affordances often 

appears in the field of design, including human-computer interaction (Conole and Dyke 

2004; Kaptelinin 2014). The term has also been utilised in both academic fields of interest 

to this study, in discussions about the possibilities offered by different approaches to the 

design of videogames and museum interpretation (Adams 2018; Levine 2015:374; Ensslin 

2014; Wesp 2014)Ȣ !Ó ÓÕÃÈȟ ÉÎ ÔÈÉÓ ÒÅÓÅÁÒÃÈ ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ ȬÁÆÆÏÒÄÁÎÃÅȭ ÉÓ ÕÓÅÄ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ 

the videogame medium, and what the medium can offer in terms of possible interpretative 

design approaches, and the wider opportunities they provide for museums.  

 

Exploring the Intersection of the Fields  

As this research explores the intersection of two fields, the approach to examining the 

literature is, by necessity, a comparative one. Although positioned as a work in museum 

studies and therefore privileging the exploration of museum interpretation, this research 

also draws heavily and significantly upon research in the field of game studies in order to 

provide an informed and considered analysis of the intersection. Much of the writing that 

follows is based upon an extensive literature review of both fields with a focus on specific 
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areas of interest to establish an academic research foundation. In many ways this approach 

draws upon an integrative literature review method which aims to review and critique 

existing literature by integrating different ideas, findings, or fields where comparative 

research is emerging in order to provide and contribute new perspectives or understanding 

about a topic. This type of literature review is commonly found in newly emerging topics 

which do not yet have extensive research or literature reviews (Torraco 2005:357). It is also 

suited to interdisciplinary research which, due to its interdisciplinary nature, brings 

together different perspectives (Snyder 2019:333). The purpose of this type of review is not 

ÔÏ ÃÏÖÅÒ ÔÈÅ ÅÎÔÉÒÅÔÙ ÏÆ ÌÉÔÅÒÁÔÕÒÅ ÏÎ ÔÈÅ ÔÏÐÉÃȟ ÂÕÔ ÉÎÓÔÅÁÄ ÔÏ ȬÃÏÍÂÉÎÅ ÐÅÒÓÐÅÃÔÉÖÅÓ ÁÎÄ 

ÉÎÓÉÇÈÔÓ ÆÒÏÍ ÄÉÆÆÅÒÅÎÔ ÆÉÅÌÄÓ ÏÒ ÒÅÓÅÁÒÃÈ ÔÒÁÄÉÔÉÏÎÓȭ ɉ3ÎÙÄÅÒ ςπρωȡσσυ-336). It does this by 

exploring the literature through a specific lens ɀ in this case, the connections between 

museum interpretative theory and practice, and videogame affordances ɀ in order to draw 

out the main themes, ideas, strengths, weaknesses, and their relationships across the 

literature (Torraco 2005:361-362). In Part Two of this thesis, three themes are identified 

and explored using this methodology: narrative and storytelling, emotion and affect, and 

rhetoric. These themes were chosen following initial research into the fields of museum 

studies and game studies as areas in which the connections between the fields, and to the 

overarching concept of interpretation, were particularly evident. Employing a critical, 

integrated review therefore allows the author to undertake synthesis. Synthesis, Torraco 

(2005:362) explains, ÉÓ ×ÈÅÒÅ ȬÔÈÅ ÒÅÖÉÅ× ×ÅÁÖÅÓ ÔÈÅ ÓÔÒÅÁÍÓ ÏÆ ÒÅÓÅÁÒÃÈ ÔÏÇÅÔÈÅÒ ÔÏ ÆÏÃÕÓ 

ÏÎ ÃÏÒÅ ÉÓÓÕÅÓȣ ÉÎÆÏÒÍÅÄ ÂÙ ÔÈÅ ÁÕÔÈÏÒȭÓ ÉÎÔÉÍÁÔÅ ËÎÏ×ÌÅÄÇÅ ÏÆ ÔÈÅ ÔÏÐÉÃȭȢ !Ó ÐÁÒÔ ÏÆ ÔÈÅ 

review of the intersection of the fields and in order to also explore the connection between 

theory and practice, case studies are utilised throughout the thesis to examine the 

application of ideas and concepts in real-world situations.  

 

Fieldwork  

Whilst the majority of this thesis is built upon identifying connections within the literature, 

it is also intended to be of use to museum professionals. As such, to further bridge research 

and practice, a significant element of this study took the form of a six-month placement with 

the National Justice Museum. The methodological approach to the placement briefly 

introduced here is explored in more detail in Chapter Eight. The primary method for the 

placement is research through design. Practiced in the field of design, though increasingly 

common in other fields, a research through design approach aims to gain additional insight 

into a topic or question through a practical undertaking of the creative design process 

(Gauntlett 2015:3; Kara 2020:6). In this research the design thinking process is utilised due 
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to its emphasis on research as the basis of design, and the translation of research into a 

designed product. Research through design has also been identified as a method which 

further enables the integration of research and practice (Zimmerman et al. 2007:493). 

Undertaking research through design thus enables the exploration of the potential 

implementation of the research in practice, and how identifying and navigating the 

challenges, issues, and choices that arise from the design process can help in the discovery 

of relevant solutions and provide further insight into the research questions (Moura et al. 

2012:682). The nature of research through design means that the researcher is active in the 

design process, thus it is important to consider the researcherȭÓ reflexivity and positionality. 

As such, sections of this research are written in an autoethnographic style in order to 

ÁÃËÎÏ×ÌÅÄÇÅ ÔÈÅ ÉÍÐÁÃÔ ÏÆ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ ÍÏÔÉÖÁÔÉÏÎÓȟ ÆÅÅÌÉÎÇÓȟ ÁÎÄ ÒÅÓÐÏÎÓÅÓ ÕÐÏÎ ÔÈÅ 

final videogame project. The autoethnographic approach is designed to identify and analyse 

the personal experiences of the researcher and their influence upon the broader research, 

and it is strongly linked to reflection and reflexivity (Elli s et al. 2011). Autoethnography 

ÁÃÈÉÅÖÅÓ ÔÈÉÓ ÂÙ ÍÁËÉÎÇ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒȭÓ ÁÇÅÎÃÙ ×ÉÔÈÉÎ ÔÈÅ study explicit, placing the 

researcher at the heart of the text (Atkinson 2006:383; Denshire and Lee 2013:222). The 

autoethnographic sections of this research are built upon the notes and observations 

recorded in a research diary and other materials created and collected during the period of 

the placement, which can also be found on the figshare.  

A final element of the fieldwork is the use of Twine software to develop Hard Craft. Twine, 

originally designed as an interactive fiction software based on hypertext, is utilised as the 

software for the National Justice Museum game in this research for two main reasons. 

Firstly, Twine is free to use and browser-based, which makes it accessible to the majority of 

museums. Secondly, Twine is designed for beginners and does not require knowledge of 

coding languages. Twine has a significant amount of online documentation, guides, and 

forums to assist new users with navigating and using the software. My own familiarity with 

Twine from previous projects was also a consideration, as I have no formal training in game 

design or development. This meant that I had an understanding of what the software was 

capable of and did not need to undertake training in its use, and that I could share my 

knowledge with the collaborating institution.  

  

Navigating this Thesis  

This thesis brings together the academic and the practical, museums and museum studies, 

and videogames and game studies. The following chapters attempt to construct a bridge 

between museum studies, game studies, videogames, and museum practice with a focus on 
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interpretation. They aim to demonstrate both the complex nature of the intersection 

between these areas and offer insight into how affordances of the videogame medium can 

fulfil the needs of museum interpretation through three specific areas of interest ɀ narrative 

and storytelling, emotion and affect, and rhetoric - in terms of theory, practice, and 

additional knowledge gained through research through design. 

The thesis is divided into three parts. Part One, formed of two chapters, examines the 

broader development of museum interpretation, videogames and the intersections between 

them. Chapter One examines the wider commonalities between museums and videogames, 

providing an overview of the resulting development of interest and study at the 

convergence of the fields. It also considers the positionality of the research in relation to 

ongoing work at the intersection of the academic fields and practice. Chapter Two critically 

examines the concept of interpretation within museum studies and practice, examining the 

relationship between the professional and academic in terms of how interpretation within 

museums is - ÏÒ ÉÓÎȭÔ - identified and understood. By exploring the development of the 

concept, this chapter identifies key features of museum interpretation that support Parts 

Two and Three, enabling the exploration of connections between these features and the 

videogame medium. Finally, this chapter reconsiders the conceptual understanding of 

interpretation by making the argument that the concept of interpretation itself can be seen 

as the exploration of affordances. 

Part Two identifies areas where museum studies, game studies and practice intersect in 

relation to museum interpretation, focusing specifically on narrative and storytelling, 

emotion and affect, and rhetoric. Chapter Three establishes crossovers in terminology and 

theory, indicating areas of alignment between the academic fields that enable comparison. 

Chapters Four, Five and Six then examine the three areas of interest in detail, each 

discussing museum interpretation and videogames together. These chapters break down 

the various elements of museum interpretation and videogame design, theory, and practice 

in relation to the three areas of interest, to identify areas of intersection and indicate the 

possible affordances of videogames relevant to museum interpretation. 

Part Three builds upon the previous parts by examining the bridging of theory and practice 

through a process of research through design. Formed of two chapters, it describes the six-

month placement undertaken at the National Justice Museum in Nottingham as part of the 

research. Chapter Seven provides an overview of the placement research and methods, and 

the game outcome, considering the wider opportunities and limitations of the project. 

Chapter Eight then examines the development of the game using research through design, 

exploring how the research and insights of the previous parts of the thesis might be applied 
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in a practical project. Moreover, this chapter reflects upon how the game ties back to the 

literature, and how the practicalities of the design and collaborative processes influenced 

the outcome of a videogame designed as museum interpretation.  

Finally, the conclusion of the thesis extends the process of reflection. It summarises the key 

findings of the research and looks to the future of the intersection of museum interpretation 

and videogames. When this research began in 2018, there was already considerable and 

growing interest in exploring the potential of videogames in museums. Following the events 

of the last four years, the acceleration of this interest points to how future work in this area 

might continue to profitably advance both fields. 
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Part One 

Museum Interpretation and Videogames in Convergence  
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1. Fields in Convergence 

 

1.1 Videogames and Museums 

How is a videogame like a museum? This is a discussion that has become increasingly 

popular in recent years (Davies 2022; Faber 2021). In a conceptual sense there are many 

things museum and videogames have in common, more than perhaps is immediately 

obvious. When I began research for this thesis I did so with the understanding that there 

was growing interest in the crossover between museums and videogames, based on 

ÒÅÓÅÁÒÃÈ ÆÏÒ ÍÙ ÍÁÓÔÅÒȭÓ ÄÅÇÒÅÅ ÄÉÓÓÅÒÔÁÔÉÏÎȢ !Ó ÐÁÒÔ ÏÆ ÔÈÁÔ ÄÉÓÓÅÒÔÁÔÉÏÎȟ ) ÄÉÒÅÃÔÌÙ 

compared two pieces of writing, the Museums Change Lives manifesto by the Museums 

!ÓÓÏÃÉÁÔÉÏÎ ɉςπρσɊ ÁÎÄ 2ÁÌÐÈ +ÏÓÔÅÒȭÓ ÂÏÏË A Theory of Fun for Game Design (2004), finding 

that there were many similarities between what the respective authors understood as the 

key principles and features of museum and videogames.  

Take the common principles of videogames, which could be broken down into three 

categories: accumulation of things that enable or enhance progression; navigation of game 

spaces; and overcoming barriers to advance through the game. The majority of videogames 

require players to engage with one or more of these principles. In relation to the intersection 

of museums and videogames, the first two of these principles are especially interesting. 

Accumulation relates to activities such as the collection of items, skills or abilities which 

allow players to progress further or with greater ease through the game. This includes the 

accumulation of purely aesthetic items, such as clothing or item skins that can improve a 

ÐÌÁÙÅÒȭÓ ÓÏÃÉÁÌ ÏÒ ÃÕÌÔÕÒÁÌ ÃÁÐÉÔÁÌȢ .ÁÖÉÇÁÔÉÏÎ ÅÎÃÏÍÐÁÓÓÅÓ ÔÈÅ ×ÁÙÓ ÉÎ ×ÈÉÃÈ ÐÌÁÙÅÒÓ ÍÏÖÅ 

around and negotiate games spaces in order to progress through the game, or to find things 

to accumulate [Fig 1.1]. Videogames communicate information about these spaces and what 

is contained within them to aid the player in successfully navigating and completing the 

game. These ideas and activities are also commonly found in museums. The museum 

industry is built upon the accumulation of things, things which might take the form of 

physical or digital objects and artifacts, or the more abstract such as ideas and stories. 

Similarly, museums involve physical and digital spaces that visitors are required to 

navigate. These spaces, as with videogames, are frequently designed in order to 

communicate information about, and engage visitors with, the spaces or collections the 

museum encompasses [Fig 1.1]. Successful navigation of museum spaces is rewarded with 

new knowledge, cultural capital or the enjoyment of the experience. This is mirrored by 

videogames, where completing the journey through the game also results in players gaining 
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something, be it knowledge, cultural capital, or the achievement of reaching the end.  

Museums and videogames are fields in convergence. This brief consideration of the broader 

aspects that make up the mediums suggests that a convergence has been underway as long 

as the museum and videogame sectors themselves. The purpose of this chapter is to provide 

a broad overview of the convergence. It explores the history of crossovers between 

museums and videogames, drawing out how contemporary practice at the intersection has 

developed and become increasingly complex. Following this, it considers the emergence of 

academic interest in the potentials of videogames and museums, establishing where this 

research is situated within the context of ongoing study.  

 

1.2 Museums at Play 

Before delving into the details of the convergence, let us explore the influence of wider 

factors on museums and play. Changes in the museum sector, which Kidd (2015:415) 

ÄÅÓÃÒÉÂÅÓ ÁÓ ÔÈÅ ȬÌÕÄÉÃ ÔÕÒÎȭ, have created an environment within which videogames and 

Fig 1.1: Comparing maps - both provide a sense of the space and how it can be navigated, points of 
interest are indicated with keys to explain the meaning of the symbols. 
Top: Part of the map in Assassin's Creed Brotherhood (2010). Image © Ubisoft.  
[This image has been removed by the author for copyright reasons] 
Bottom: The map for the National Museum of Flight. Image by kind permission of National 
Museums Scotland. 
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playful experiences have begun to thrive. Built upon evolving museum practices which 

increasingly place a focus on a people-centred approach over an object-centred one, this 

ÓÈÉÆÔ ÍÉÒÒÏÒÓ ÔÈÅ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ÔÈÅ ȬÅØÐÅÒÉÅÎÃÅ ÅÃÏÎÏÍÙȭ ×ÈÅÒÅ ÅØÐÅÒÉÅÎÔÉÁÌ 

opportunities are becoming a primary appeal for visitors (Hein 2006; Pine and Gilmore 

1999). Changing attitudes are also reflected in visitor motivations. Research into audience 

ÄÅÖÅÌÏÐÍÅÎÔ ÁÎÄ ÔÈÅ ȬÍÕÓÅÕÍ ÅØÐÅÒÉÅÎÃÅȭ ÈÁÓ ÒÅÖÅÁÌÅÄ that visitors value museums for 

more than their educational provision and have complex, and often experience-motivated 

reasons for visiting museums and heritage sites (Audience Agency 2022; Packer and 

Ballantyne 2016:136). The manifesto of the Happy Museum Project (Thompson et al. 

2011:6Ɋ ÐÏÓÅÓ ÔÈÅ ÑÕÅÓÔÉÏÎȟ Ȭ×ÈÁÔ ÏÔÈÅÒ ÁÓÐÅÃÔÓ ÏÆ ÔÈÅ ÍÕÓÅÕÍ ÅØÐÅÒÉÅÎÃÅ ɉÂÅÙÏÎÄ 

education, with its clear well-being outcomes) might be worked on in order to increase the 

well-ÂÅÉÎÇ ÐÏÔÅÎÔÉÁÌ ÏÆ Á ÍÕÓÅÕÍ ÖÉÓÉÔȩȭȢ !Ó ÍÕÓÅÕÍÓ ÅÍÂÒace new forms of practice to 

cater to different visitor groups and needs, the possibilities of play have often been 

recognised. 

The concept of play has been the subject of many academic studies. One well-known study 

ÉÓ *ÏÈÁÎ (ÕÉÚÉÎÇÁȭÓ 1938 book Homo Ludens. Huizinga (2003:28) understands play as a 

voluntary activity , defined by the sensation of fun, that occurs outside of the ordinary 

routines of life, and which has rules and aims which people agree to adhere to. Following 

Huizinga, Caillois (2001:5) further argues that the value of play is not found in the material 

or physical, but rather through the experience of play itself. During play we negotiate, learn, 

and come to understand the game, objects, social interaction, others, and ourselves. 

TherÅÆÏÒÅ ȬÁÌÌ ÐÌÁÙ ÍÅÁÎÓ ÓÏÍÅÔÈÉÎÇȭ ɉ(ÕÉÚÉÎÇÁ 2003:1). In recent years, museums have 

opened up considerably to the idea of play as part of the museum experience. This is not to 

say that play is a new concept. Witcomb (2006:353) notes that interactive museum 

installations with a focus on play have been prevalent for some time. However, over the last 

decade many museums have undertaken projects which aim to increase the use and 

understanding of play. This is perhaps most clearly seen in initiatives such as the Happy 

Museum Project which has supported research into play, including Manchester MuseumȭÓ 

explorations of ÃÈÉÌÄÒÅÎȭÓ ÐÌÁÙ ÁÎÄ ÈÏ× ÉÔ ÍÉÇÈÔ ÂÅ ÉÍÐÌÅÍÅÎÔÅÄ ÉÎ ÍÕÓÅÕÍs which 

resulted in the publication of a handbook for the sector entitled Rules for a Playful Museum. 

The handbook emphasises the importance of facilitating creativity and enjoyment, 

alongside skill development and learning, as outcomes of playful activities in museums 

(Derry 2015:2). Similarly, the 2019 exhibition Play Well at the Wellcome Collection explored 

ÔÈÅ ÒÏÌÅ ÏÆ ÐÌÁÙ ÉÎ ÓÏÃÉÅÔÙȟ ÉÎÖÅÓÔÉÇÁÔÉÎÇ ÈÏ× ȬÐÌÁÙ ÄÅÖÅÌÏÐÓ ÓÏÃÉÁÌ ÂÏÎÄÓȟ ÅÍÏÔÉÏÎÁÌ 

ÒÅÓÉÌÉÅÎÃÅ ÁÎÄ ÐÈÙÓÉÃÁÌ ×ÅÌÌÂÅÉÎÇȭȢ The exhibition established connections between play and 

creativity , imagination, learning, social skills development, storytelling, and emotional 
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expression.3 The facilitation of playful experiences in Play Well was at the forefront of the 

7ÅÌÌÃÏÍÅ #ÏÌÌÅÃÔÉÏÎȭÓ ÄÅÓÉÇÎ ÁÐÐÒÏÁÃÈȢ #ÕÒÁÔÏÒ 3ÈÁÍÉÔÁ 3ÈÁÒÍÁÃÈÁÒÊÁ ÃÏÍÍÅÎÔed that 

ÔÈÅÙ ×ÁÎÔÅÄ ÔÏ ȬÐÒÏÖÏËÅ Á ÄÅÓÉÒÅ ÔÏ ÐÌÁÙȭ ɉ3ÍÉÔÈ ςπς0).  

The growing interest in play can also be seen in co-produced exhibitions at Derby Museums. 

Created in collaboration with visitors, these exhibitions invite playful and dynamic 

interpretati on and engagement techniques. The 2015 exhibition Notice Nature Feel Joy 

featured masks, magnifying glasses, and tactile opportunities alongside traditional textual 

interpret atÉÖÅ ÍÅÔÈÏÄÓȢ 4ÈÅ .ÁÔÉÏÎÁÌ *ÕÓÔÉÃÅ -ÕÓÅÕÍȭÓ ÁÐÐÒÏÁÃÈ ÔÏ ÔÈÅÉÒ ÃÏ-productive 

exhibition programme also involves play. Weekly creative workshops led by artists enable 

visitors to interact with the Museum collection in imaginative and playful ways, such as 

printing their own wanted posters using traditional techniques and creating Lego 

protestors with individual messages.4 The playful approach is carried over into the 

exhibition as materials from these sessions inform and sometimes become part of the 

interpretation. The playful museum has been emerging digitally as well as physically 

through online workshops, social media initiatives and the adoption of various digital 

media. This increasing openness towards play has almost certainly contributed towards the 

accelerating convergence of museums and videogames. 

 

1.3 A Brief Overview of Contemporary Convergence 

1.3.1 Museums and Heritage in Videogames 

Interactions between museums and games have a complex and varied history. Connections 

can be traced back to some of the earliest computer games. For example, The Oregon Trail 

(1971-) was developed by three teachers from the Minnesota Educational Computing 

Consortium to educate schoolchildren about part of their cultural heritage, the realities of 

life on the frontier of exploration by American settlers in 1848. The game gained 

considerable popularity following its release to schools and was re-released numerous 

times to keep up with changing technology ɀ most recently in 2011 (Bouchard 2017; 

Lussenhop 2011). Such is the impact of The Oregon Trail that it is still referenced in popular 

ÃÕÌÔÕÒÅ ÔÏÄÁÙȟ ÐÁÒÔÉÃÕÌÁÒÌÙ ÔÈÒÏÕÇÈ ÔÈÅ ÐÈÒÁÓÅ ȬÙÏÕ ÈÁÖÅ ÄÉÅÄ ÏÆ ÄÙÓÅÎÔÅÒÙȭ ×ÈÉÃÈ ÉÎÄÉÃÁÔÅÄ 

the end of many playthroughs. The integration and inclusion of museum and heritage 

 

3 The interpretative text for the Play Well exhibition can be found in the image gallery, available at: 

https://wellcomecollection.org/exhibitions/XSg -7xEAACcAGVXc 
4 ȬMake It Yoursȭ #ÒÅÁÔÉÖÅ Workshops at the National Justice Museum: 

https://www.nationaljusticemuseum.org.uk/museum/whats -on?category=workshop  

https://wellcomecollection.org/exhibitions/XSg-7xEAACcAGVXc
https://www.nationaljusticemuseum.org.uk/museum/whats-on?category=workshop
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objects, locations, and environments in videogames is perhaps where the intersection of the 

fields is most easily recognised. Videogames utilising these elements continue to emerge, 

including the aforementioned !ÓÓÁÓÓÉÎȭÓ #ÒÅÅÄ series which simulates historic cities and 

environments. Recent instalments !ÓÓÁÓÓÉÎȭÓ #ÒÅÅÄȡ /ÒÉÇÉÎÓ (2017)  and !ÓÓÁÓÓÉÎȭÓ #ÒÅÅÄȡ 

Odyssey (2018)  ÈÁÖÅ ÉÎÃÌÕÄÅÄ Á ȬÄÉÓÃÏÖÅÒÙ ÍÏÄÅȭ ×ÈÉÃÈ ÁÃÔÓ ÁÓ an in-game museum, offering 

Ȭtoursȭ around the game environment which explore various topics from architecture to 

social history. Notably, the games utilise objects from museum collections as the basis for 

in-game re-creations, images and information about which are included in the tours 

(Batchelor 2018). Proving popular with players and educators alike, the latest game in the 

series !ÓÓÁÓÓÉÎȭÓ #ÒÅÅÄȡ 6ÁÌÈÁÌÌÁ (2020) will also include a discovery mode. Videogames have 

also used museums as settings for game areas. These include in-ÇÁÍÅ ȬÍÕÓÅÕÍÓȭ ×ÈÉÃÈ 

display objects designed for the game (The Stanley Parable 2013), the use of museum 

settings to provide contextual information about the game world (Bioshock 2007), and 

museums as locations in the game where things collected by the player can be stored, 

displayed, and interpreted (Animal Crossing series 2001-). These are but some of the ways 

in which videogames have engaged with museums, evidencing the breadth of opportunities 

at the intersection. 

 

1.3.2 The Growing Interest in Videogames by Museums 

Museums have also been engaging with videogames. Primarily, this has involved tackling 

questions surrounding the collection, preservation and display of videogames. In 2013, 

Paola Antonelli, a curator at the Museum of Modern Art (hereafter the MoMA), gave a TED 

4ÁÌË ÅÎÔÉÔÌÅÄ Ȭ×ÈÙ ) ÂÒÏÕÇÈÔ 0ÁÃ--ÁÎ ÔÏ -Ï-!ȭ ×ÈÉÃÈ ÅØÐÌÏÒÅÄ ÔÈÅ -ÕÓÅÕÍȭÓ ÁÃÑÕÉÓÉÔÉÏÎ 

of 14 videogames. The rationale behind which videogames to collect, Antonelli (2013) 

explains, was based in the potential of the videogame medium to explore interaction design, 

and ÇÁÍÅÓ ×ÈÉÃÈ ÒÅÐÒÅÓÅÎÔÅÄ ÃÅÒÔÁÉÎ ÔÈÉÎÇÓ ÓÕÃÈ ÁÓ ȬÇÒÁÔÕÉÔÏÕÓ ÖÉÏÌÅÎÃÅȭ ×ÅÒÅ ÁÖÏÉÄÅÄȢ 

Growing interest in videogames has resulted in the development of institutional forms at 

the intersection. In the UK, an early example of this was the 2002 touring exhibition Game 

On by the Barbican Centre, which explored the culture and history of computer games. More 

ÒÅÃÅÎÔÌÙ ÔÈÅ 6ÉÃÔÏÒÉÁ ÁÎÄ !ÌÂÅÒÔ -ÕÓÅÕÍȭÓ ɉhereafter the V&A) 2018 exhibition Videogames: 

Design/Play/Disrupt examined the game design process and the wider impact of 

videogames on culture and society. Beyond exhibitions, institutions dedicated to this 

intersection have been established such as the National Videogame Museum in the UK and 

the Computerspielemuseum in Germany. The development of museums which collect 

videogames has required further negotiation of issues around preservation and display. 
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Antonelli (2013) commented that the best way to preserve the medium is to acquire the 

game code as the technology upon which certain games are played is becoming obsolete, 

but that this often proves difficult due to the reluctance of game companies to share game 

code. The difficulties are perhaps most neatly summarised by the collection and display of 

Flappy Bird (2013), a popular mobile game, at the V&A. Displayed behind glass on a mobile 

phone which itself will likely degrade over time and eventually fail, the game cannot be 

played or interacted with in its intended manner. It prompted curator Kristian Volsing 

(2014) to question how videogames can be collected and displayed in museums in a manner 

that is authentic and representative of the original game experience, if it is possible at all.  

More broadly, museum professionals have engaged with ideas of how videogames and 

museums might be connected. In 2015, James Collins, Digital Media Project Manager at the 

Smithsonian Centre for Learning and Digital Access, discussed how games had the potential 

to transform museum experiences stating that museums need to experiment more widely 

to understand what games can offer, a stance echoed by a more recent article for 

MuseumNext by journalist Lauren Styx (Joseph 2015; Styx 2022). The San Francisco 

Museum of Modern Art commissioned a report into games and how they might fit into the 

-ÕÓÅÕÍȭÓ ÐÒÏÇÒÁÍme prior to their appointment of a game designer in residence. Brin 

(2015) specifically noted in her report her hope that the Museum would move away from 

ÔÈÅ ÉÄÅÁ ȬÔÈÁÔ ÇÁÍÅÓ ÁÒÅ ÅØÃÌÕÓÉÖÅÌÙ ÆÏÒ ÃÈÉÌÄÒÅÎȭ ÂÙ ÉÍÐÌÅÍÅÎÔÉÎÇ ÇÁÍÅÓ ÆÏÒ ÁÄÕÌÔÓ ÉÎ ÔÈÅÉÒ 

programming. Marchese (2020) writing for the Grey Art Gallery in New York on the 

collection of videogames by museums commented on the broader convergence of museums 

and videogames in recent years. The potentials at the intersection have also been explored 

through discussions on videogames at museum sector conferences. For example, MuseWeb 

and Museums Computer Network conferences have included talks on videogames, with the 

-ÕÓÅ7ÅÂȭÓ ',!-É (Galleries, Libraries, Archives and Museums Innovation) awards often 

including submissions of games made for and by museums.5 Also of interest are videogame 

conferences which have begun exploring the possibilities of games in museums, such as the 

Ȭ#ÕÌÔÕÒÅÄ 'ÁÍÅÓ ÁÎÄ "ÉÌÄÎÉÎÇȭ ×ÏÒËÓÈÏÐ ÁÔ $iGRA 2020.6 Explorations of the crossover 

between museums and games is ongoing. In the first half of 2022, MuseumNext held a three 

ÄÁÙ Ȭ-ÕÓÅÕÍÓȟ 'ÁÍÅÓ ÁÎÄ 0ÌÁÙȭ ÓÕÍÍÉÔȟ Museum-iD ÒÁÎ ×ÏÒËÓÈÏÐÓ ÏÎ ÔÈÅ ÔÏÐÉÃ ÏÆ ȬÃÒÅÁÔÉng 

ÉÍÍÅÒÓÉÖÅ ÇÁÍÅÓ ÉÎ ÙÏÕÒ ÍÕÓÅÕÍȭ, ÁÎÄ Á ÃÏÎÆÅÒÅÎÃÅ ÅÎÔÉÔÌÅÄ Ȭ0ÌÁÙȦ )ÎÔÅÒÄÉÓÃÉÐÌÉÎÁÒÙ 

 

5 See Escape from the Ballatine House and iThrive Sim: Lives in Balance which were nominated for a 

GLAMi award in 2021. The details are available at: https://mw21.museweb.net/glami -award-

finalists/index.html   
6 The 2020 DiGRA workshops can be explored at: https://digra2020.org/workshops/   

https://mw21.museweb.net/glami-award-finalists/index.html
https://mw21.museweb.net/glami-award-finalists/index.html
https://digra2020.org/workshops/


15 

#ÏÎÆÅÒÅÎÃÅ ÏÎ $ÉÇÉÔÁÌ 'ÁÍÅÓ ÉÎ -ÕÓÅÕÍÓȭ was held in Germany.7 Put together, these 

developments contribute to the wider convergence of museums and videogames and 

illustrate the complexity of the intersection(s). 

 

1.3.3 Videogames For/By Museums 

Turning then, to videogames adapted and made by museums. Games designed specifically 

by and for museums have been increasingly emerging in practice and a number of successful 

ÐÒÏÊÅÃÔÓ ÈÁÖÅ ÃÁÐÔÕÒÅÄ ÔÈÅ ÓÅÃÔÏÒȭÓ ÉÎÔÅÒÅÓÔȢ /ÎÅ ÅØÁÍÐÌÅ ÏÆ Á ÐÒÏÊÅÃÔ ÔÈÁÔ ÒÅÃÅÉved critical 

attention is High Tea (2011). High Tea is a free online strategy and resource management 

game about the opium trade between the UK and China in the 1800s which was produced 

by Preloaded for the Wellcome Collection. Designed to complement the Wellcome 

#ÏÌÌÅÃÔÉÏÎȭÓ ÅØÈÉÂÉÔÉÏÎ High Society, the gameȭÓ ÐÕÒÐÏÓÅ ×ÁÓ to reach new audiences and 

engage players with a difficult subject matter to encourage further research into the topic ɀ 

potentially including visits to the Museum (Birchall and Henson 2011:3). As such, High Tea 

was released both on the MÕÓÅÕÍȭÓ ×ÅÂÓÉÔÅ ÁÎÄ ÏÎ ÐÏÐÕÌÁÒ ÏÎÌÉÎÅ ÇÁÍÅ ÄÉÓÔÒÉÂÕÔÉÏÎ 

platforms, such as Newgrounds. The success of High Tea is evident in its evaluation report, 

where Birchall and Henson (2011:3) record that the game was played 1 million times in its 

launch week and was primarily encountered and interacted with outside of the MÕÓÅÕÍȭÓ 

website. These interactions also took unexpected forms such as reviews, YouTube 

walkthroughs, and comment threads on social websites discussing, for instance, the ethical 

issues explored by the game (Birchall and Henson 2011:13). Interestingly, whilst the game 

had educational aims embedded within its design, it was approached from a perspective 

which recognised the importance of ensuring the wider gameplay experience was 

enjoyable.8 This mindset likely contributed to the success of High Tea where other museum-

based games have struggled. Nubla (2016), an experimental art game created in 

collaboration between the Thyssen-Bornemisza Museum and Gammera Nest, also reached 

a wide audience and was released on major game platforms including the PlayStation 4. 

However, although many players discovered the art of the Museum through the game and 

found the game concept interesting, reviews were more negative, with players describing 

 

7 The ȬMuseum, Games and Play Summitȭ by MuseumNext can be explored at: 

https://www.museumnext.com/events/museums -games-play-summit/ ; The Museum-iD 

workshop on creating games for museums at: https://museum -id.com/museum-ideas-study-day-

creating-immersive-games-in-your-museum/; ȬPlay! Interdisciplinary Conference on Digital Games 

in Museumsȭ at: https://colognegamelab.de/about/campus-life-networking/play/play -english/   
8 High Tea on the Preloaded website: https://preloaded.com/work/wellcome -collection-high-tea/   

https://www.museumnext.com/events/museums-games-play-summit/
https://museum-id.com/museum-ideas-study-day-creating-immersive-games-in-your-museum/
https://museum-id.com/museum-ideas-study-day-creating-immersive-games-in-your-museum/
https://colognegamelab.de/about/campus-life-networking/play/play-english/
https://preloaded.com/work/wellcome-collection-high-tea/
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the play experience as simplistic and boring.9 When done well museum games can be highly 

successful, however museums have also recognised that a poorly designed game can 

potentially be damaging, resulting in a degree of caution towards their use.  

Following the success of High Tea and similar projects, more museums have chosen to 

invest in videogames. In 2014, the V&A announced that they would be employing Sophia 

George as game designer in residence to create a game based on their collections. This 

culminated in The Strawberry Thief (2014), a free iPad game inspired by the V&A collection 

of William Morris prints. Collaborations with game designers and companies have 

continued to be a popular avenue. One company, Preloaded, has worked with a variety of 

museums including the National History Museum of Utah to create Utah Climate Challenge 

(2018), and Nottingham Castle designing hybrid physical-digital games for their 2021 

refurbished Robin Hood Adventures gallery. Hybrid and mixed reality games in particular 

have seen a growth in interest as the technology required to play them has become cheaper 

and more widely available. Explorations in this area have led to a variety of interesting 

projects such as the Dambusters Virtual Reality experience at the Royal Air Force Museum 

which debuted in 2019. The experience used a physical replica of part of a Lancaster bomber 

as the setting for a virtual reality (hereafter VR) re-creation of the 1943 attack on the Möhne 

Dam. Father and Son (2017), a mobile game made for the Museum Archeologico Nazionale 

de Napoli by TuoMuseo, also utilises the potential of hybrid and mixed reality. This project 

is especially interesting as parts of the game can only be accessed by scanning codes within 

the physical Museum, potentially drawing in new visitors.  

As videogames can be an expensive investment, and one that does not guarantee success, 

many museums have searched for alternatives to creating their own games, resulting in the 

use and adaption of existing videogames. The potential of this form of practice can be 

examined through the varied and creative use of a single videogame. For example, the 

popular game Minecraft (2011) has found its way into many museum projects. The British 

Museum set up the MuseumCraft project in 2014, in which the Museum encouraged the 

existing Minecraft community to re-create their buildings and collections in Minecraft. In 

2016, the Museum of London commissioned a group of Minecraft players to create a replica 

of the city of London during the Great Fire of London in 1666, resulting in a set of 

downloadable maps with re-creations of the city before, during, and after the fire, allowing 

players to explore and discover the impact of the fire. During 2020, the National Museum 

 

9 Reviews of Nubla by various game sites: https://adventuregamers.com/articles/view/39877 , 

https://www.bonusstage.co.uk/archives/83306 , https://www.thegamer.com/nubla -review/   

https://adventuregamers.com/articles/view/39877
https://www.bonusstage.co.uk/archives/83306
https://www.thegamer.com/nubla-review/
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7ÁÌÅÓ ÒÁÎ Á Ȭ-ÉÎÅÃÒÁÆÔ 9ÏÕÒ -ÕÓÅÕÍȭ ÏÕÔÒÅÁÃÈ ÃÏÎÔÅÓÔȟ ÔÁËÉÎÇ ÁÄÖÁÎÔÁÇÅ ÏÆ Á ÎÁÔÉÏÎÁÌ 

programme which made -ÉÎÅÃÒÁÆÔȭÓ Education Edition freely available for Welsh 

schoolchildren, chaÌÌÅÎÇÉÎÇ ÃÈÉÌÄÒÅÎ ÔÏ ÄÅÓÉÇÎ ÔÈÅÉÒ Ï×Î ȬÍÕÓÅÕÍȭ ÁÎÄ ÓÕÂÍÉÔ ÉÔ ÔÏ ÔÈÅ 

competition. Finally, English Heritage used Minecraft to re-create one of their sites, 

Kenilworth Castle, and by working alongside Minecraft YouTubers was able to create in-

depth build tutorials on how to make realistic castle designs.  

Museums are increasingly experimenting with the various ways in which they can tap into 

the growing popularity of the videogame industry. This brief review of some recent 

examples of museum engagement with videogames suggests that the museum sector is 

becoming more familiar and experienced in working with the medium. The breadth and 

creativity of these various projects highlights the many different possibilities being 

explored and experimented with by museums across the world. Yet, whilst these advances 

are promising, I would argue that for the most part museums continue to engage with 

videogames and their potential in a limited way.  

 

1.3.4 Limitations and Barriers to Videogames in Museums  

Whilst videogames are becoming more common in museums it is important to acknowledge 

there are a number of limitations and barriers to wider use and experimentation. Practical 

limitations, such as the need to have the knowledge, skills, or financial capability to 

commission or create videogames mean that videogames remain out of reach for many 

institutions.  

First is the issue of resources. In the contemporary environment, many museums are facing 

financial difficulties. A survey of UK museums found that 35% of respondents expected to 

be working at a deficit in 2022-2023 (Art Fund and Wafer Hadley 2020). Videogames can 

be costly to make and maintain. Certain types of games, such as VR experiences, require 

expensive equipment which must then be kept in working condition. Therefore, investing 

in videogames is a decision that has to be carefully considered. This is perhaps why it is 

more common to see complex or numerous videogames at larger museums such as the 

Science Museum. However, free game-making software such as Twine, Bitsy, Construct 3, 

GameMaker Studio, and Unity is becoming increasingly accessible, providing more 

opportunities for institutions to create videogames at minimal cost. This brings us to 

another barrier, knowledge and training. The vast majority of museum professionals have 

little if any experience in videogame development, which can result in museums struggling 

with pre-conceptions and skills gaps in the design of effective experiences (De Angeli and 
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/ȭ.ÅÉÌÌ ςπςπȡσχ-38; Maye et al. 2014). An increasing number of beginners workshops, 

resources, and guides to designing games have been published. For instance GameChangers, 

an international movement championing games in education, has workshops and resources 

which introduce games and the design process.10 During 2020, the National Videogame 

Museum also ran workshops for beginners in the use of Twine, Bitsy, and other game-

making software.11 Museum-ÓÐÅÃÉÆÉÃ ÒÅÓÏÕÒÃÅÓ ÈÁÖÅ ÁÌÓÏ ÅÍÅÒÇÅÄȟ ÓÕÃÈ ÁÓ *ÏÈÎ 3ÅÁÒȭÓ 

tutorials for museums on the use of various types of game and game software.12 As such, it 

is possible for museums to begin to overcome these barriers. This is not to say that a 

videogame is always the right choice, and the goals and reasoning behind using a game 

should be carefully considered. 

Concerns about the ability of visitors to understand and engage with digital tools have been 

long held in museums. Gammon (2010:282,284), reflecting on his own experience designing 

computer-based games for museums, concluded that although visitors in general were not 

techno-phobic certain design elements could cause problems, such as restart buttons which 

caused visitors to lose progress and confusion caused by the increasing assumption that all 

screens should be touch-screens. Yet, since 2010 the videogame industry has grown into 

one of the largest entertainment industries in the world.13 /ÆÃÏÍȭÓ ɉςπςρɊ ÓÕÒÖÅÙ ÏÎ ÍÅÄÉÁ 

literacy found that 60% of UK adults and 91% of under-15s reported that they played 

videogames during 2020. Further research by The Association for UK Interactive 

Entertainment (UKIE) into player demographics found that the average player in 2021 was 

31.3 years of age, and that women are just as likely to play videogames as men.14 As such, 

an increasing percentage of the UK population are developing the skills and knowledge 

required to understand how videogames are played and interacted with. Studies have also 

noted that as a result of the growing popularity of videogames, museum visitors are 

becoming more likely to have experience with the medium (Kidd 2015; McGonigal 2012). 

Concerns regarding visitor capability to successfully engage with games may therefore be 

partially  resolved through increasing visitor familiarity with the medium, rather than 

 

10 GameChangers resources and workshops can be explored at: https://gchangers.org/history/   
11 "ÅÇÉÎÎÅÒȭÓ workshops at the National Videogame Museum are available at: 

https://thenvm.org/learning/learn -at-home/   
12 *ÏÈÎ 3ÅÁÒȭÓ tutorials  can be found at: https://www.johnsear.com/tutorials/   
13 StatistaȭÓ ςπρω ÒÅÐÏÒÔ shows the videogame industry bringing in a global revenue of more than 

the film and music industries combined. The report is available at: 

https://www.statista.com/chart/22392/global -revenue-of-selected-entertainment-industry -

sectors/  
14 Player Demographic research by UKIE can be explored at: 

https://ukiepedia.ukie.org.uk/index.php/Player_Diversity_%26_Demographics  

https://gchangers.org/history/
https://thenvm.org/learning/learn-at-home/
https://www.johnsear.com/tutorials/
https://www.statista.com/chart/22392/global-revenue-of-selected-entertainment-industry-sectors/
https://www.statista.com/chart/22392/global-revenue-of-selected-entertainment-industry-sectors/
https://ukiepedia.ukie.org.uk/index.php/Player_Diversity_%26_Demographics
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through specific design choices. Recent research indicates that the COVID-19 pandemic led 

to a renewed interest in videogames, with new players engaging with the industry and 

existing players spending more time playing (Ipsos MORI 2020; Skwarczek 2021). The 

acceleration of museum interest in videogames during this period enabled further 

exploration of both barriers and opportunities. 

 

1.4 Pandemic Gaming: An Acceleration of Interest 

Whilst the pandemic posed numerous issues for museums, it resulted in a renewed and 

accelerated interest in videogames and the development of new examples of 

experimentation in practice. During the periods of lockdown in the UK, museums were 

forced to close and had to rely on online programming, meaning that for a time digital 

engagement became the best way to reach visitors. The ways in which museum staff and 

visitors interacted with and interpret ed objects shifted to accommodate the new 

restrictions and opportunities of working in a solely digital museum space. For visitors with 

access to the internet museums became increasingly accessible with tours, talks, 

workshops, and livestreams providing diverse opportunities to engage with collections and 

stories in ways that were not necessarily available pre-pandemic. The pandemic led many 

museums to rethink and better integrate digital elements into their work ɀ supported by 

organisations such as the Heritage Digital Academy.15 Relevant to this research is that a 

number of museums, institutions, individuals, and organisations responded to the 

pandemic by utilising videogames as an avenue to engage audiences and explore collections. 

Museum interactions with Animal Crossing: New Horizons (2020, henceforth AC:NH) during 

the pandemic provide a particularly interesting example of how continued interest in 

videogames can result in interesting and innovative ideas. AC:NH tasks players with 

developing a deserted island into a destination for villagers and visitors. Much like the 

diverse use of Minecraft, AC:NH appeared in many museum projects during 2020 and 2021 

(Hondsmerk 2021). Released serendipitously in April 2020, coinciding with lockdowns in 

the UK and USA, the game gained considerable popularity. There are many affordances of 

AC:NH which enabled museums to utilise the game to their advantage. Notably, Animal 

Crossing games commonly include an in-game museum which displays items such as fossils, 

bugs, fish, and works of art which have been collected and contributed by the player. AC:NH 

built upon this mechanic by introducing a special event celebrating International Museum 

 

15 The Heritage Digital Academy was set up in 2020 by The Heritage Alliance and can be found at: 

https://charitydigital.org.uk/heritage -digital-academy 

https://charitydigital.org.uk/heritage-digital-academy
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Day, creating a clear opportunity for museums to engage with the game and its players. 

Several articles were published by museum professionals and academics which compared 

the design of AC:NHȭÓ ÍÕÓÅÕÍ ÁÎÄ ÔÈÅ ÐÒÁÃÔÉÃÅÓ ÏÆ ÉÔÓ ÄÉÒÅÃÔÏÒ ÁÎÄ ÃÕÒÁÔÏÒȟ ÁÎ Ï×Ì ÎÁÍÅÄ 

Blathers, to real museum practices. For example, Humphreys (2020) explored the ethical 

and legal issues with the approach to the museum in AC:NH in comparison to the standards 

of the real museum sector in the ÁÒÔÉÃÌÅ Ȭ!Î ÉÎÖÅÓÔÉÇÁÔÉÏÎ ÉÎÔÏ "ÌÁÔÈÅÒÓȭ ɉÓÅÅ also Carter 

2020; Han 2020). Equally, the affordances of the game mechanics in AC:NH provided 

opportunities for diverse and creative interactions between the game, visitors/players, and 

museums.  

The Metropolitan Museum of Art (hereafter the MET) and the Getty Museum in the USA 

used AC:NH to widen access to their collections. Utilising the in-game custom design tool 

which allows players to create pixel art, the MET and the Getty Museum made thousands of 

artworks available for players to download to decorate their islands.16 Several players used 

their islands to create versions of museums, galleries and related visitor attractions. One 

island, by installation artist Shing Yin Khor, re-created the MoMA and many of its popular 

art exhibits [Fig 1.2]. Particularly interesting in regard to interpretation was a project run 

by The Museum of English Rural Life (hereafter the MERL). The MERL, which had a strong 

online presence even before the pandemic, had recently held an exhibition on rural smocks. 

Taking advantage of the custom design mechanic in AC:NH, the MERL challenged visitors 

and followers on Twitter to design their own smock. The response to the challenge 

ÅÖÉÄÅÎÃÅÄ ÔÈÅ ÖÁÒÉÅÔÙ ÏÆ ×ÁÙÓ ÐÌÁÙÅÒÓ ÈÁÄ ÅÎÇÁÇÅÄ ÁÎÄ ÉÎÔÅÒÐÒÅÔÅÄ ÔÈÅ ÔÈÅÍÅ ÏÆ ÔÈÅ ȬÓÍÏÃËȭȟ 

varying from traditional cultural designs, references to pop-culture and attempts to directly 

ÃÏÐÙ ÈÉÓÔÏÒÉÃ ÓÍÏÃËÓ ÆÒÏÍ ÔÈÅ -%2,ȭÓ collection. The response inspired the Museum to 

create a new gallery on its website which displayed the submitted smock designs.17 These 

player-made, digital-born, AC:NH designs were treated as though they were themselves 

museum objects, displayed in an online gallery with accompanying interpretative text that 

incorporated information shared by the original designers and further context provided by 

the Museum. 

However, museums did not just adapt existing videogames. During the pandemic, many 

museums became comfortable and confident in playfully engaging visitors, resulting in a 

rich variety of digital games. Many of these games were simple, easy to produce and use, 

 

16 The Animal Crossing Art Generator tool created for the Getty Museum can be found at: 

https://experiments.getty.edu/ac -art-generator/   
17 The online gallery, #AniMERLCrossing: A Gallery of Smocks, can be found at: 

https://merl.reading.ac.uk/explore/online -exhibitions/animerlcrossing -smocks/  

https://experiments.getty.edu/ac-art-generator/
https://merl.reading.ac.uk/explore/online-exhibitions/animerlcrossing-smocks/
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such as crosswords and puzzles made using freely-available online tools; meaning that they 

were not necessarily beyond the skill of museum professionals who did not have the 

knowledge or training to take advantage of more complex game formats. A search of the 

#MuseumGames hashtag on Twitter provides numerous examples of different museums 

using simple, digital game-based methods to engage visitors [Fig 1.3]. One particularly 

popular game that emerged during this period was a challenge set by the Getty Museum. 

The Museum asked their visitors and Twitter followers to re-create artworks from their 

Fig 1.2: Marina Abramovic's The Artist Is Present re-created in AC:NH by artist Shing Yin Khor. 
Image © Shing Yin Khor.  
[This image has been removed by the author for copyright reasons] 
 

Fig 1.3: Museums engage with digital games on Twitter at the start of the pandemic. 
Images © Henry B Plant Museum [left], Abingdon County Hall Museum [right]. 
 

Fig 1.4: A page from Off the Walls: Inspired Re-Creations of Iconic Artworks by the Getty Museum 
(2020) 
Image © Getty Publications.  
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collections using objects found around their homes. The challenge became so popular that 

the Museum later published a book entitled Off the Walls: Inspired Re-Creations of Iconic 

Artworks (2020) which brought together many of the visitor submissions [Fig 1.4].  

There were also examples of institutions using freely-available game-making tools, such as 

Twine and Bitsy, to create original digital games based on their sites and collections. The 

tongue-in-cheek British Library Simulator was created using Bitsy. Complete with in-jokes 

and forth-wall-breaking narrative, the simulator attempted to re-create the experience of 

visiting the British Library , with the aim of raising awareness of the ways people could still 

use the library even when the physical building was closed [Fig 1.5]. The simulator went on 

to win a British Library Labs Staff Award.18 Practitioners working at the intersection of 

museums and play also took the opportunity to engage museums in the development of 

games. John Sear, a self-described designer of games for museums, used the lockdown 

periods to build a framework and online tool for the creation of digital museum escape 

rooms. The project resulted in a pre-designed example game along with an online design 

tool and instructions explaining how museums could use it to create their own games.19  

This brief overview evidences the continued acceleration of interest in how videogames can 

contribute to museum work, influenced in part by the necessity for new ideas during the 

pandemic. The wide variety of projects and interactions that resulted from this heightened 

 

18 An introduction to the British Library Simulator game by its creator, curator of digital 

publications Giulia Carla Rossi is available at: https://www.youtube.com/watch?v=20Wu -oGbVAA  
19 *ÏÈÎ 3ÅÁÒȭÓ ÅØÁÍÐÌÅ ÅÓÃÁÐÅ ÇÁÍÅ is available at: https://yourmuseum.guide/tours/view/FUN   

Fig 1.5: The British Library Simulator 
Images © Giulia Carla Rossi. 
 

https://www.youtube.com/watch?v=20Wu-oGbVAA
https://yourmuseum.guide/tours/view/FUN
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engagement is suggestive of the potential of further work at the intersection. 

 

1.5 Academic Interest 

1.5.1 Growth in Interest at the Intersection  

Despite the increase in interest, academic work has only recently begun to examine the 

implicat ions of this intersection in terms of academia and practice. It is worth  noting that 

museum studies and game studies (particularly in relation to videogames) are, relatively 

speaking, young academic fields. The debuts of now-established journals reflect this. Game 

Studies, a cross-disciplinary venture exploring the impact of computer games published its 

first issue in 2001, and Games and Culture, exploring the socio-cultural, political and 

economic impacts of videogames, started in 2006. Similarly, whilst practice-focused 

museum studies courses have been offered at universities since the mid-1960s, critical 

approaches to museums studies in academia did not develop fully until the 1990s 

(Merriman 2020:173-174). 

The first texts that identified and explored the intersection of videogames and museums 

tended to emerge from practice rather than academia. These often took the form of sections 

in practical guides, reports, and evaluations, such as a section on computer-based games in 

the Futurelab report Learning with Digital Technologies in Museums, Science Centres and 

Galleries (Hawkey 2006). Similarly, the edited collection Museums at Play (Beale 2011) 

contained essays from a variety of museum professionals on the various ways in which 

videogames and museums were interacting. Case studies of museum videogames formed 

the basis of many chapters in the collection, such as Time Explorer at the British Museum 

and High Tea at the Wellcome Collection, with authors contextualising and analysing 

practice within a critical and academic framework (Birchall and Henson 2011a; Prudames 

2011). The influence of practice upon the development of academic interest is clear, with 

case studies forming the basis of many academic texts. Whilst professionals continued to 

advance and innovate, academic works began to delve into some of the deeper questions 

evoked by their projects, providing critical analyses of practice (Kidd 2019; Poole 2018; 

Proctor 2015). However, the findings of academic works do not necessarily feed back into 

practice ɀ ÁÎ ÉÓÓÕÅ ÔÈÁÔ ÃÏÌÌÁÂÏÒÁÔÉÏÎÓ ÓÕÃÈ ÁÓ ÔÈÅ 6Ǫ! ÁÎÄ !ÂÅÒÔÁÙ 5ÎÉÖÅÒÓÉÔÙ ÐÒÏÊÅÃÔ Ȭ6ÉÄÅÏ 

'ÁÍÅÓ ÉÎ ÔÈÅ -ÕÓÅÕÍȭ ÈÁÖÅ ÁÔÔÅÍÐÔÅÄ ÔÏ ÏÖÅÒÃÏÍÅ ɉ7ÈÉÔÅ ÁÎÄ 0ÁÒËÅÒ ςπρφɊȢ 4ÈÉÓ ÔÈÅÓÉÓ 

therefore aims to undertake critical examination of the potential of videogames as museum 

interpretation in a manner that is useful and accessible to both academics and practitioners. 

Recently an increasing number of academics have looked critically at the potentials and 
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possibilities afforded by the use of videogames in museum work. As a new and emerging 

ÁÒÅÁ ÏÆ ÓÔÕÄÙȟ ÄÅÖÅÌÏÐÍÅÎÔÓ ÁÔ ÔÈÉÓ ÉÎÔÅÒÓÅÃÔÉÏÎ ÃÁÎ ÂÅ ȬÓÏÍÅ×ÈÁÔ ÆÒÁÇÍÅÎÔÁÒÙȭ ɉ#ÁÍÐÓ-

Ortueta et al. 2021:196). Due to its multi/interdisciplinary nature certain areas of research 

have received more attention than others, resulting in gaps in the literature and between 

literature and practice. Jenny Kidd (2013:103) noted in her book Museums in the New 

Mediascape: Transmedia, Participation, Ethics, which contained a chapter exploring 

empathy in online museum games that, at the time of publication, online gaming in a 

ÍÕÓÅÏÌÏÇÉÃÁÌ ÃÏÎÔÅØÔ ×ÁÓ ȬÓÉÇÎÉÆÉÃÁÎÔÌÙ ÕÎÄÅÒ-ÒÅÓÅÁÒÃÈÅÄȭȢ !ÃÁÄÅÍÉÃ ×ÏÒË ÁÔ ÔÈÅ 

intersection has developed significantly since then, evidenced in publications specifically on 

the topic of videogames in the museum sector. Yet, scholars have continued to recognise 

that the potential of this intersection goes beyond the current scope of study. As Zeiler and 

Thomas (2021) comment in their introduction to a special issue of the International Journal 

of Heritage Studies on videogames and cultural heritage, the ways in which scholars have 

previously approached videogames has been somewhat limited. In particular they highlight 

that works exploring wider viewpoints through which the intersection of videogames and 

museums can be considered have remain rarer (Zeiler and Thomas 2021:265-267). This 

thesis aims to respond to this need for broader perspectives on the potential of videogames 

for museums. The value of this type of study is beginning to be recognised. For instance, 

Beavisȟ /ȭ-ÁÒÁ ÁÎÄ 4ÈÏÍÐÓÏÎ (2021:295) comment on the diverse capacity of videogames 

to contribute value to museums. Additionally, submissions to special issues on culture and 

games of the Journal on Computing and Heritage led editors Lepouras, Lykourentzou and 

Liapis (2020:263) to summarise that the special issues ÉÌÌÕÓÔÒÁÔÅÄ ȬÔÈÅ ÂÒÏÁÄ ÐÏÔÅÎÔÉÁÌ ÏÆ 

ÇÁÍÅÓ ÕÓÅÄ ÉÎ ÃÕÌÔÕÒÁÌ ÈÅÒÉÔÁÇÅ ÓÉÔÅÓȭȢ  

Whilst explorations of videogames as interpretative tools are becoming more common in 

practice (Zeiler and Thomas 2021:265), studies of the potential of specific affordances of 

the videogame medium to respond to contemporary museum interpretation theory and 

practice is currently under-represented in research. As the study of videogames continues 

to come into its own within museums studies, the argument of Witcomb (2007:37-38) for 

ÍÕÌÔÉÍÅÄÉÁ ÁÎÄ ÄÉÇÉÔÁÌ ÉÎÔÅÒÁÃÔÉÖÅÓ ÔÏ ÂÅ ÓÅÅÎ ÌÅÓÓ ÁÓ ȬÔÏÏÌÓȭ ÁÎÄ ÍÏÒÅ ÁÓ ÁÎ ÉÎÔÅÇÒÁÌ ÐÁÒÔ ÏÆ 

new interpretative practice, as objects and creative responses in their own right, seems 

increasingly relevant. 

 

1.5.2 The Growth of Related Fields 

There is a growing body of study across related fields which are worth mentioning to further 

contextualise the research environment. The fields of historical game studies, 
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archaeogaming, and virtual heritage all touch upon the relationship between museums and 

games. In order to understand the breadth of research ongoing across these areas, one need 

ÌÏÏË ÎÏ ÆÕÒÔÈÅÒ ÔÈÁÎ ÔÈÅ Ȭ0ÒÅÓÅÎÔ ÁÎÄ &ÕÔÕÒÅ ÏÆ 'ÁÍÅÓ ÁÎÄ (ÉÓÔÏÒÙȭ ÓÙÍÐÏÓÉÕÍ ÈÅÌÄ ÁÔ ÔÈÅ 

University of Warwick which brought together practitioners and researchers to explore the 

intersections of games, history, museums and heritage (Hondsmerk 2020). To briefly 

summarise, historical game studies looks at the representation of history in videogames. 

Influential  works in ÔÈÉÓ ÁÒÅÁ ÉÎÃÌÕÄÅ #ÈÁÐÍÁÎȭÓ Digital Games as History: How videogames 

represent the past and offer access to historical practice ɉςπρφɊ ÁÎÄ +ÁÐÅÌÌȭÓ Playing with the 

Past: Digital Games and the Simulation of History (2013). Archaeogaming examines 

archaeoloÇÙ ÁÎÄ ÁÒÃÈÁÅÏÌÏÇÉÃÁÌ ÈÅÒÉÔÁÇÅ ÉÎ ɉÁÎÄ ÏÆɊ ÇÁÍÅÓȢ 4ÈÅ ÔÅÒÍ ȬÁÒÃÈÁÅÏÇÁÍÉÎÇȭ ÈÁÓ 

been attributed to Andrew Reinhard, author of Archaeogaming: An Introduction to 

Archaeology in and of Video Games (2018). Finally, researchers in the field of virtual heritage 

studies have examined how videogames can be used in cultural heritage, including the use 

of VR, augmented reality (hereafter AR)ȟ ÁÎÄ ÍÉØÅÄ ÒÅÁÌÉÔÙȢ #ÈÁÍÐÉÏÎȭÓ ÂÏÏËÓ Playing with 

the Past (2011) and Critical Gaming: Interactive History and Virtual Heritage (2015) are 

prominent  works in this area. Expanding academic interest in understanding videogames 

and their potential links to museums suggests the rich potential for further academic and 

practical exploration. 

 

1.6 A Convergence of the Fields  

Museums and videogames in both academia and practice are undergoing a continuing 

convergence. In practice, projects are using games in increasingly creative and thoughtful 

ways, although museums still tend to use videogames in a limited manner as either explicit 

educational tools or as entertainment for children and families (Beavis et al. 2021). This 

convergence has been accelerated by the pandemic which required museums to engage 

more with the digital, and resulted in a recognition that museums need to take a more 

considered and strategic approach to their digital programmes.20 Academic interest in the 

intersection is also ongoing, and the variety of emerging fields and studies critically 

analysing museum and videogames highlight the potential of this convergence. Yet, it has 

been recognised that much of this work focuses on certain elements of design or examples 

of specific projects at the crossover of the fields. Within the current literature there are few 

studies that explore the wider complexities and possibilities at the intersection (Zeiler and 

 

20 3ÅÅ ÔÈÅ !(2# Ȭ"ÏÕÎÄÌÅÓÓ #ÒÅÁÔÉÖÉÔÙȭ ÒÅÐÏÒÔ ɉςπςρɊ ÁÎÄ the report on the implications of COVID-

19 in museums by Kidd et al. (2021). 
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Thomas 2021:265-267). This is where this research aims to contribute. Taking a broader 

perspective it explores the potential application of videogames as museum interpretation, 

utilising study of both theory and practice to identify relevant videogame affordances. In 

order to explore the wider picture, ideas which have previously been examined in isolation 

are brought together to consider how various aspects complement and respond to each 

other and contribute towards a fuller understanding of the potential of videogames in 

museums. To begin this work, Chapter Two undertakes a review of academic understanding 

of the concept of museum interpretation, in order to locate the research and to draw out 

key elements of interpretative theory and practice for further exploration in Part Two. 
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2. Museum Interpretation: Beyond the Label  

 

2.1 The Concept of Museum Interpretation 

Interpretation is a surprisingly difficult concept to pin down given how fundamental it is to 

the purpose and meaning of museums. Academic understandings of interpretation in a 

museum context have been defined, developed and reconsidered many times since the term 

was first introduced as a distinct part of museum practice. Numerous theoretical 

frameworks have been applied to deepen our understanding of what interpretation is, how 

it is most effectively used, and who is involved in undertaking it, which has resulted in a 

complex network of ideas. Therefore, there is not necessarily a consensus amongst 

academics as to the precise definition of museum interpretation and its various elements. 

Similarly, museum practitioners often have difficulty explaining what exactly interpretation 

is, including professionals for whom interpretation is part of their job title. When Juliette 

Fritsch (2007:237) asked a group of twelve museum professionals in interpretation-related 

roles to define what they meant when they talked about interpretation Fritsch found that 

ÔÈÅÙ ÓÔÒÕÇÇÌÅÄȟ ÎÏÔÉÎÇ ÔÈÁÔ ȬÐÁÒÔÉÃÉÐÁÎÔÓ ÓÅÅÍÅÄ ÕÎÃÏÍÆÏÒÔÁÂÌÅ ÕÓÉÎÇ ÔÈÅ ×ÏÒÄ 

ɍÉÎÔÅÒÐÒÅÔÁÔÉÏÎɎȟ ÁÓ ÔÈÅÙ ÆÅÌÔ ÉÔ ×ÁÓ ÉÍÐÏÓÓÉÂÌÅ ÔÏ ÄÅǢÎÅ ×ÉÔÈ Á ÄÅÇÒÅÅ ÏÆ ÓÅÌÆ-ÁÓÓÕÒÁÎÃÅȭȢ 4ÈÉÓ 

perhaps speaks to a broader problem; a disconnect between academia and practice.  

Whilst academic research into museum interpretation has led to many notable 

developments in understanding, these advances are rarely engaged with in depth outside 

ÏÆ ÁÃÁÄÅÍÉÁȢ !Ó 3ÉÌÖÅÒÍÁÎ ÁÎÄ /ȭ.ÅÉÌÌ ɉςπρςȡρωσ-195) comment, the works on 

interpret ation theory are often too 'jargon-ÆÉÌÌÅÄȭ ÁÎÄ ÄÉÆÆÉÃÕÌÔ ÆÏÒ ÐÒÁÃÔÉÔÉÏÎÅÒÓ ÔÏ ÅÎÇÁÇÅ 

with. Theory, therefore, is not seen as a cornerstone of practice. There have been a few 

ÁÔÔÅÍÐÔÓ ÔÏ ÂÒÉÄÇÅ ÔÈÉÓ ÇÁÐȟ ×ÉÔÈ ×ÏÒËÓ ÓÕÃÈ ÁÓ 3ÁÍ (ÁÍȭÓ Interpretation: Making a 

Difference on Purpose (2013) building upon theory to deliver practical advice and support 

for those working in the sector. This is further complicated by the way interpretative needs 

and methods vary between institutions. Uzzell (1989ȡχɊ ×ÒÉÔÅÓ ȬÔÈÅÒÅ ÃÁÎ ÂÅ ÎÏ ÓÕÃÈ ÔÈÉÎÇ 

ÁÓ Á ÓÔÁÎÄÁÒÄÉÓÅÄ ÁÐÐÒÏÁÃÈ ÔÏ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎȭȢ 4ÈÅ ÉÓÓÕÅ ÏÆ ÒÅÃÏÇÎÉÓÉÎÇ ×ÈÁÔ ȬÉÎÔÅÒÐÒÅÔÁÔÉÏÎȭ 

is also plagues museum studies. Considering how important interpretation is in 

contemporary museum practice, remarkably few works that explore elements of what we 

might describe broadly as interpretation explicitly label it as such. Assumptions about 

whether people will recognise the subject of study when it is not framed as interpretation 

results in the concept taking something of a back seat. This is echoed in practice, where 

interpretation is commonly identified as the ways in which the museum communicates 
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information and shares stories about its objects and collections to visitors.21 

Communication is itself a broad descriptor which encompasses many mediums and 

methods. In traditional museum practice, communication tends to refer to the most 

common and easily identifiable forms of interpretation ɀ written labels and information 

panels. We are left, as Fritsch noted, with a sense of confusion in the sector and in academia 

as to what exactly interpretation is and what forms it takes. With no common agreement on 

the understanding of museum interpretation, we cannot take interpretation and its 

meaning(s) for granted. 

Therefore, before we delve into the parallels and crossovers between videogames and 

museum interpretation, it is worth taking the time to contemplate the concept of 

interpretation. This is especially important as interpretation is acknowledged as a primary 

focus of this study. By returning to the origin of the concept and exploring how different 

definitions, theories, practices and methodologies have affected and changed how museum 

interpretation is variously understood and undertaken over time, we can more clearly 

establish the understanding of interpretation that this work follows. In light of the focus of 

ÔÈÉÓ ÔÈÅÓÉÓ ÁÎÄ ÔÈÅ ÍÕÓÅÕÍ ÓÅÃÔÏÒȭÓ ÊÏÕÒÎÅÙ ÉÎÔÏ ÔÈÅ ÄÉÇÉÔÁÌȟ ÏÒ ÁÓ ÓÏÍÅ ÃÌÁÉÍ ÔÈÅ ȬÐÏÓÔ-

ÄÉÇÉÔÁÌȭ ×ÏÒÌÄȟ22 the implications of a digital-focused and increasingly media-driven society 

on museum interpretative practice will also be explored. These areas of analysis also link to 

the investigation into how the videogame medium can fit within museum interpretation in 

both theory and practice, with the aim of bridging the gap between academia and the 

museum sector and providing a study that is of use to both. 

 

2.2 The Foundations of Museum Interpretation  

One of the most commonly cited and influential works in the study of museum 

 

21 4ÈÅ !ÓÓÏÃÉÁÔÉÏÎ ÆÏÒ (ÅÒÉÔÁÇÅ )ÎÔÅÒÐÒÅÔÁÔÉÏÎ ÄÅÆÉÎÅÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÁÓ Ȭȣ Á ÃÏÍÍÕÎÉÃÁtion process 

ÔÈÁÔ ÓÈÁÒÅÓ ÉÎÔÅÒÅÓÔÉÎÇ ÓÔÏÒÉÅÓ ÁÎÄ ÅØÐÅÒÉÅÎÃÅȭÓ ÔÈÁÔ ÈÅÌÐ ÐÅÏÐÌÅ ÍÁËÅ ÓÅÎÓÅ ÏÆȟ ÁÎÄ ÕÎÄÅÒÓÔÁÎÄ 

ÍÏÒÅ ÁÂÏÕÔȟ Á ÓÉÔÅȟ ÃÏÌÌÅÃÔÉÏÎ ÏÒ ÅÖÅÎÔȭ. -ÕÓÅÕÍ 'ÁÌÌÅÒÉÅÓ 3ÃÏÔÌÁÎÄ ÄÅÆÉÎÅÓ ÉÔ ÁÓ ȬÈÏ× ×Å 

ÃÏÍÍÕÎÉÃÁÔÅ ÏÕÒ ÃÏÌÌÅÃÔÉÏÎÓ ÔÏ ÏÕÒ ÕÓÅÒÓȭȢ 
22 A 2019 Accenture report (available at: https://www.accenture.com/us -

en/insights/technology/technology -trends-2019)  describes the current ÅÒÁ ÁÓ ȬÐÏÓÔ-ÄÉÇÉÔÁÌȭȢ )Î Á 

post-ÄÉÇÉÔÁÌ ×ÏÒÌÄȟ ÉÔ ÉÓ ÎÏÔ ÔÈÁÔ ×Å ×ÉÌÌ ÂÅÃÏÍÅ ÌÅÓÓ ȬÄÉÇÉÔÁÌȭ ÁÓ ÉÎÖÅÓÔÍÅÎÔ ÉÎ ÄÉÇÉÔÁÌ ÔÅÃÈnologies 

and strategies has already or will become standard and expected, but rather the question is about 

ÈÏ× ÃÏÍÐÁÎÉÅÓ ×ÉÌÌ ÄÉÆÆÅÒÅÎÔÉÁÔÅ ÔÈÅÍÓÅÌÖÅÓȢ )Ô ÉÓ ÌÅÓÓ ÁÂÏÕÔ ȬÅØÐÌÏÒÉÎÇ ÅÍÅÒÇÉÎÇ ÔÅÃÈÎÏÌÏÇÉÅÓȭ ÁÎÄ 

more about how those technologies are implementedȢ 4ÈÅ ȬÐÏÓÔ-ÄÉÇÉÔÁÌȭ ÁÇÅ ÁÓËÓȠ ÈÏ× ÉÓ ÅÁÃÈ 

individual institution using digital technology in a way that sets them apart from others?  

See also the definition by Cloud Geeni: https://cloudgeeni.co.uk/what -does-it -mean-to-be-post-

digital/   

https://www.accenture.com/us-en/insights/technology/technology-trends-2019
https://www.accenture.com/us-en/insights/technology/technology-trends-2019
https://cloudgeeni.co.uk/what-does-it-mean-to-be-post-digital/
https://cloudgeeni.co.uk/what-does-it-mean-to-be-post-digital/
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ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÉÓ &ÒÅÅÍÁÎ 4ÉÌÄÅÎȭÓ Interpreting Our Heritage, originally published in 1957 

and subsequently re-published across a number of editions. Much of the theory 

ÕÎÄÅÒÐÉÎÎÉÎÇ ÃÏÎÔÅÍÐÏÒÁÒÙ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÐÒÁÃÔÉÃÅ ÃÁÎ ÂÅ ÔÒÁÃÅÄ ÂÁÃË ÔÏ 4ÉÌÄÅÎȭÓ ×ÒÉÔÉÎÇÓ, 

with many authors of later contributions to the field having drawn upon or acknowledged 

the influence of Tilden and, in particular, his six principles of interpretation, in forming their 

own understandings (Ablett and Dyer 2009; Ham 2013; Jimson 2015). Arguably the most 

ÒÅÍÁÒËÁÂÌÅ ÔÈÉÎÇ ÁÂÏÕÔ ÍÕÃÈ ÏÆ 4ÉÌÄÅÎȭÓ ×ÏÒË ÉÓ ÉÔÓ ÃÏÎÔÉÎÕÅÄ ÒÅÌÅÖÁÎÃÅȢ 7ÈÉÌÓÔ ÔÈÉÓ 

suggests that Tilden was ahead of his time in his thinking and understanding of what the 

process of interpretation entails, it also perhaps hints at a level of stagnation, with 

traditional practices remaining the common custom through the years. This relative lack of 

ÃÈÁÌÌÅÎÇÅ ÈÁÓ ÂÅÅÎ ÒÅÃÏÇÎÉÓÅÄ ÂÙ 7ÁÔÅÒÔÏÎ ÁÎÄ 7ÁÔÓÏÎ ɉςπρσȡυτφɊ ÁÓ Á ȬÓÔÁÔÅ ÏÆ ÃÏÍÆÏÒÔȭ 

wherein the frameworks within which museum professionÁÌÓ ×ÏÒË ȬÒÅÍÁÉÎ ÕÎÃÈÁÌÌÅÎÇÅÄ 

ÁÎÄ ÌÅÓÓ ÐÒÏÄÕÃÔÉÖÅ ÔÈÁÎ ÔÈÅÙ ÍÉÇÈÔ ÏÔÈÅÒ×ÉÓÅ ÂÅȭȢ )Î ÌÉÇÈÔ ÏÆ ÔÈÅ ÃÈÁÎÇÅÓ ÉÎ ÓÏÃÉÅÔÙ ÁÎÄ ÔÈÅ 

museum sector is it now time to return to the foundations of interpretation theory and to 

reconsider them?  

Before exploring contempÏÒÁÒÙ ÕÎÄÅÒÓÔÁÎÄÉÎÇÓȟ ÌÅÔ ÕÓ ÆÉÒÓÔ ÒÅÔÕÒÎ ÔÏ 4ÉÌÄÅÎȭÓ ÏÒÉÇÉÎÁÌ ÔÅØÔ 

to highlight areas which have influenced subsequent understandings, and to identify that 

which might invite critique and change. 

Ȭ1. Any interpretation that does not somehow relate what is being displayed or 

described to something within the personality or experience of the visitor will be 

ÓÔÅÒÉÌÅȣ 

ȣ ψȢ 4ÈÅ ÃÈÉÅÆ ÁÉÍ ÏÆ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÉÓ ÎÏÔ ÉÎÓÔÒÕÃÔÉÏÎȟ ÂÕÔ ÐÒÏÖÏÃÁÔÉÏÎ.ȭ  

EØÃÅÒÐÔÓ ÆÒÏÍ 4ÉÌÄÅÎȭÓ ÓÉØ ÐÒÉÎÃÉÐÌÅÓ ÏÆ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ɉ4ÉÌÄÅÎ ςππψ:34-35). 

On initial reading it appears that Tilden recognised many foundational aspects of 

interpretation that the field of museum studies has gone on to develop and ground in theory. 

4ÈÉÓ ÉÓ ÅÓÐÅÃÉÁÌÌÙ ÃÌÅÁÒ ×ÈÅÎ ×Å ÅØÁÍÉÎÅ ÈÏ× 4ÉÌÄÅÎȭÓ ÓÔÁÔÅÍÅÎÔÓ ÏÎ ÖÉÓÉtor understanding 

often reflect recent studies into audience behaviour, rather than the more traditional 

ȬÐÅÄÁÇÏÇÙȭ ×ÈÅÒÅÉÎ ÅÁÃÈ ÖÉÓÉÔÏÒ ×ÁÓ ÐÒÅÓÕÍÅÄ ÔÏ ÁÒÒÉÖÅ ÁÔ ÔÈÅ ÍÕÓÅÕÍ ÁÓ Á ȬÂÌÁÎË ÓÌÁÔÅȭ 

who had the same interpretative experience (Hein 2006:7)Ȣ Ȭ(Å Äoes not so much wish to 

ÂÅ ÔÁÌËÅÄ ÁÔ ÁÓ ÔÏ ÂÅ ÔÁÌËÅÄ ×ÉÔÈȭ, Tilden (2008:37) argues of the heritage visitor, suggesting 

that Tilden disagreed with this traditional view of the visitor as a passive consumer. Tilden 

continuesȟ Ȭhe is forever and finally translating your words as best he can into whatever he 

ÃÁÎ ÒÅÆÅÒ ÔÏ ÈÉÓ Ï×Î ÉÎÔÉÍÁÔÅ ËÎÏ×ÌÅÄÇÅ ÁÎÄ ÅØÐÅÒÉÅÎÃÅȭȟ introducing the idea that each 

visitorȭÓ ÉÎÔÅÒÐÒÅÔative experience is unique. This is due to the individual context and 

understandings each visitor brings to the museum, reflecting contemporary understandings 
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of how communication processes work and how we, as people, learn (Tilden 2008:41; Falk 

and Dierking 2016; Kothe 2016:94). The importance of this is further evidenced within 

4ÉÌÄÅÎȭÓ ÓÉØ ÐÒÉÎÃÉÐÌÅÓȟ ÔÈÅ ÆÉÒÓÔ ÏÆ ×ÈÉÃÈ ÅØÐÌÁÉÎÓ ÔÈÁÔ ÕÎÌÅÓÓ the visitor is able to connect an 

element of their own experience to that which is being displayed through interpretation, 

the interpretati ve process ×ÉÌÌ ÂÅ ȬÓÔÅÒÉÌÅȭ ɉ4ÉÌÄÅÎ ςππψȡστɊȢ -ÏÒÅÏÖÅÒȟ 4ÉÌÄÅÎ ÍÁËÅÓ ÉÔ ÃÌÅÁÒ 

in his second principle that interpretation is not solely about information, although all 

interpretation involves information at some level. He argues that interpretation should be 

understood more as an art form which combines many elements and which aims to cause 

revelation or, as Tilden (2008:34-35) describes it, ȬÐÒÏÖÏÃÁÔÉÏÎȭȢ TÈÉÓ ÉÄÅÁ ÏÆ ȬÐÒÏÖÏÃÁÔÉÏÎȭ 

ɀ that interpretation should prompt a response of some sort from the visitor ɀ has endured 

and appears to fit well within modern understandings of the interpretati on process where 

the visitor is recognised as having an active role (Ham 2013:8). Taking these comments in 

isolation, it can certainly appear that Tilden had an understanding of the visitor that 

museum studies has only more recently examined in depth and adopted into practice. 

(Ï×ÅÖÅÒȟ 4ÉÌÄÅÎȭÓ ×ÏÒËȟ ÁÎÄ ÅÖÅÎ ÔÈÅ ÉÄÅÁ ÏÆ ȬÐÒÏÖÏÃÁÔÉÏÎȭȟ ÉÓ ÎÏÔ ×ÉÔÈÏÕÔ ÉÔÓ ÐÒÏÂÌÅÍÓȢ  

/ÔÈÅÒ ÅÌÅÍÅÎÔÓ ÏÆ 4ÉÌÄÅÎȭÓ ×ÒÉÔÉÎÇÓ ÍÁËÅ ÉÔ ÃÌÅÁÒ ÔÈÁÔ ÈÉÓ ÖÉÓÉÏÎ ÈÁÓ ÂÅÃÏÍÅ ÏÕÔÄÁÔÅÄ 

compared to our contemporary understandings of the nuances of interpretation and the 

respective roles of the visitor and museum. One area that has drawn comment ÉÓ 4ÉÌÄÅÎȭÓ 

conviction regarding presenting ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÁÓ Á Ȭ×ÈÏÌÅȭ ÏÒ ÁÓ ÓÉÎÇÌÅȟ ÌÉÎÅÁÒ ÎÁÒÒÁÔÉÖÅ 

(Howard 2003:262-ςφσɊȢ 4ÈÉÓ ÉÓ ÅÖÉÄÅÎÃÅÄ ÉÎ 4ÉÌÄÅÎȭÓ ÆÉÆÔÈ ÐÒinciple, which emphasises the 

ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÉÎÔÅÒÐÒÅÔÉÎÇ ÁÓ Á Ȭ×ÈÏÌÅȭ ÒÁÔÈÅÒ ÔÈÁÎ Á ȬÐÁÒÔȭȟ ÏÆ ÒÅÖÅÁÌÉÎÇ ÔÈÅ ȬÔÒÕÔÈȭ ÂÅÈÉÎÄ 

the object (Tilden 2008:33-35). In many ways this commitment ÔÏ ÔÈÅ Ȭ×ÈÏÌÅȭ ÕÎÄÅÒÍÉÎÅÓ 

his argument about the visitor role in interp retation. By refusing to present anything less 

ÔÈÁÎ ÔÈÅ Ȭ×ÈÏÌÅȭ ÈÅ ÄÅÎÉÅÓ ÔÈÅ visitor the opportunity to contribute by adding to any 

interpretation their own brought knowledge and experiences. He also prevents the 

inclusion of different or differing narrat ives and voices, and instead reasserts the authority 

of the interpreter. Like Howard, Staiff (2014) ÐÉÃËÓ ÕÐ ÏÎ ÔÈÅ ÄÉÃÈÏÔÏÍÙ ÂÅÔ×ÅÅÎ 4ÉÌÄÅÎȭÓ 

assertion that visitors have unique, individual insights and his reinforcing of the role of the 

ÉÎÔÅÒÐÒÅÔÅÒȢ Ȭ4ÉÌden assumes ignorance on the part of heritage visitors. Interpreters, like the 

priests of ancient religions, are conceptualisÅÄ ÁÓ ÂÅÉÎÇ ÁÂÌÅ ÔÏ ȬÒÅÁÄ ÔÈÅ ÓÉÇÎÓȭ ÆÏÒ ÔÈÏÓÅ 

×ÉÔÈÏÕÔ ÓÕÃÈ Á ÃÁÐÁÃÉÔÙȭ 3ÔÁÉÆÆ (2014:39). This contrasts with 3ÔÁÉÆÆȭÓ understanding of 

interpretation as a cultural process that does not pursue Ȭ×ÈÏÌÅȭȟ ÃÏÍÐÌÅÔÅȟ ÏÒ ȬÔÏÔÁÌÉsÉÎÇȭ 

knowledge. TÈÅ ÃÏÎÃÅÐÔ ÏÆ ÔÈÅ Ȭ×ÈÏÌÅȭȟ ÉÔ ÃÏÕÌÄ ÂÅ ÁÒÇÕÅÄȟ ÃÏÎÆÌÉÃÔÓ ×ÉÔÈ ÔÈÅ goal of 

provocation.  

When Tilden (2008:48-49) does discuss the possibility of multiple narratives he emphasises 
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the importance of authoritative voices arguing that, when an answer is not known, 

interpreters should turn to authoritative sources and only when sources of authoritative 

knowledge differ should they present both perspectives to their audience. This in turn 

presents problems as Tilden presumes neutrality. There is no consideration of the biases in 

interpretationȟ ×ÈÉÃÈ ÃÏÕÌÄ ÐÏÔÅÎÔÉÁÌÌÙ ÒÅÓÕÌÔ ÉÎ ÉÍÐÏÒÔÁÎÔ ÐÁÒÔÓ ÏÆ ÔÈÅ Ȭ×ÈÏÌÅȭ ÓÔÏÒÙ ÇÏÉÎÇ 

unheard. Perhaps it is the context within which  Tilden was writing that works against the 

broader museum sector here, for Tilden was writing exclusively about the interpretation of 

natural heritage as an employee of the U.S. National Park Service. Howard (2003) notes that 

this context is important when considering what 4ÉÌÄÅÎȭÓ ×ÏÒËÓ might mean for 

contemporary interpretative practice. Whilst Howard (2003:263) makes an important 

ÐÏÉÎÔ ÔÈÁÔ ÔÈÅ ÉÄÅÁ ÏÆ ÐÒÅÓÅÎÔÉÎÇ Á ÓÉÎÇÌÅ ÓÔÏÒÙÌÉÎÅ ×ÁÓ ȬÌÅÓÓ ÁÐÐÌÉÃÁÂÌÅ ÔÏ ÔÈÅ %ÕÒÏÐÅÁÎ 

scene, where it is almost impossible to describe any element of heritage, even in the natural 

ÓÐÈÅÒÅȟ ×ÉÔÈÏÕÔ ÔÈÅ ÄÉÓÓÏÎÁÎÃÅÓ ÂÅÉÎÇ ÏÂÖÉÏÕÓȭ ÁÓ ÁÒÅÁÓ ÏÆ ÈÅÒÉÔÁÇÅ such as museums or 

ÂÁÔÔÌÅÆÉÅÌÄ ÓÉÔÅÓ ÁÒÅ ȬÎÅÃÅÓÓÁÒÉÌÙ ÍÏÒÅ ÃÏÎÔÅÎÔÉÏÕÓȭ ÔÈÁÎ ÔÈÅ !ÍÅÒÉÃÁÎ ×ÉÌÄÅÒness, this view 

is too limited. As the U.S. National Park Service has since acknowledged, the interpretation 

ÏÆ ÔÈÅ .ÁÔÉÏÎÁÌ 0ÁÒËÓ ÁÓ Ȭ×ÉÌÄÅÒÎÅÓÓȭ ÆÁÉÌÓ ÔÏ represent their whole history as it overlooks 

Native habitation of the lands, tribal sites, and histories, something they are now attempting 

to rectify.23  

Despite ÐÒÅÓÅÎÔÉÎÇ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÁÓ ÁÎ ȬÁÒÔȭ, Tilden (2008:55) separates interpretative 

storytelling from practices such as poetry or dramatic performances, claiming that they are 

ȬÈÏÒÒÉÂÌÙ ÏÕÔ ÏÆ ÐÌÁÃÅȭ ÉÎ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎȢ 4ÈÉÓ ÐÒÅÓÅÎÔÓ Á ÒÁÔÈÅÒ ÌÉÍÉÔÅÄ ÖÉÅ× ÏÆ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ 

and contrasts with how different types of interpretative media and artistic interventions 

are becoming increasingly common in museums (Poole 2018; Proctor 2015; Robins 2013). 

4ÈÅÒÅÆÏÒÅȟ ÄÅÓÐÉÔÅ ÔÈÅ ÃÏÎÔÉÎÕÅÄ ÐÒÅÖÁÌÅÎÃÅ ÏÆ 4ÉÌÄÅÎȭÓ ideas in academia and practice there 

have been a growing number of studies that have, at least in part, challenged his conclusions. 

Notably, Staiff (2014) presents criticisms of Tilden and offers an alternative view of how 

museum interpretation can be done, and how the concept and processes of interpretation 

can be understood. Staiff considers a number of questions around museum interpretation 

and the ways it does and does not reflÅÃÔ ÃÈÁÎÇÅÓ ÉÎ ÓÏÃÉÅÔÙȢ 3ÔÁÉÆÆȭÓ ÍÁÉÎ ÃÒÉÔÉÑÕÅ ÏÆ 4ÉÌÄÅÎ 

ÌÉÅÓ ÉÎ ÈÉÓ ÄÅÆÉÎÉÔÉÏÎÓ ÁÎÄ ÐÒÉÎÃÉÐÌÅÓȢ 4ÕÒÎÉÎÇ ÆÉÒÓÔ ÔÏ ÔÈÅ ÄÅÆÉÎÉÔÉÏÎ ÏÆ ȬÈÅÒÉÔÁÇÅ 

ÉÎÔÅÒÐÒÅÔÁÔÉÏÎȭ, Staiff (2014:37) asks whether interpretation in a heritage setting should be 

singled out from other forms of interpretation. By separating ȬÈÅÒÉÔÁÇÅ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎȭ and 

 

23 A Smithsonian Voices article (available at: https://www.smithsonianmag.com/blogs/national -

museum-american-indian/2020/08/25/natives -interpreting -national-parks/ ) explores how Native 

American voices are contributing to the interpretation of national parks. 

https://www.smithsonianmag.com/blogs/national-museum-american-indian/2020/08/25/natives-interpreting-national-parks/
https://www.smithsonianmag.com/blogs/national-museum-american-indian/2020/08/25/natives-interpreting-national-parks/
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ÍÁËÉÎÇ ÉÔ ȬÓÐÅÃÉÁÌȭȟ 4ÉÌÄÅÎ distances heritage interpretation from wider discussions on 

interpretation as a way of representing, understanding, and making meaning about the 

world ( Ablett and Dyer 2009:217-218; Staiff 2014:37). Many academics have since 

attempted to build upon and challenge TildenȭÓ ×ÏÒË in relation to these wider 

understandings.24 The abstraction of museum interpretation into a field of its own, perhaps 

as part of establishing the fields of professional practice and study, may explain why 

academic advancement in the field has until recently failed to fully capitalise on 

developments in other areas of discourse such as learning and language theory. Staiff 

(2014:40-41) further criticises 4ÉÌÄÅÎȭÓ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ȬÁÒÔȭȟ ȬÓÃÉÅÎÃÅȭȟ ȬÎÁÒÒÁÔÉÖÅȭ ÁÎÄ ȬÆÁÃÔÓȭ 

as separate entities and his assertion that information cannot in itself be interpretation by 

pointing out that, if we accept interpretation as representation, information representing 

the object must also be interpretation. Equally, as previously mentioned, 4ÉÌÄÅÎȭÓ ÖÉÅ× ÏÆ 

information as separate from interpretation also fails to account for potential bias in the 

development of that information.  

Ultimately, Staiff (2014:41) reaches a different conclusion to Tilden, arguing for a boarder 

understanding of interpretation as an act of creating a representation of that which is being 

interpreted. And 3ÔÁÉÆÆ ÉÓ ÎÏÔ ÁÌÏÎÅ ÉÎ ÃÈÁÌÌÅÎÇÉÎÇ 4ÉÌÄÅÎȭÓ ÕÎÄÅÒÓÔÁÎÄÉÎÇs. Further 

examples can be found in AdamsȭÓ exploration of interpretati on ÁÓ ÁÆÆÏÒÄÁÎÃÅȟ ÁÎÄ 'ÉÌÓÏÎȭÓ 

study which examines interpretation as inspiration (Adams 2018; Gilson 2017). Indeed, as 

Gilson (2017:79) acknowledges, our current understanding of interpretation can lack 

clarity and is in need of wider reconceptualization (see also Staiff 2014:127; Waterton and 

Watson 2013:548,558). Having explored the foundations, let us turn to how contemporary 

understanding(s) of museum interpretation have been formed to draw out the different 

elements of interpretative theory and practice that shape the rest of this thesis. 

 

2.3 The Evolution of Interpretation  

In recent years academics have drawn upon various theories from communication studies, 

to cognitive psychology, to learning theory in order to develop our understanding of 

interpretati on. Perhaps the foremost of these has been the introduction and development 

of the concÅÐÔ ÏÆ ȬÍÅÁÎÉÎÇ-ÍÁËÉÎÇȭȢ 3ÉÌÖÅÒÍÁÎ (1995:161-162), drawing upon 

ÐÏÓÔÍÏÄÅÒÎÉÓÍȟ ÃÏÎÓÔÒÕÃÔÉÖÉÓÍȟ ÁÎÄ ÌÉÔÅÒÁÒÙ ÔÈÅÏÒÙ ÐÏÓÉÔÉÏÎÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÁÓ Á ȬÍÅÁÎÉÎÇ-

ÍÁËÉÎÇ ÐÒÏÃÅÓÓȭȟ ÉÎ ×ÈÉÃÈ ÔÈÅÒÅ ÉÓ Á ÎÅÇÏÔÉÁÔÉÏÎ ÏÆ ÉÎÆÏÒÍÁÔÉÏÎ ÂÅÔ×ÅÅÎ ÔÈÅ ÍÕÓÅÕÍ ÁÎÄ 

 

24 For a good overview of the various theoretic approaches taken, see Ablett and Dyer (2009). 
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the visitor - who becomes an active participant. Interpretation can thus be seen as a form of 

multi -way communicative language between object and visitor, visitor and label, or even 

between individual visitors. This has led to consideration of the various ways in which a 

visitor might actively participate in meaning-making.  

Mason (2005:226) explores the complexities of visitor participation  through a study of 

ȬÕÎÉÎÔÅÎÄÅÄ ÃÏÍÍÕÎÉÃÁÔÉÏÎȭ in interpretative processes. This can be understood as 

communication and meaning-making which goes beyond ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ intended 

messages ɀ in other words - interpretation  which, due to its individualised nature, can 

arguably only occur outside the ÍÕÓÅÕÍȭÓ control. This kind of unintended communication 

provides space fÏÒ ÔÈÅ ÖÉÓÉÔÏÒ ÔÏ ÒÅÓÐÏÎÄ ÔÏ ÔÈÅ ÍÕÓÅÕÍȭÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÕÓÉÎÇ ÔÈÅÉÒ Ï×Î 

personal knowledge, experiences, and context. As a result, the construction of meaning is 

recognised as subjective depending on the knowledge, memories and experience brought 

to the process by the individual visitor  (Mason 2005; Silverman 1995:161,164). Meaning-

making as part of interpretation is understood as an active personal or social interpretative 

process ÔÈÁÔ ÏÃÃÕÒÓ ÉÎ ÔÈÅ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ȬÇÁÐȭ between the visitor(s), interpretative 

products, and the object. Interpretative products are defined by Ham (2013:4) as ȬÁÎÙ 

finished interpretative programme ÏÒ ÄÅÖÉÃÅȭȢ !Î ÉÎÆÏÒÍÁÔÉÏÎ ÐÁÎÅÌȟ ÏÒ ÓÉÍÉÌÁÒ ÔÒÁÄÉÔÉÏÎÁÌ 

and conventional forms of interpretation, fill the same role in this process as newer forms 

of interpretative product  such as digital interactive displays or videogames. The 

ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ȬÇÁÐȭ ÒÅÆÅÒÓ ÔÏ the negotiation and translation of meanings drawn from the 

object, how it is described or explored in interpretative products, and personal knowledge 

and experience (Fraser and Coulson 2012:223; Lord 2006:5). In recognising meaning-

making as part of interpretation, control over the interpretative outcome becomes removed 

from the museum and the balance of interpretative power shifts to include the visitor. 

There is also an implication that meaning-making cannot occur without participation as 

visitors choose to engage in interpretation when they seek meaning. Rahaman (2018:216) 

therefore ÐÏÓÉÔÉÏÎÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÁÓ Á ȬÐÒÏÃÅÓÓȭ ÒÁÔÈÅÒ ÔÈÁÎ Á ȬÔÏÏÌȭ, in which understanding 

and learning evolves through the active participation and contribution of visitors who 

contextualise objects in relation to their personal context. This suggests that visitor 

participat ion in interpretation can be seen through tangible contribution. Mason 

(2005:231) expands upon this idea of contribution by critically examining the perceived 

difference between the producer (typically the museum) and the consumer (the visitor), 

noting that both visitors and museum professionals consume and produce meanings and 

values which make up the personal context from which they work and interpret. As such, 

the Ȭauthoritativeȭ information produced is not bias-free and can be seen as just one 
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contribution to a larger interpretative conversation (Mason 2005:231). Indeed, 

contemporary visitors may even expect to be able to contribute their own views, as it is not 

ÊÕÓÔ ÔÈÅ ÍÕÓÅÕÍȭÓ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÉÎÔerpretation that is changing. Visitor perceptions are 

also evolving. Kidd (2013:5) situates this attitude shift within a broader societal change in 

user expectations where the focus has moved to personalisation, customisation and 

authorship. 

Interpretation as an individualised process of meaning-making is reinforced by the 

principles of constructivist theory, which Hooper-Greenhill draws upon in in her book 

Museums and the Interpretation of Visual Culture (2000) alongside theories of hermeneutics 

and visual culture. Hooper-Greenhill (2000:111) examines how objects are capable of 

evoking multiple meanings, and that meanings can be derived from interpretations that go 

beyond language. This builds upon HallȭÓ constructivist theory of language, where meaning 

is found ÂÅÙÏÎÄ ÔÈÅ ȬÔÈÉÎÇȭ and the traditional concept of language, and instead can be 

constructed from more abstract systems such as concepts and signs, or semiotics (Hall 

1997:25; see also Staiff 2014:34). Meaning is not necessarily inherent in the objects 

themselves, but arises out of the connections and representations that we form in 

communication with them. Therefore, tÈÅÒÅ ÉÓ ÎÅÖÅÒ Á ȬÃÏÒÒÅÃÔȭ ×ÁÙ ÔÏ ÉÎÔÅÒÐÒÅÔ ÁÎ ÏÂÊÅÃÔ 

or text, as ȬÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÉÓ ÎÏÔ ÓÉÍÐÌÙ Á ÍÁÔÔÅÒ ÏÆ ÃÏÎÖÅÙÉÎÇ ÁÎ ÁÌÒÅÁÄÙ ÔÒÁÎÓÐÁÒÅÎÔ 

understanding to where there is none but also of unravelling misunderstanding, rectifying 

ÅÒÒÏÒ ÁÎÄ ÁÃÔÉÖÅÌÙ ÃÏÎÓÔÉÔÕÔÉÎÇ Á ÃÏÈÅÒÅÎÔ ÍÅÁÎÉÎÇȭ ɉ!ÂÌÅÔÔ ÁÎÄ $ÙÅÒ ςππ9:216). Hooper-

Greenhill (2000:116,124) further  notes that through the process of interpretation visitors 

make sense not only of the object, but also the wider relationship between objects and the 

narratives and meanings associated with them. If we look beyond language then we open 

ourselves up to bodily interpretative possibilities where visitors use all their senses to 

interact with objects, which invites the development of more creative interpretative 

products beyond language and text-based labels, information panels, or exhibition guides 

(Hooper-Greenhill 2000:111). Furthermore, an embrace of visual culture also prevents the 

exclusion of that which does not so easily translate into language, such as natural heritage 

and intangible heritage.  

Falk and Dierking (2016) explore how the constructivist model, and understandings of 

cognitive processes, impact upon the learning experience in museums. In constructivism, 

learning is understood as contextual, recognising that visitors come to interpretation with 

context constructed of previous knowledge, experience and interests. Similarly, Ablett and 

Dyer (2009:220), drawing upon hermeneutic theory, discuss various influences on how we 

interpret the world, including individual, communal, and cultural-based knowledge and 
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experience. Hooper-Greenhill (2000:139) describes this type of learning as a process that is 

both personal and social, which could be implemented through the integration of non-

specialist visitor knowledge with the specialist knowledge of museum professionals. A 

suggestion that is further built upon by Falk, Dierking and Adams (2006:325) who comment 

that in the constructivist model, the meaning-making and interpretative process is visitor-

ÌÅÄ ÁÎÄ ÔÈÅ ÍÕÓÅÕÍ ÁÃÔÓ ÌÅÓÓ ÁÓ ÔÈÅ ȬÁÕÔÈÏÒÉÔÙȭ ÁÎÄ ÍÏÒÅ ÁÓ Á ȬÆÁÃÉÌÉÔÁÔÏÒȭ ɉÓÅÅ ÁÌÓÏ "ÅÄÆÏÒÄ 

2014:62). As museums begin to re-evaluate ÔÈÅ ÖÉÓÉÔÏÒÓȭ ÒÏÌÅ ÉÎ ÔÈÅ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÐÒÏÃÅÓÓ, 

these theories and understandings can provide useful contributions to the development of 

contemporary interpretative practice. Yet, whilst these ideas have been influential, HeinȭÓ 

(1992, 1999) work into the practicalities of applying constructivist methods highlights the 

more practical difficulties faced by museums in building exhibits, experiences, and 

interactions that could cater to the needs of visitors of different backgrounds. 

As a result of these changing understandings museums are increasingly incorporating 

multiple voices in interpretation and moving Á×ÁÙ ÆÒÏÍ ÔÈÅ ÓÉÎÇÕÌÁÒ ȬÔÒÕÔÈȭ ÏÆ ÔÈÅ ÏÂÊÅÃÔȢ 

They are beginning to reflect what Gilson (2017:79) ÄÅÓÃÒÉÂÅÓ ÁÓ ÔÈÅ ȬÃÏÍÐÌÅØ ÁÎÄ 

ÃÏÎÔÅÓÔÅÄȭ ÎÁÔÕÒÅ ÏÆ ÈÉÓÔÏÒÙ, and are moving closer to a recognition of how understanding 

of the past is constructed as a process of exploring, connecting, and interpreting evidence 

to reach an individual conclusion, which is then either accepted or rejected by the group. 

(ÉÓÔÏÒÉÃÁÌ ȬÅÖÉÄÅÎÃÅȭ, and therefore interpretation , are not neutral as the individual biases 

of the producer of the evidence and interpreter have an impact upon the conclusion 

reached. Examined from this angle, interpretation becomes an on-going and open-ended 

process in which our understanding of meaning is ever-changing, influenced by the 

introduction of new voices and viewpoints into the interpretative process (Dorsett 

2010:250; Hooper-Greenhill 2000:118). As such the visitor is invited to take on a critical 

role as part of the process of constructing meaning, by examining multiple narratives 

around an object and coming to an interpretative conclusion. ThereÂÙȟ (Ï×ÁÒÄȭÓ 

(2003:248) concern that the process of interpretation would remain a privilege of the 

network of scholars, is also averted. Once again, the problems arise out of the application of 

theory in practice, as in spite of new visual, semiotic, and multi -meaning understandings, 

textual language remains the key method of communication in museum exhibitions. As 

3ÉÌÖÅÒÍÁÎ ÁÎÄ /ȭ.ÅÉÌÌ (2012:195) comment, museums continue to try and develop methods 

of catering to diverse audiences whilst still clinging on to the authoritative role of the 

institution, essentially undermining themselves. It begs the question first raised by Howard 

(2003); is little or no official interpretation a possible way forward? 

)Î ÃÏÎÔÒÁÓÔ ÔÏ ÔÈÅ ÔÒÁÄÉÔÉÏÎÁÌ ÍÕÓÅÕÍ ȬÐÅÄÁÇÏÇÙȭȟ ×ÈÅÒÅ ÖÉsitors are seen as blank slates 
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ÒÅÁÄÙ ÔÏ ÌÅÁÒÎ ÔÈÅ ÍÕÓÅÕÍȭÓ ÎÁÒÒÁÔÉÖÅ ɉ(ÅÉÎ ςππφȡχɊȟ ÍÏÄÅÒÎ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÔÈÅÏÒÙ ÂÕÉÌÔ 

upon new theories and understandings thus encourages: the democratisation of museums 

away from the authority of the museum voice (Hein 2006; Staiff 2014); visitor participation 

in the interpretative process (Fraser and Coulson 2012; Kaplan 2013; Mason 2005); the 

inclusion of multiple perspectives (Hansen and Johnson 2013; Nielsen 2017), and a move 

towards including more experiential, affective interpretative techniques (Dorsett 2010; 

Hein, 2006).  

 

2.4 Some Implications of Museums as Creators of Interpretative Media  

Alongside these shifts in theory, we must also consider the implications of museum 

interpretation as media and museums as media producers. As Parry (2007:11) notes, 

ÍÕÓÅÕÍÓ ÁÒÅ ÂÏÔÈ ÆÕÌÌ ÏÆ ÍÅÄÉÁ ÁÎÄ ÔÈÅÍÓÅÌÖÅÓ Á ȬÍÅÄÉÕÍȭȟ ÁÎÄ ÔÈÅÒÅÆÏÒÅ ȬÍÅÄÉÁ ÄÅÆÉÎÅ ÔÈÅ 

ÍÕÓÅÕÍȭȢ 2ÕÓÓÏ (2012:145) comments that, as ȬÔÈÅ ÃÏÎÔÅÍÐÏÒÁÒÙ ÍÕÓÅÕÍ ÉÓ Á ÍÅÄÉÁ 

ÓÐÁÃÅȭ, many museums are moving towards a more experiential mode of working (see also 

Hein 2006). That museums produce media, or that museums spaces increasingly contain or 

could be considered media is being recognised in the sector. The implications of museums 

as media producers have yet to be fully explored. Kidd (2013:3) writes  that ȬÍÕÓÅÕÍ 

professionals seldom take ownership of the political, philosophical and ideological 

implications of their roles as medÉÁ ȬÐÒÏÄÕÃÅÒÓȭȭ. Equally, changing academic 

understandings of the interpretative process, and the roles of the museum and visitor, have 

perhaps not been fully  implemented in practice. This is especially true of new and emerging 

forms of interpretative mediÁ ÏÒ ȬÐÒÏÄÕÃÔȭȟ ×ÈÉÃÈ ÁÒÅ ÎÏÔ ÁÓ ×ÅÌÌ ÕÎÄÅÒÓÔÏÏÄ ÉÎ ÔÅÒÍÓ ÏÆ 

their interpretative potential. +ÒÁÅÍÅÒȭÓ ɉςπρψȡωπɊ question 'what are the potentials of the 

museum and how can they be opened up for a new understanding through the creative use 

of ÍÅÄÉÁȩȭ echoes this. Kidd (2014:9) outlines a number of implications that highlight the 

potential tension between advancements in understandings of interpretation, the visitor, 

and the museumȭÓ authori tative position in the online, digital environment in the 

production of interpretative media. This provokes questions such as: Who creates 

interpretative media? Where does the content come from? Who is involved in its 

production? And where does the authority lie in this process? which are applicable to new 

and emerging forms of interpretative media just as they are for museum labels and 

exhibition guidebooks. If the production of interpretative media is not considered in terms 

of these questions, museums may find that they are not able to take full advantage of the 

affordances of new and emerging forms of media. Museums may also find they remain 

authoritative in the production of interpretative media, undermining the potential of, in 
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particular, digital media for participatory visitor engagement. 

The expectations of museum visitors in terms of the types of media and media experience 

that they want is also changing. Stogner (2009:386-388) highlights the impact of audience 

expectations of new media ȬI want to be entertained / I want it now / I want it everywhere 

/ I want it my way / I want to share it with others / I want to create somethingȭ (see also 

Kidd 2013:5). Many of these ideas echo developments in understanding of the 

interpretation process such as active visitor participation , personalisation, the 

democratisation of museums, and a shift towards experiential practice. Increasing demand 

for new, and particularly digital media forms in museums has received attention, especially 

considering that they often come from a younger visitor demographic (Jeffra et al. 2020; 

Kraemer 2018). This does not necessarily mean that audiences expect museums to use the 

latest technology, rather that they recognise that new media and technology have the 

potential to offer memorable, meaningful, and emotionally compelling experiences (Samis 

2018:63). Equally, new media solutions will not suit all visitors, and the digital divide 

remains a barrier to wider take up of new technology (Stogner 2009:392). Therefore, 

flexibility and adaptability are increasingly being seen as important in satisfying the diverse 

needs of both museums and audiences. 

The need to be flexible has meant museums have explored many different media forms of 

interpretation, many of which fall outside of the textual. These include interpretation  

through literature (Pamuk 2008, 2012), contemporary art (Robins and Baxter 2012), 

photography (Edwards and Sigrid 2014), music, film and theatre (Bennett 2013; Dalle 

Vache 2012; Jackson and Kidd 2011), and games (Beale 2011). Where tradition ally 

museums have tended to shy away from practices that might be seen as primarily  

entertainment, new research into visitor motivations indicates that, for some, a desire to be 

entertained is what leads them to visit museums (Cotter et al. 2022:276). As a result, 

museums are increasingly embracing new media and art forms. Within exhibitions  multiple 

interpretative approaches and forms of media are now commonly used to meet the varying 

motivations and needs of visitors. These can include a desire to be entertained, to learn, to 

participate and contribute to the interpretative  conversation, and those who are searching 

for a combination of experiences.  

Here it is worth briefly introducing the idea of what a transmedia approach to interpretation 

might offer in terms of addressing diverse visitor expectations, the digital divide, and how 

museums can make the most of each type of media. To summarise the concept of transmedia 

storytelling (lit. across media), which is explored further in Chapters Three and Four, relates 

to the process where elements of a story Ȭget dispersed systematically across multiple 
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delivery channels for the purpose of creating a unified and coordinated entertainment 

ÅØÐÅÒÉÅÎÃÅȭ ɉ*ÅÎËÉÎÓ ςππχɊȢ )Î ÍÕÓÅÕÍÓȟ ÔÈÅ Ȭstoryȭ is often ÔÈÅ ÍÕÓÅÕÍȭÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎȟ 

which is delivered across multiple media platforms. In many ways, museums already work 

in a transmedia fashion, with exhibitions commonly containing different interpretative 

media that introduce fragments of story or information that together forms a broader 

interpretation . A transmedia approach moves away from the idea of adapting an element to 

multiple forms of media and instead encourages the use of each media form to its full 

potential (Jenkins 2003). Due to the use of different media, transmedia approaches provide 

ÍÕÌÔÉÐÌÅ ȬÐÏÉÎÔÓ ÏÆ ÅÎÔÒÙȭ ×ÈÅÒÅ ÖÉÓÉÔÏÒÓ ÍÁÙ ÃÈÏÏÓÅ ÔÏ ÅÎÇÁÇÅ ×ÉÔÈ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÔÈÒÏÕÇÈ 

the form of media that they are most comfortable with (Jenkins 2007). Therefore, as Kidd 

(2013:29) notes, transmedia approaches may be particularly suited to museum 

interpretative practice.  

 

2.5 Some Implications of the Digital  

Engagement with the changing digital environment has enabled the museum sector to 

translate ideas about interpretation  emerging from theory into practice. Whilst the digital 

technology might provide insight and tools that allow us to undertake interpretation in new 

ways, this is not to suggest that the digital should supersede the physical, nor that it is the 

answer to all interpretative issues. Rather, it is to acknowledge that the digital is an 

increasingly prominent part of life and is something the majority of museums are engaging 

with in some form. The digital (or perhaps post-digital) world has had a significant impact 

on the expectations of visitors, especially younger generations, in regard to digital provision 

and how they learn and interact with the world. In this era, digital technologies and 

strategies have become the norm and it could be argued that a fundamental flaw of older 

understandings of interpretation (such as Tilden) is that they have been developed for a 

primarily physical world as opposed to one involving the digital dimensions of experience 

(Rahaman 2018:212). As a result, current digital interpretation methods often remain 

reminiscent of the traditional producer-consumer model of information transmission. The 

potential of the digital to provide, for example, flexible and user-centric forms of 

interpretation, Rahaman (2018) argues, is only beginning to be fully explored. The variety 

of digital interpretative  techniques being developed in practice further highlights the need 

for continued research that enables the museum sector to use each different form of digital 

media to its fullest potential. 

There is increasing interest in the potential of digital media interpretation to address some 

of the challenges faced by contemporary museums. Over the last few decades there has been 
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a growing interest in academia and practice in exploring the digital in museums, including 

the application of the digital in interpretation ( Kidd 2013; Rahaman 2018; Staiff 2014). One 

aspect that is commonly discussed is the digitalȭÓ participatory potential. Unlike traditional 

interpretation methods such as labels or exhibition guides, digital tools are often designed 

to explicitly implement participatory engagement (Jenkins 2013; King et al. 2016:85; Staiff 

2014). The use of digital techniques can encourage visitors to become active in the 

interpretative process. Murphy (2016:121) argues that the way the interpretative process 

is undertaken is not radically changed by the use of a digital platform, but rather the way in 

which visitor participation is mediated changes, and the potential for engagement and 

conversation arises from that. The participatory nature of many digital initiatives has 

resulted in increased opportunities for visitors to contribute their voices and ideas to 

museum-led narratives (Proctor 2015; 3ÔÁÉÆÆ ςπρτȡρρψɊȢ &ÏÒ ÅØÁÍÐÌÅȟ ÉÎ $ÙÓÏÎȭÓ 

(2007:197) case study of a digital trail produced for an audience of design students, Dyson 

found that the main positive interactions that arose were from the inclusion of an 

annotation tool that sparked conversation between students and between students and the 

museum. Using this tool students were able to add their own perspectives to the 

interpretation of the objects, and could then share their observations with  the group, 

resulting in a richer interpretative experience (Dyson 2007:197). 

Furthermore, the potential of the digital to enable visitors to personalise their museum 

experience to suit their individual needs has also been recognised (Proctor 2015:501). 

Parry (2007:107) comments that the rapid development of new technologies enables 

ÖÉÓÉÔÏÒÓ ÔÏ ÈÁÖÅ ÔÈÅ ÍÅÁÎÓ ÔÏ ȬÉÎÉÔÉÁÔÅ ÁÎÄ ÃÒÅÁÔÅȟ ÃÏÌÌÅÃÔ ÁÎÄ ÉÎÔÅÒÐÒÅÔ ÉÎ ÔÈÅÉÒ Ï×Î ÔÉÍÅ ÁÎÄ 

ÓÐÁÃÅȟ ÏÎ ÔÈÅÉÒ Ï×Î ÔÅÒÍÓȭ. Thinking beyond digital technology installed by and situated in 

the museum, museums can also utilise something that an increasing number of visitors 

bring with them - their smart phones. Proctor (2015:510) invites us to consider how 

museums can capitalise on visitor interactions with their phones by creating apps or online 

tools which allow them to personalise their visit, saving, discussing, and sharing their 

insights with each other and the museum. Using these techniques, museums can actively 

shift away from an authorit ative role, becoming ÐÁÒÔ ÏÆ Á ȬÄÉÓÔÒÉÂÕÔÅÄ ÎÅÔ×ÏÒËȭ of 

information sharing which is engaging, open-ended and relevant to the visitor (Proctor 

2015:505). The digital can thus be seen as important to the ongoing democratisation of 

museums. 

Indeed, even before many museums embraced the use of digital technology, visitors were 

ÁÌÒÅÁÄÙ ÉÎÔÅÇÒÁÔÉÎÇ ÔÈÅ ÄÉÇÉÔÁÌ ÉÎÔÏ ÔÈÅÉÒ ÖÉÓÉÔÉÎÇ ÅØÐÅÒÉÅÎÃÅȢ 4ÈÉÓ ÉÓ ÓÕÐÐÏÒÔÅÄ ÂÙ -ÕÒÐÈÙȭÓ 

(2016) examination of forms of visitor participation which highlights how digital tools now 



40 

commonly available to visitors, such as smart phones, have led to an increase in self-

directed participation. Actions such as taking photos, writing social media posts or blog 

posts, and more creative and engaged responses such as copying poses from statutes or 

paintings, Murphy (2016:118-123) argues, allow ÖÉÓÉÔÏÒÓ ÔÏ ÐÕÔ Á ȬÐÅÒÓÏÎÁÌ ÓÔÁÍÐȭ ÏÎ ÔÈÅir 

encounters and interpretative responses. Visitors can, and often do, find ways of making 

museum objects and collections relevant and relatable. Increased access to online 

information has in many ways cultivated a society that is information-hungry in which 

people will actively seek out information if they come across a gap in their own knowledge. 

In this search for knowledge, a new form of authoritative voice has emerged; the internet 

search engine. Yet, even online, museums retain their position as a source of trusted 

information against which other sources can be tested (Staiff 2014:121), although the 

museum is less the centre of authority and instead is one source of information amongst 

many. Alternatively, social media, websites, and other online communication methods have 

allowed museums to reach and engage both new and existing online audiences in 

conversations around their work and collections (King et al. 2016:85; Parry 2007:109).  

This is not to say that the use of ÄÉÇÉÔÁÌ ÉÓ ×ÉÔÈÏÕÔ ÐÒÏÂÌÅÍÓȟ ÎÏÒ ÔÈÁÔ ÉÔȭÓ ÁÄÏÐÔÉÏÎ ÂÙ ÔÈÅ 

museum sector has always resulted in positive outcomes. There are often limitations in the 

design of digital interpretation, particularly in utilising  user-centred design (Liu 2020:2; 

Rahaman 2018:211). This is a skills gap that the sector has recognised, especially during the 

COVID-19 pandemic, leading to the development of training courses and information 

sharing on best practice in terms of digital technology.25 Another concern is that museums 

are taking up digital technologies without fully considering how they will add, if they do at 

all, to the museum experience (Murphy 2018:64). Utilising digital technology effectively is 

important considering that a significant barrier  to developing and using digital media is 

cost, in terms of both finance and labour. As King, Stark and Cooke (2016:94) comment, 

many projects that are used as case-studies of good practice in academic literature are 

simply beyond the reach of most institutions. This is especially true of new or more complex 

forms of media, such as VR and AR, 3D printing, and videogames. Although museums are 

becoming more aware of the possibilities offered by the digital, they often remain reactive 

in their use of new technology, responding more to demand for interactive experiences than 

leading exploration of what new and emerging media might have to offer (Henning 

2007:29). As such, many museums are yet to fully embrace the potential of the digital. This 

 

25 This is evidenced in the focus of numerous sector conferences (such as the Museum Computer 

'ÒÏÕÐ ÃÏÎÆÅÒÅÎÃÅ Ȭ-ÕÓÅÕÍÓϹ4ÅÃÈ ςπςπȡ -ÕÓÅÕÍÓ ÉÎ Á ÃÒÉÓÉÓȭɊ ÁÎÄ ÔÈÅ ÅÍÅÒÇÅÎÃÅ ÏÆ ÎÅ× 

organisations such as The Heritage Digital Academy. 
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study aims to provide insight into the potential of videogames and, in doing so, address 

some of the issues raised here, such as lack of knowledge about what different forms of 

media can offer museums. The outcomes will assist the sector in effectively utilising 

videogames as interpretative media that meaningfully add ÔÏ ÔÈÅ ÍÕÓÅÕÍȭÓ ×ÏÒË ÁÎÄ 

enable them to innovatively engage visitors in the interpretative process. 

 

2.6 Towards the Future of Interpretation: Videogames and Affordances  

A recent reconceptualization of interpretation by Kathleen Adams (2018) utilises the idea 

of affordances. As outlined in the Introduction, the exploration of the affordances of the 

videogame medium in terms of current practices and understandings of museum 

interpretation forms a foundation of this research. Considering interpretation from 

perspective relevant to the developments detailed in this chapter, and that encompasses 

both a digital and media focus, Adams (2018:290) proposes that interpretative practice can 

be thought of as an examination and management of affordances. Following Gibson, Adams 

(2018:300) describes affordances as something that ȬÄÅÎÏÔÅ ÔÈÅ ÐÏÓÓÉÂÉÌÉÔÙ ÏÆ ÁÃÔÉÏÎ ÌÁÔÅÎÔ 

ÉÎ Á ÇÉÖÅÎ ÅÎÖÉÒÏÎÍÅÎÔ ÏÒ ÏÂÊÅÃÔȭ, in this case, the environment is the contemporary 

museum. Affordances enable investigation of the relationship between the actual and the 

possible in a way that is not restricted to, or favours, one particular medium.  

Taking an affordance-orientated and user-experience design approach to interpretation, 

Adams (2018:300,302) argues, positions the museum ÁÓ ÁÎ ȬÉÎÔÅÒÆÁÃÅȭ ÂÅÔ×ÅÅÎ ÖÉÓÉÔÏÒÓ ÁÎÄ 

the ÍÕÓÅÕÍȭÓ collections which facilitat es and negotiates interpretative possibilities 

through different interpretative components and media. With the museum acting as a 

facilitator , interpretative communication becomes invitational rather than prescriptive and 

allows ÔÈÅ ÕÓÅÒȭÓ ȬÈÁÂÉÔÕÁÌ ÏÒ ÉÍÐÒÏÖÉÓÁÔÉÏÎÁÌ ÒÅÓÐÏÎÓÅÓȭ to become part of the 

interpretative process (Adams 2018:300). As such, approaching interpretative design with 

ÁÎ ȬÁÆÆÏÒÄÁÎÃÅȭ ÍÉÎÄÓÅÔ may result in exhibitions which utilise multiple interpretative 

media with which visitors are free to engage with selectively based upon interest, and 

within which there is room for visitors to contribute and add to the content based on their 

own knowledge, experience, or further research (Adams 2018:301-302). Indeed, it is 

ÅÖÉÄÅÎÔ ÔÈÁÔ ÍÕÃÈ ÏÆ !ÄÁÍȭÓ vision for affordance-based interpretation builds upon various 

aspects of the concept of interpretation as explored in this chapter: 

Ȭ4ÈÕÓȟ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÍÕÓÅÕÍ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÁÓ ÔÈÅ ÍÁÎÁÇÅÍÅÎÔ ÏÆ ȰÁÆÆÏÒÄÁÎÃÅÓȱ 

allows for digital media but does so within a broader context of museum 

communication and audience appropriation. It takes us beyond the transmission 
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model of communication in its recognition of the constitutive role played by the visitor 

in the making of meaning. And, finally, it situates the museum within a broader context 

of communication in which digital media has become normative and operates in a 

manner that results in all media influenced by its structures and symbolic forms.ȭ 

(Adams 2018:302). 

In conclusion, as the museum sector embraces new ways of understanding - of the visitor, 

of how we learn, of the impact of the digital - the way in which interpretation is viewed, 

understood, and practised has been and continues to be re-considered. Academic works, 

perhaps most notably Staiff (2014), have provided useful observations and commentary on 

how interpretation is theorised in the museum sector specifically, and more broadly in and 

across other fields. This research recognises the complexity of the concept and of the 

different theoretical basis upon which perceptions of interpretation are variously founded, 

and the value each brings to ÔÈÅ ÓÅÃÔÏÒȭÓ overall understandings of interpretation . Ideas 

from cognitive psychology, affect theory, language and learning theories, semiotics, and 

hermeneutics each add another layer of meaning to how museum interpretation is 

approached and undertaken. The museum interpretati ve process is understood in this 

research as an ÁÃÔ ÏÒ ȬÅÎÃÏÕÎÔÅÒȭ ÉÎ ÔÈÅ ÃÏÎÓÔÒÕÃÔÉÏÎ ÏÆ ÍÅÁÎÉÎÇ ɉ(ÁÍ ςπρσȡτɊȟ ×ÈÉÃÈ ÃÁÎ 

be undertaken individually and communally, engaging interpreters  cognitively and 

emotionally, occurring both within and beyond information and language, where 

understandings are derived, discussed, connected and challenged. In this sense 

ȬÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÉÓ ÁÌ×ÁÙÓ ÏÎÇÏÉÎÇȟ ÉÎÃÏÍÐÌÅÔÅ ÁÎÄ ȰÐÁÒÔÉÁÌȱȭ ɉ!ÂÌÅÔÔ ÁÎÄ $ÙÅÒ ςππ9:217). As 

the implications of an increasingly digital and media-based society become more evident, 

they have influenced how interpretat ion is variously analysed and put into practice. 

Museums have been using and innovating with new media, and particularly digital media, 

for almost as long as the media formats have been around. However, the establishment of 

interpretati ve practices and academic understandings relating to these media remain 

underdeveloped compared to the foundational and long-standing practices of museum 

interpretation. This is especially the case where interest in new media develops quickly, 

such as with ÖÉÄÅÏÇÁÍÅÓȢ "ÕÔȟ ÁÓ 3ÉÌÖÅÒÍÁÎ ÁÎÄ /ȭ.ÅÉÌÌ (2012:200) observe, reliance on 

ÔÒÁÄÉÔÉÏÎÁÌ ȬÂÅÓÔ ÐÒÁÃÔÉÃÅȭ ÉÓ ÎÏÔ ×ÈÁÔ ÉÓ ÎÅÅÄÅÄ ÉÎ Á ÃÈÁÎÇÉÎÇ ×ÏÒÌÄȢ )ÎÓÔÅÁÄȟ ÔÈÅ ÓÅÃÔÏÒȭÓ 

potential to develop rests on its willingness to experiment with new forms of interpretation, 

both physical and digital, and in new ways, to reach and engage increasingly diverse 

audiences. 

Therefore, Part Two of this thesis explores in depth three areas of interest relating first to 

the convergence of museum interpretation in practice and theory, and developments in the 
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study and design of videogames, and second to the theories and questions raised in this 

exploration of the evolving understandings of museum interpretation. The aim of Part Two 

is to critically examine the changing nature of interpretative practice in response to 

questions such as those surrounding the role of the visitor, and the adoption of emerging 

and new theories (such as affect theory), through an examination of the academic literature 

and interpretative techniques being employed in practice. Additionally, Part Two also 

examines how the field of game studies and the videogame industry are grappling with 

similar questions and concepts. By comparing the developments in both sectors Part Two 

will identify and highlight  how the affordances of the videogame medium address the 

changing needs and challenges of contemporary museum interpretative practice. Part Two 

explores three areas of interpretative practice and videogames in which the intersection 

and relevance of these questions is particularly evident: the use of narrative and 

storytelling, the consideration of emotional and affective responses, and the implications of 

rhetoric.  
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Part Two  

Breaking Down the Intersections  
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3. Theory, Terminology and their Intersections  

To begin examination of the intersection of museum interpretation and videogames, it is 

important to first establish the key concepts, terminology, definitions and theories that 

support Chapters Four, Five, and Six. This will enable a more informed discussion and 

ensure that scholars and practitioners from each field understand the approach to each 

concept. This chapter also focusses on identifying commonalities and connections in how 

each field has shaped definitions and understandings of theory. It also provides context and 

background where the intersections diverge, such as with the inclusion of concepts specific 

to one field which may be unfamiliar to the other. Therefore, this chapter provides much of 

the intellectual framework that the following three chapters build upon, and explores the 

convergence of the sectors through critical comparison of the fields. 

 

3.1 Narrative and Storytelling  

3.1.1 Defining Narrative , Storytelling and the role of Cognitive Theory 

What do we mean when we ÓÁÙ ȬÎÁÒÒÁÔÉÖÅȭ ÁÎÄ ȬÓÔÏÒÙÔÅÌÌÉÎÇȭȩ 4ÈÅ ÔÅÒÍÓ ÎÁÒÒÁÔÉÖÅ ÁÎÄ ÓÔÏÒÙ 

have often been used interchangeably (Bedford 2014:57), yet within academic works 

certain scholars have distinguished between the two terms, and identified their conceptual 

differences. Although the exact wording of definitions may vary, there is some common 

agreement on the distinction between narrative and story (Crang 1994; Lowe 2015; Nielsen 

2017). Narrative, as understood within museum studies, is generally perceived as a 

structure or overlying form through which stories are told. Crang (1994:30), drawing on 

the work of Ricoeur, denotes narrative as the structure within which events in an otherwise 

chaotic and experiential world have order imposed upon them, so that we might make sense 

oÆ ÔÈÅÍȢ )Î Á ÓÉÍÉÌÁÒ ÖÅÉÎȟ .ÉÅÌÓÅÎ ɉςπρχȡττυɊ ÄÅÓÃÒÉÂÅÓ ÎÁÒÒÁÔÉÖÅ ÁÓ ȬÁ ÓÔÒÕÃÔÕÒÅȭ ÔÈÁÔ ÃÁÎ 

be used in various types of engagements, such as emotional, social, imaginative or 

subjective. In game studies, the situation is more complex and scholars have yet to agree on 

a common definition of these terms (Koenitz 2018). One of the most common definitions is 

that narrative is a way of coherently presenting a series of events. Juul (2005:156-157) 

traces this definition back to the literary and film theories of Bordwell and Chatman. Other 

writers do, to some extent, ascribe to this definition. Holmes (2012:4) describes narrative 

ÁÓ Á ȬÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ Á ÓÅÒÉÅÓ ÏÆ ÅÖÅÎÔÓȭ ÓÕÇÇÅÓÔÉÎÇ Á ÓÔÒÕÃÔÕÒÁÌ ÏÒ ÓÅÎÓÅ-making role. 5ÌÁĥ 

ɉςπρτȡχφɊ ÄÒÁ×Ó ÏÎ #ÈÁÔÍÁÎȭÓ ÃÏÎÃÅÐÔ ÏÆ ÎÁÒÒÁÔÉÖÅ ÁÓ Á ÔÙÐÅ ÏÆ ȬÔÅØÔ ÏÒÇÁÎÉÓÁÔÉÏÎȭ ÔÈÁÔ ÉÓ 

then realised through a medium, stating that narrative is therefore defined as a sequencing 

that provides structure to a story. It is therefore possible to see that there are areas of 
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alignment between the fields of study.  

Other definitions are more complex. Games scholars Egenfeldt-Nielsen, Smith and Tosca 

ɉςππψȡρχςɊ ÓÅÅ ÎÁÒÒÁÔÉÖÅ ÁÓ ȬÁ ÓÕÃÃÅÓÓÉÏÎ ÏÆ ÅÖÅÎÔÓȭȟ ÂÕÔ ÔÈÁÔ ȬÎÁÒÒÁÔÉÖÅȭ ÉÓ ÍÁÄÅ ÕÐ of three 

elements: story, which they see as ÔÈÅ ȬÃÈÒÏÎÏÌÏÇÉÃÁÌ ÏÒÄÅÒ ÏÆ ÅÖÅÎÔÓȭȠ ÔÅØÔȟ ×ÈÉÃÈ ÉÓ ÔÈÅ ×ÁÙ 

ÔÈÅ ÅÖÅÎÔÓ ÁÒÅ ÒÅÐÒÅÓÅÎÔÅÄ ÅÉÔÈÅÒ ÖÉÓÕÁÌÌÙ ÏÒ ÖÅÒÂÁÌÌÙȠ ÁÎÄ ÎÁÒÒÁÔÉÏÎȟ ÏÒ ÔÈÅ ȬÁÃÔ ÏÆ ÔÅÌÌÉÎÇ ÏÒ 

×ÒÉÔÉÎÇȭȢ .ÁÒÒÁÔÉÖÅ ÃÏÕÌÄ ÔÈÅÒÅÆÏÒÅ ÂÅ ÕÎÄÅÒÓÔÏÏÄ ÁÓ Á ÃÕÌÍÉÎÁÔÉÏÎ ÏÒ ÃÏÍÂÉÎÁÔÉÏÎ ÏÆ Á 

number of diÆÆÅÒÅÎÔ ÁÓÐÅÃÔÓȢ 4ÈÉÓ ÍÉÒÒÏÒÓ "ÅÄÆÏÒÄȭÓ ɉςπρτȡρςςɊ ÄÅÆÉÎÉÔÉÏÎ ÆÒÏÍ ÍÕÓÅÕÍ 

studies, which perceives narrative as made up of two parts: the story, or events that 

happened and are being retold; and narrative discourse, the way in which the story is retold 

and the medium through which this retelling is done. Thus, if narrative is the organisational 

context or structure linking a series or sequence of events, storytelling is understood as the 

things contained within the narrative structure, and how they are conveyed to the audience. 

"ÅÄÆÏÒÄȭÓ ÄÅÆÉÎÉÔÉÏÎ ÄÒÁ×Ó ÏÕÔ ÁÎ ÉÍÐÏÒÔÁÎÔ ÐÏÉÎÔȠ ÔÈÁÔ ÎÁÒÒÁÔÉÖÅÓ ÉÍÐÌÙ Á ÓÔÏÒÙ ÁÎÄ ÔÈÅ 

form, or medium, through which stories are told. On the whole these definitions are useful 

though I would add that narrative also, correctly or incorrectly, implies a completable series 

of events, especially in relation to the narratives of videogames, where players may expect 

a narrative conclusion. Juul (2005:122,208) raises another terminological issue in relation 

to our understanding of narrative and fiction , which are often confused. The term fiction is 

perhaps more relevant for videogames than museums, as imagined fictional worlds are 

arguably more present and obvious in videogames. Furthermore, Juul proposes that the 

term fiction is commonly confused with storytelling; fiction refers more broadly to an 

imagined world or setting, whilst story, as per Bedford, relates to a series of events that are 

narrated, or retold. Eskelinen (2012:230) notes that storytelling is only one way in which a 

ficti onal world might be evoked and therefore the two terms should not be interchangeable. 

As such, Egenfeldt-Nielsen et al. (2008:174) observe that the confusing of the terms 

narrative and fiction is often apparent with game designers who, when talking about 

nÁÒÒÁÔÉÖÅȟ ÁÒÅ ÏÆÔÅÎ ÉÎÓÔÅÁÄ ÒÅÆÅÒÒÉÎÇ ÔÏ ÅÌÅÍÅÎÔÓ ÏÆ ÔÈÅ ÇÁÍÅ ×ÈÉÃÈ ȬÐÒÏÍÐÔ ÔÈÅ ÐÌÁÙÅÒÓ 

ÉÎÔÏ ÉÍÁÇÉÎÉÎÇ ÆÉÃÔÉÏÎÁÌ ×ÏÒÌÄÓȭ ÒÁÔÈÅÒ ÔÈÁÎ ×ÈÁÔ ÉÓ ÁÃÁÄÅÍÉÃÁÌÌÙ ÕÎÄÅÒÓÔÏÏÄ ÁÓ ÎÁÒÒÁÔÉÖÅȢ 

Issues like these further highlight why it is important to clarify definitions of terms and why 

we should be careful in their use.  

In museums, stories are often based upon historical information, which has interesting 

ÉÍÐÌÉÃÁÔÉÏÎÓ ÁÓȟ ÉÔ ÈÁÓ ÂÅÅÎ ÁÒÇÕÅÄȟ ÓÕÃÈ ÓÔÏÒÉÅÓ ȬÄÏ ÎÏÔ ÊÕÓÔ ÔÅÌÌ Á ÆÉØÅÄ ÐÁÓÔȟ ÂÕÔ re-create 

pasts in the proceÓÓ ÏÆ ÔÅÌÌÉÎÇȭ ɉ#ÒÁÎÇ ρωωτȡτςɊȢ !Ó ×Å ÏÆÔÅÎ ÃÁÎÎÏÔ ËÎÏ× ÆÏÒ ÃÅÒÔÁÉÎ ÔÈÅ 

reality of past events, museums must retell them by extrapolating from ɀ or interpreting - 

available evidence. Lowe (2015:45) thus explicitly links stories, the act of storytelling, and 
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ÔÈÅ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÐÒÏÃÅÓÓȟ ×ÒÉÔÉÎÇ ÔÈÁÔ ȬÓÔÏÒÉÅÓ ÁÒÅ ÔÈÅ ÉÎÔÅÒÐÒÅÔÉÖÅ ÔÁÌÅÓ ×Å ÃÒÁÆÔȭȢ 4ÅÌÌÉÎÇ 

ÓÔÏÒÉÅÓ ÃÁÎ ÁÌÓÏ ÂÅ ÓÅÅÎ ÁÓ Á ÆÏÒÍ ÏÆ ȬÃÏÇÎÉÔÉÖÅ ÐÌÁÙȭ, where cognitive acts of recognising 

patterns and developing new ways of thinking about people and things become connected 

(Bedford 2014:3). Indeed, cognitive theory can be usefully applied to narrative and 

storytelling in the sense that the way stories are created, shared, and understood relates to 

cognitive processes and how people process and comprehend information about the world. 

The recent constructivist shift in museum studies has encompassed many elements of 

cognitive theory, especially in relation to the process of meaning-making, and has impacted 

ÕÐÏÎ ÔÈÅ ÓÅÃÔÏÒȭÓ ÁÐÐÒÏÁÃÈ ÔÏ ÎÁÒÒÁÔÉÖÅȢ 3ÉÍÉÌÁÒ ÃÏÎclusions regarding cognitive theory and 

its role have been reached in game studies. For instance, Backe (2012:245) draws his 

ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÎÁÒÒÁÔÉÖÅ ÆÒÏÍ -ÉÅËÅ "ÁÌȭÓ ×ÏÒËȟ ×ÈÅÒÅ ÎÁÒÒÁÔÉÖÅ ÉÓ ÕÎÄÅÒÓÔÏÏÄ ÍÏÒÅ ÆÏÒ 

its capacity as a meaning-making tool and less for its organisational function. That we as 

people use narrative and storytelling as a way to help us understand and relate to the world 

is also a fairly commonly understood facet of what narratives do and how they function in 

society. We rely on narrÁÔÉÖÅÓȟ ÓÔÏÒÉÅÓ ÁÎÄ ÆÉÃÔÉÏÎÓ ȬÔÏ ÈÅÌÐ ÕÓ ÕÎÄÅÒÓÔÁÎÄ ÔÈÅ ×ÏÒÌÄ ÁÎÄ 

×ÈÁÔ ÉÔ ÍÅÁÎÓ ÔÏ ÂÅ ÈÕÍÁÎȭ ɉ-ÕÒÒÁÙ ρωωχȡςφɊ, and it is through narratives and storytelling 

that we gain a feeling of control by imposing patterns and order to make sense of a chaotic 

world ( Bruner 1990:68; Gee 2011:353; Ryan 2007:9). Whilst less of a definition of narrative 

and storytelling, these theories provide a useful insight into their purpose in society, 

allowing more informed consideration of the implications of their use in videogames and 

museum interpretation. 

As such, going forward the term narrative is used in the context of a structural and 

interpretative form linking a series or sequences of events, organising which elements of 

the story are presented, and in what order. Storytelling, on the other hand, is the act of re-

creating or telling past events within these narrative structures. 

 

3.1.2 The Link Between Interpretation, Narrative and Storytelling  

That narrative has a role to play in how we understand the world has been recognised 

(Abbott 2008; Spock 2015:386). In museums, which often aim to share knowledge and build 

our understanding of the past and present, the use of narrative and story is particularly 

appropriate for several reasons. First, narratives and stories are a commonly recognised 

form of communication. Storytelling, Peirce, Gidlow, Schombery and Woodall (2013:197) 

write, is a human universal which requires no specialist training to comprehend. As a skill, 

storytelling is learnt by most at a young age, as we use stories to make meaning (Bruner 

1990:67-69). Bedford (2001:28), building upon Bruner, notes that as we carry the skill of 
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ÓÔÏÒÙÔÅÌÌÉÎÇ ÉÎÔÏ ÁÄÕÌÔÈÏÏÄȟ ÉÔ ÂÅÃÏÍÅÓ Á ȬÐÒÉÍÁÒÙ ÉÎÓÔÒÕÍÅÎÔ ÆÏÒ ÍÁËÉÎÇ ÍÅÁÎÉÎÇȭȢ 

Furthermore, as discussed in Chapter Two, meaning-making is understood as an 

interpretative  process undertaken in the gap between object, interpretative tools and text, 

ÁÎÄ ÔÈÅ ÖÉÓÉÔÏÒȢ )Î Á ÃÏÇÎÉÔÉÖÅ ÐÒÏÃÅÓÓȟ ÔÈÅ ÖÉÓÉÔÏÒ ÒÅÌÁÔÅÓ ÔÈÅ ÍÕÓÅÕÍȭÓ ÉÎÆÏÒÍÁÔÉÏÎ ÏÒ 

narrative to their own knowledge and experience, to develop a personalised meaning. The 

role of narrative and storytelling in individual meaning-making can also be found in learning 

theory. As Bedford (2014:62) comments, research has found that adults often undertake a 

ÐÒÏÃÅÓÓ ÏÆ ȬÉÍÁÇÉÎÁÔÉÖÅ ÒÅÓÔÏÒÙÉÎÇȭ ÁÓ ÎÅ× ÅØÐÅÒÉÅÎÃÅÓ ÁÄÄ ÁÎÏÔÈÅÒ ÌÁÙÅÒ ÏÆ ÍÅÁÎÉÎÇ ÔÏ ÔÈÅÉÒ 

internal narrative about the world. The insinuation is that museum visitors have the ability 

to construct a personal interpretation, and thus the capacity to engage with museum 

narrative and stories in this manner. Indeed, Nielsen (2017:445-446) notes that visitors 

create stories which combine their experience with the museum narrative, and, Nielsen 

ÁÒÇÕÅÓ ÔÈÁÔ ȬÔÈÅ ÍÏÒÅ ÍÕÓÅÕÍÓ ÉÎÔÅÒÁÃÔ ×ÉÔÈ ÖÉÓÉÔÏÒÓȟ ÔÈÅ ÍÏÒÅ ÄÅÔÁiled and complex their 

ÓÔÏÒÉÅÓ ÂÅÃÏÍÅȭȢ 3ÃÈÏÒÃÈ ɉςπρυȡτυςɊ ÓÉÍÉÌÁÒÌÙ ÆÏÕÎÄ ÔÈÁÔ Á ÐÒÏÃÅÓÓ ÏÆ ÓÔÏÒÙÔÅÌÌÉÎÇ ×ÁÓ ÂÅÉÎÇ 

undertaken by visitors, arguing that through narrative meaning-making both museum and 

ÖÉÓÉÔÏÒ ÁÒÅ ÁÂÌÅ ÔÏ ȬÅØÅÒÔ ÉÎÔÅÒÐÒÅÔÉÖÅ ÁÇÅÎÃÙ ÁÎÄ ÂÅÃome mutually entangled through 

ÎÁÒÒÁÔÉÖÅ ÅÎÇÁÇÅÍÅÎÔÓȭȢ !Ó ÓÕÃÈȟ ÎÁÒÒÁÔÉÖÅ ÁÎÄ ÓÔÏÒÙÔÅÌÌÉÎÇ ÈÁÖÅ ÔÈÅ ÐÏÔÅÎÔÉÁÌ ÔÏ ÂÅ Á 

powerful tool for museum interpretation.  

There are other aspects of narrative and storytelling theory which align well with museum 

interp retation. There is the representative ability of storytelling, that when we take a story 

about an event and fit it into a wider narrative structure, be it a museum narrative or our 

own, it can come to represent larger concepts and ideas (Bedford 2001:29). Bedford (2001) 

using the example of her visit to an exhibition on the Holocaust, explains that encounters 

with the stories of people who rescued Holocaust victims and the choices they made 

became, for her, part of a broader personal narrative on the significance of everyday choices. 

A further interesting aspect of narrative is its link to ideas of memory and nostalgia. Abbott 

(2008:3) notes that narrative has often been linked with our capacity for memory, as the 

development of memory and narrative abilities occur in children at around the same time - 

ÌÅÁÄÉÎÇ ÓÏÍÅ ÔÏ ȬÐÒÏÐÏÓÅ ÔÈÁÔ ÍÅÍÏÒÙ ÉÔÓÅÌÆ ÉÓ ÄÅÐÅÎÄÅÎÔ ÏÎ ÔÈÅ ÃÁÐÁÃÉÔÙ ÆÏÒ ÎÁÒÒÁÔÉÖÅȭȢ 4ÈÅ 

relationship between narrative and memory is further explored by Kidd (2012:75) who, 

comments that when we articulate ÍÅÍÏÒÙȟ Ȭ×Å ÒÅÎÄÅÒ ÔÈÏÓÅ ÍÅÍÏÒÉÅÓ ÎÁÒÒÁÔÉÖÅȭȢ 

Museums themselves can be seen as places that construct institutional, social, and collective 

memory through narrative choices they make about their collections and interpretation 

(Devine 2014; Heumann Gurian 1999), an idea that will be explored further in Chapter Six. 

Equally, the sharing of memories through storytelling can enable visitors to build a 

collective memory, placing the burden of memory not upon one person, but upon a broader 
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group. Yet, this sharing can also lead to conflict and debate if a contribution contradicts the 

experience and story of another, or the narrative the museum wants to construct (Kidd 

2012:75). This is not necessarily a bad thing, as Kidd also points out, and it draws parallels 

with the way we construct understanding in museums both individually and socially. It is 

such contradictions and debates that invite marginalised and often unheard voices to tell 

ÔÈÅÉÒ ÓÔÏÒÉÅÓȟ ÁÌÌÏ×ÉÎÇ ȬÏÆÆÉÃÉÁÌȭ ÎÁÒÒÁÔÉÖÅÓ ÔÏ ÂÅ ÑÕÅÓÔÉÏÎÅÄ ÁÎÄ Á ÍÏÒÅ ÃÏÍÐrehensive and 

inclusive interpretation to be developed. 

A final conceptual understanding that is significant for this study is the idea that narrative 

is interpretation. Bruner (1986:11), a cognitive psychologist, identified two schools of 

thought; a logico-scientific mode and a narrative mode, the latter of which he describes as 

subjective and interpretative in nature. This suggests that there is a fundamental link 

between interpretation and narrative. Indeed, in museum studies Schorch is particularly 

explÉÃÉÔ ÒÅÇÁÒÄÉÎÇ ÔÈÉÓ ÃÏÎÎÅÃÔÉÏÎȟ ÑÕÏÔÉÎÇ "ÒÕÎÅÒȭÓ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ÍÅÁÎÉÎÇ-making through 

narrative is ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÁÎÄ ÁÄÄÉÔÉÏÎÁÌÌÙ ÃÏÍÍÅÎÔÉÎÇ ÔÈÁÔ Ȭ×Å ÁÃÔ ÔÏ ÍÁËÅ ÍÅÁÎÉÎÇȟ ÏÒ 

ÉÎÔÅÒÐÒÅÔȟ ÔÈÒÏÕÇÈ ÎÁÒÒÁÔÉÖÅȭ ɉ3ÃÈÏÒÃÈ ςπρυȡττςɊȢ 7ÉÔÈÉÎ ÔÈÅ ×ÉÄÅÒ ÌÉÔÅÒÁÔÕÒÅ ÔÈere have 

been different ways of viewing this idea of narrative as interpretation. Jimson (2015:538) 

describes interpretation as the creative translation of meaning, and narrative structures as 

enabling meaning-making, arguing that narratives are therefore ȬÁÌ×ÁÙÓ ÐÒÅÓÅÎÔȟ ÅÖÅÎ ÉÆ ÔÈÅ 

ÅØÈÉÂÉÔÉÏÎ ÄÏÅÓ ÎÏÔ ÈÁÖÅ ÁÎ ÅØÐÌÉÃÉÔ ÓÔÏÒÙÌÉÎÅȭȢ &ÏÒ ÃÏÎÓÔÒÕÃÔÉÖÉÓÔ ÔÈÉÎËÅÒ (ÏÏÐÅÒ-Greenhill 

(2000:114), narrative as interpretation relates to meaning-making in the sense that 

narratives are constructed by the person undertaking the process of interpretation, and 

ÍÁÙ ÏÒ ÍÁÙ ÎÏÔ ÁÌÉÇÎ ×ÉÔÈ ÔÈÅ ÍÕÓÅÕÍȭÓ ÎÁÒÒÁÔÉÖÅȢ )Î Á ÓÉÍÉÌÁÒ ÖÅÉÎȟ "ÁËÅr, Istvandity and 

Nowak (2016:370-377) and by extension Bal, upon whose work they draw, view narrative 

as an ongoing process of the production of ÍÅÁÎÉÎÇ ×ÈÉÃÈ ÅÍÅÒÇÅÓ ÆÒÏÍ ÔÈÅ ÖÉÓÉÔÏÒȭÓ 

interpretative journey through exhibitions; supported by their findings that museum 

exhibition designers often emphasise the provision of opportunities for visitors to consider 

their individual interpretations and stories. The other point of view is that the museum 

narrative is itself a form of interpretation, which builds upon the definitions previously 

discussed. Bedford (2014:57) links narrative and story directly with interpretation as a 

ÐÒÏÃÅÓÓȟ ÁÒÇÕÉÎÇ ÔÈÁÔ ȬÓÔÏÒÙ ÁÃÔÕÁÌÌÙ ÄÏÅÓÎȭÔ ÅØÉÓÔ ×ÉÔÈÏÕÔ ÁÎ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅȟ Á ÎÁÒÒÁÔÉÖÅ 

ÄÉÓÃÏÕÒÓÅ ÁÂÏÕÔ ÉÔȭȢ 4ÁËÉÎÇ ÔÈÉÓ ÐÅÒÓÐÅÃÔÉÖÅȟ ÔÈÅ ×ÁÙ ×Å ÃÈÏÏÓÅ ÔÏ ÐÒÅÓÅÎÔ Á ÓÔÏÒÙ ÉÓ ÉÎ ÉÔÓÅÌÆ 

an interpretation of that which we are telling the story about. Thus, interpretation cannot 

happen without narrative and narrative is a fundamental part of how interpretation takes 

place. Though we must be careful to remember that whilst the two concepts are linked, they 

are not interchangeable. 
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3.1.3 Transmedia Storytelling  

Theories of transmedia storytelling are also useful to consider in relation to museums and 

videogames. As mentioned in Chapter Two, transmedia storytelling as a concept is often 

attributed to Henry Jenkins. Jenkins (2007) describes transmedia storytelling as a process 

×ÈÅÒÅ ȬÉÎÔÅÇÒÁÌ ÅÌÅÍÅÎÔÓ ÏÆ Á ÆÉÃÔÉÏÎ ÇÅÔ ÄÉÓÐÅÒÓÅÄ ÓÙÓÔÅÍÁÔÉÃÁÌÌÙ ÁÃÒÏÓÓ ÍÕÌÔÉÐÌÅ ÄÅÌÉÖÅÒÙ 

ÃÈÁÎÎÅÌÓ ÆÏÒ ÔÈÅ ÐÕÒÐÏÓÅ ÏÆ ÃÒÅÁÔÉÎÇ Á ÕÎÉÆÉÅÄ ÁÎÄ ÃÏÏÒÄÉÎÁÔÅÄ ÅÎÔÅÒÔÁÉÎÍÅÎÔ ÅØÐÅÒÉÅÎÃÅȭ, 

where each part stands as a story on its own, but also adds to a larger narrative (see also 

Kidd 2013:23; McErlean 2018). As such, in transmedia storytelling instead of adapting a 

single story to multiple forms of media, each medium approaches narrative differently, 

enabling media producers to use each form to its fullest storytelling potential (Jenkins 

2008:98). With stories spread across many platforms and media, these narratives provide 

ÍÕÌÔÉÐÌÅ ȬÐÏÉÎÔÓ ÏÆ ÅÎÔÒÙȭ ×ÈÅÒÅ ÁÕÄÉÅÎÃÅÓ ÍÁÙ ÃÈÏÏÓÅ ÔÏ ÅÎÇÁÇÅ ×ÉÔÈ ÔÈÅ ÂÒÏÁÄÅÒ 

storyworld throug h the media that they are most comfortable with (Jenkins 2007). By 

taking a transmedia approach, then, institutions can potentially reach new audiences by 

engaging them through a familiar media format such as, for instance, videogames. 

Transmedia storytelling also reflects a broader shift in culture around how media is 

produced and distributed. Jenkins (2008) describes this shift as the development of 

convergence culture, where ideas flow across mediums. Yet, this type of storytelling also 

requires action on the part of the audience. As Kidd (2013:23) notes, transmedia 

ÓÔÏÒÙÔÅÌÌÉÎÇ ÉÍÐÌÉÅÓ ÔÈÁÔ ÔÈÅÒÅ ÉÓ Á ȬÕÓÅÒȭ ÉÎÖÏÌÖÅÄ ÉÎ ÃÁÌÌÉÎÇ ÆÏÒÔÈ ÁÎÄ ÃÏÎÓÔÒÕÃÔÉÎÇ ÔÈÅ 

broader narrative from its various parts. This has interesting implications for how certain 

museum narratives and interpretative techniques might be read as transmedia.  

Kidd (2013:23,29) argues that transmedia approaches may be particularly suited to 

museums, as the transmedia method of presenting narratives in fragmented, connected 

parts ÒÅÆÌÅÃÔÓ ÈÏ× ÍÕÓÅÕÍ ÎÁÒÒÁÔÉÖÅÓ ÁÒÅ ÏÆÔÅÎ Ȭmultiple, incongruous, and overlapping, far 

from ready-ÍÁÄÅȟ ÃÏÍÐÌÅÔÅ ÏÒ ÐÅÒÆÅÃÔȭȢ Considering interpretation more broadly, Peirce et 

al. (2013:198-199) suggest that the inclusion of different perspectives and ideas across 

interpretative media allows better exploration of the fragmented past, through which 

visitors might be encouraged to find gaps in knowledge and act as critical interrogators. 

Indeed, many museums are already using transmedia methods, though they may not 

recognise it as such, in exhibitions where narrative information is spread across different 

media such as object labels, gallery guides, audio tours etc., which use different storytelling 

approaches (Kidd 2013:27; Mateos-Rusillo and Gifreu-Castells 2018:302,310). This echoes 

Weibel ÁÎÄ ,ÁÔÏÕÒȭÓ ɉςππ7:94) depiction of museum exhibitions as assemblages, places that 

bring together different elements. In current interpretative practice, transmedia 
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storytelling is also relevant in that it requires participation on the part of the visitor to 

ÅÎÇÁÇÅ ×ÉÔÈ ÁÎÄ ÃÏÎÎÅÃÔ ÄÉÆÆÅÒÅÎÔ ÓÔÏÒÙ ÅÌÅÍÅÎÔÓȟ ÁÎÄ ÆÏÃÕÓÅÓ ÏÎ ÔÈÅ ȬÃÏÍÍÕÎÉÃÁÔÉÏÎ 

ÅØÐÅÒÉÅÎÃÅȭȟ ÆÒÅÑÕÅÎÔÌÙ ÄÒÁ×ÉÎÇ ÏÎ ȬÅÍÏÔÉÏÎȢȢȢ ÕÎÉÖÅÒÓÁÌ ÔÈÅÍÅÓȟ ÐÅÒÓÏÎÁÌ ÃÏÎÎÅÃÔÉÏÎ ÁÎÄ 

ÒÅÌÅÖÁÎÃÅȭ ɉ2ÕÔÌÅÄge 2011; Kidd 2013:23). As such, a number of parallels between 

transmedia storytelling and contemporary interpretative practices become clear. 

Discussion of transmedia storytelling is also found in game studies where videogames are 

recognised as a medium through which transmedia stories can be told and, due to the 

affordances of the medium such as active player involvement, be told effectively (Eskelinen 

2012:237; Mukherjee 2015:7; Zalot 2018:291). It is therefore important to keep the concept 

of transmedia storytelling in mind as both museums and videogames can, and have, 

implemented elements of the approach. It is also important to remember that museum 

videogames are only one medium through which fragments of a larger museum narrative 

might be encountered. Finally, as Jenkins suggests and this thesis argues, museums must 

learn how to make the most of each individual medium ɀ such as videogames - to ensure 

they are effectively utilising its interpretative potential.  

 

3.1.4 The Complex History of Narrative in Game Studies 

Turning to game studies, it is important to acknowledge the history of the field and its 

impact on approaches to researching videogame narratives and storytelling. The 

ÐÒÅÄÏÍÉÎÁÎÔ ÌÕÄÏÌÏÇÙ ÖÓȢ ÎÁÒÒÁÔÏÌÏÇÙ ȬÄÅÂÁÔÅȭ ÈÁÓ ÂÅÅÎ ÒÅÌÁÙÅÄ ÁÎÄ ÄÉÓÃÕÓsed a great many 

times in game studies, so I will not delve into too much detail here beyond establishing the 

basic arguments involved, summarising its resolution(s), and providing a little of my own 

perspective as a scholar for whom discussion of narratives and stories in videogames is 

relevant to my research. 

!Ô ÉÔÓ ÍÏÓÔ ÓÉÍÐÌÅ ÌÅÖÅÌ ÔÈÅ ÄÅÂÁÔÅȟ ÁÎÄ ) ÕÓÅ ÔÈÅ ÔÅÒÍ ȬÄÅÂÁÔÅȭ ×ÉÔÈ ÃÁÕÔÉÏÎ ÈÅÒÅȟ ÁÒÏÓÅ ÏÕÔ 

of a period where the field of study was beginning to become established. During this time 

disagreement over the definition of narrative and the extent to which narrative theory and 

concepts should be applied to videogames was voiced by a small number of scholars. 

Carlquist (2002:17) writing at the height of the debate, recorded that the disagreement was 

regarding the compatibility of gameplay conventions and storytelling. However, others 

summarise the debate rather differently. Egenfeldt-Nielsen et al. (2008:195) claim that 

there was no inherent opposition to literary approaches examining games, but rather that 

the self-styled ludologists felt that on an ontological level, games should not be studied 

through theories derived from narrative studies. At face value this assertion makes sense, 

and indeed such studies have made useful contributions towards the legitimisation of the 
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academic study of videogames and of the distinct properties of the medium. The issue arises 

out of the either/or attitude that ludologists apparently developed towards narrative and 

games. Egenfeldt-Nielsen et al. (2008:195-197) go on to comment that the ludologist 

position was often read, either correctly or incorrectly, as a complete disregard for 

narrative, which led literary theorists to criticise ludologists for reducing stories to 

adornments or additions. Yet these same scholars who criticised the analysis of narrative in 

games were often examining aspects of game narrative themselves. Vossen (2018:227-228) 

therefore suggests that the issue was less with the use of narrative theory, and more to do 

with who was doing it and from what field. It is certainly interesting to re-read Eskelinen 

ÁÎÄ !ÁÒÓÅÔÈȭÓ ÅÓÓÁÙÓ ÉÎ First Person in light of this observation. Eskelinen (2004:36,40-42) 

ÃÁÌÌÓ ÌÉÔÅÒÁÒÙ ÓÃÈÏÌÁÒÓ Ȭ×ÏÕÌÄ-be-ÃÏÌÏÎÉÚÅÒÓȭ ÁÎÄ ÙÅÔ, later in the article, analyses time in 

games using narrative theories. Equally, Aarseth (2004:45,51) opens his article on 

ÎÁÒÒÁÔÉÖÉÔÙ ÁÎÄ ÇÁÍÅÓ ×ÉÔÈ ÔÈÅ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ȬÏÎÅ ÓÉÄÅ ÁÒÇÕÅÓ ÔÈÁÔ ÃÏÍÐÕÔÅÒ ÇÁÍÅÓ ÁÒÅ 

media for telling stories, while the opposing side claims that stories and games are different 

ÓÔÒÕÃÔÕÒÅÓ ÔÈÁÔ ÁÒÅ ÉÎ ÅÆÆÅÃÔ ÄÏÉÎÇ ÏÐÐÏÓÉÔÅ ÔÈÉÎÇÓȭȟ ÔÈÅÎ ÇÏÅÓ ÏÎ ÔÏ ÄÅÓÃÒÉÂÅ ÁÄÖÅÎÔÕÒÅ 

ÇÁÍÅÓ ÁÓ ȬÓÔÏÒÙ-ÇÁÍÅ ÈÙÂÒÉÄÓȭȢ 

On the other hand, narratologists (and it is worth  acknowledging that this label was rarely 

applied by these theorists to themselves) such as Murray and Ryan, originally argued that 

videogames had value as a narrative form, had the capacity to tell stories and tell them 

differently, and could be analysed using narrative theory. For example, Murray (1997:142) 

ÓÔÁÔÅÄ ÔÈÁÔ ÇÁÍÅÓ ÃÁÎ ÂÅ ÒÅÁÄ ÁÓ Á ȬËÉÎÄ ÏÆ ÁÂÓÔÒÁÃÔ ÓÔÏÒÙÔÅÌÌÉÎÇ ÔÈÁÔ ÒÅÓÅÍÂÌÅÓ ÔÈÅ ×ÏÒÌÄ ÏÆ 

ÃÏÍÍÏÎ ÅØÐÅÒÉÅÎÃÅ ÂÕÔ ÃÏÍÐÒÅÓÓÅÓ ÉÔ ÉÎ ÏÒÄÅÒ ÔÏ ÈÅÉÇÈÔÅÎ ÉÎÔÅÒÅÓÔȭȢ 2ÙÁÎ ɉςππχȡρσɊ 

similarly accepted that certain games were entirely abstract, but that games which invited 

the player to take part in make-believe and role-playing were a form of narrative. In such 

cases videogame goals were made desirable not through rules, but rather through narrative 

context (Ryan 2007:13). What is important to recognise here is that those who were seen 

ÁÓ ȬÎÁÒÒÁÔÏÌÏÇÉÓÔÓȭ ×ÅÒÅ ÎÏÔ ÓÕÇÇÅÓÔÉÎÇ ÔÈÁÔ ÇÁÍÅÓ ÃÏÕÌÄ only be analysed through narrative 

or literary theory, merely that it was one possible way to examine videogames. To further 

confuse the debate, it often seemed as though ÂÏÔÈ ȬÓÉÄÅÓȭ ×ÅÒÅ ÍÉÓÉÎÔÅÒÐÒÅÔÉÎÇ ÔÈÅ ÏÔÈÅÒȢ 

Indeed, Jenkins (2006:119-121) wrote a list of points upon which both sides might agree, 

which included the assertion that not all games needed stories but that they could have 

story elements, and that videogames as a medium would tell stories differently to other 

mediums. Eskelinen (2012:215) also commented that all the major ludologists agreed that 

narrative and story elements may be included in games the problem, he suggested, was that 

narratologists did not seem to understand the ludologist position. 
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Since the height of the ludology vs. narratology debate, the arguments have been resolved 

for the most part. Egenfeldt-Nielsen et al. (2008:195) comment that most ludologists have 

since reiterated that stories are not unimportant, merely that they are not what makes 

games distinctive. As such, most modern game scholars exploring narrative and storytelling 

position games as a distinct medium for the characteristics that set them apart, namely their 

procedural and rule-based nature. The other consideration that has arisen in more recent 

explorations is the idea that the wider relationship between narrative and medium has been 

misunderstood. As touched upon in our exploration of definitions narrative is not confined 

to a single medium, meaning that it cannot be argued that narrative is a videogame any more 

than a book is narrative, or a film is narrative (Wesp 2014, see also Ryan 2007:13). In 

retrospect, this appears to be less a debate and more an attempt to define what was 

ÃÏÎÓÉÄÅÒÅÄ ÁÃÃÅÐÔÁÂÌÅ ÕÎÄÅÒ ÔÈÅ ÂÁÎÎÅÒ ÏÆ ȬÇÁÍÅ ÓÔÕÄÉÅÓȭ ÁÓ ÔÈÅ ÆÉÅÌÄ ÁÓÓÅÒÔÅÄ ÉÔÓÅÌÆȢ 

Different perspectives and ways of approaching elements of games, such as literary analysis, 

×ÅÒÅ ÄÉÓÍÉÓÓÅÄȟ ÓÉÍÐÌÙ ÂÅÃÁÕÓÅ ÔÈÅÙ ÍÁÄÅ ȬÃÏÎÎÅÃÔÉÏÎÓ ÂÅÔ×ÅÅÎ ÇÁÍÅÓ Ánd other cultural 

ÆÏÒÍÓȭ ɉ-ÕÒÒÁÙ ςππυɊȢ 9ÅÔȟ ÖÉÄÅÏÇÁÍÅÓ ÄÏ ÎÏÔ ÅØÉÓÔ ÉÎ Á ÖÁÃÕÕÍ ÁÎÄ ÁÓ ÇÁÍÅ ÓÔÕÄÉÅÓ ÈÁÓ 

matured, these perspectives have found their way back in.  

 

3.1.5 The Relationship Between Gameplay, Game Rules and Narrative  

One issue that arose during early attempts to explore narrative in videogames was the 

apparent incompatibility between the concepts of narrative and gameplay. Indeed, 

Crawford (2005:51) saw the idea of plot and interactivity as incompatible as there was an 

inherent clash between free will and determinism. Picucci (2014:101) also noted that 

ȬÕÎÄÅÒÔÁËÉÎÇ ÁÎ ÁÃÁÄÅÍÉÃ ÓÔÕÄÙ ÏÎ ÖÉÄÅÏ ÇÁÍÅÓ ÁÓ ÓÔÏÒÙÔÅÌÌÉÎÇ ÐÌÁÔÆÏÒÍÓ ÄÅÐÅÎÄÓ ÏÎ ÈÏ× 

ÆÌÅØÉÂÌÅ ÏÒ ÎÁÒÒÏ× Á ÎÁÒÒÁÔÉÖÅ ÄÅÆÉÎÉÔÉÏÎ ÏÎÅ ÉÓ ×ÉÌÌÉÎÇ ÔÏ ÅÍÂÒÁÃÅȭ, as some of the more 

restrictive defini tions conflicted with basic game rules and mechanics. Whilst there are 

undoubtedly some elements of videogames and narratives which initially appear to be in 

conflict, recent academic work has moved away from a binary position arguing that, in 

general, the concepts are not fundamentally opposed.  

Juul (2005:163), for example, came to the conclusion that rules and narratives could 

complement each other, as fictional narratives in games could be used to help players 

understand the game by providing context foÒ ÇÏÁÌÓȟ ÏÂÊÅÃÔÉÖÅÓ ÁÎÄ ÒÕÌÅÓȢ 4ÈÅ ÐÌÁÙÅÒȭÓ 

navigation of game rules and goals is often made both logical and acceptable through 

narrative framing (Carlquist 2002:10). Backe (2012:253) takes this idea further by arguing 

ÔÈÁÔ ÔÈÅ ȬÌÕÄÉÃ ÓÔÒÕÃÔÕÒÅ ÏÆ ÓÅÔÔÉÎÇ a challenge and achieving a goal correlates to a narrative 

ÃÁÒÄÉÎÁÌ ÆÕÎÃÔÉÏÎȭȟ ÉÎ ÔÈÉÓ ÃÁÓÅ ÂÙ ÐÒÏÖÉÄÉÎÇ Á ȬÒÅÓÏÌÕÔÉÏÎȭȢ 'ÁÍÅ ÁÎÄ ÎÁÒÒÁÔÉÖÅ ÁÒÅ ÔÈÅÒÅÆÏÒÅ 
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compatible as they both utilise elements such as characters, places, and events, and also in 

terms of their structures and how they connect these elements in order to build 

understanding of the whole (Backe 2012:244). Furthermore, recognising that as technology 

has improved more complex storytelling methods have emerged in videogames, some have 

reconsidered the position of narrative. Mukherjee (2015) writes that, in story-based games, 

the computer often modifies elements in response to the changing narrative that the player 

is building. For these games there are three elements at work: the game engine, the story 

engine, and the player, which feed into each other with none more important than another. 

Story, game, and rules therefore become intrinsically linked. Interestingly, Mukherjee 

theorises videogames as assemblages, in the manner of Derrida and Deleuze, built of many 

elements that are flexible, interchangeable and have multiple functions with the game 

structure (Mukherjee 2015:8-10,13). We must be careful, however, of painting all games 

with the same brush, as different genres will use, or not use, narrative and story in ways 

that make applying this sort of framework to games as a whole very difficult. As 5ÌÁĥ 

(2014:86) notes, it is always possible to add narrative to, or remove story elements from, a 

videogame, but if you treat the game rules and gameplay in a similar fashion you will end 

up with something that is not a game. To summarise the key takeaways from game studies, 

then, videogames themselves are a unique medium, but they are one through which 

narratives can be expressed and stories told. Depending on the specific game, the story may 

be expressed through various elements, such as game mechanics, rules, goals, aesthetic 

elements, worldbuilding and incorporated narrative storylines. As each game is different, it 

is difficult to talk about videogames in a general sense, and therefore the focus of Chapters 

Four, Five and Six will be to explore characteristics that reflect museum interpretative 

practice in relation to particular games and game genres, in order to identify the potential 

affordances of videogames as a whole. 

 

3.2 Emotion and Affect 

3.2.1 Terminology:  Defining  Emotion and Affect 

As with narrative and storytelling, it would be worth defining what is meant by the terms 

ȬÁÆÆÅÃÔȭ ÁÎÄ ȬÅÍÏÔÉÏÎȭȢ 7ÈÅÎ ×Å ÈÅÁÒ ÔÈÅ ÔÅÒÍÓ ȬÅÍÏÔÉÏÎÁÌȭ ÁÎÄ ȬÁÆÆÅÃÔÉÖÅȭ ×Å ÍÁÙ ÔÈÉÎË ÔÈÁÔ 

they refer to the same thing. However, in academia the concepts are more complex than 

they appear. Within museum studies the nature of these concepts has often proved difficult 

to define, and Munro (2015:45) is correct to note they have sometimes been used 

interchangeably. It is commonly acknowledged that there are links between emotion and 

affect as concepts. Mulcahy and Witcomb (2018:214) remark that the terms are mutually 
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ÉÍÐÌÉÃÁÔÅÄȟ ȬÅÁÃÈ ÔÅÒÍ ÓÈÁÐÅÓ ÁÎÄ ÉÎÆÏÒÍÓ ɍÔÈÅ ÏÔÈÅÒɎ ÁÎÄ ÌÅÁÄÓ ÔÏ ÆÏÒÍÓ ÏÆ ÔÈÉÎËÉÎÇȭȢ 

Similarly, game studies scholars have also negotiated varying definitions of affect and 

emotion within academic literature, leading to the identification of emotion and affect as 

distinct, if linked, concepts (Nacke and Lindley 2010:5). Despite this interrelation there are 

understood to be differences between the concepts and it is important to recognise these 

nuances. For instance, the understandings of affect and emotion within game studies have 

been drawn from a wide range of fields including: film and media studies (Calleja et al. 2016; 

Frome 2006; Perron 2005); the work of philosopher and social theorist, Brian Massumi 

(Nørgård 2016; Veale 2015); and the field of psychology (Anable 2018). From this disparity 

of sources, a number of common understandings have emerged.  

In terms of the difference between the concepts Jagoda (2018:202), a key scholar of this 

ÁÒÅÁ ÉÎ ÇÁÍÅ ÓÔÕÄÉÅÓȟ ÓÕÍÍÁÒÉÓÅÓ ÅÍÏÔÉÏÎ ÁÓ ȬÓÕÂÊÅÃÔÉÖÅ ÁÎÄ ÐÅÒÓÏÎÁÌ ÃÏÎÔÅÎÔ ÔÈÁÔ ÃÁÎ ÂÅ 

ÆÉØÅÄ ÖÉÁ ÐÓÙÃÈÏÌÏÇÉÃÁÌ ÃÁÔÅÇÏÒÉÅÓȭȟ ×ÈÉÌÓÔ ÁÆÆÅÃÔ ÉÓ ȬÁÎ ÅØÐÅÒÉÅÎÃÅ ÏÆ ÉÎÔÅÎÓÉÔÙ ÔÈÁÔ ÉÓ 

ÎÏÎÃÏÎÓÃÉÏÕÓ ÁÎÄ ÒÅÌÁÔÉÏÎÁÌȭȢ Nørgård (2016:96) and Veale (2015:3) both draw on 

-ÁÓÓÕÍÉȭÓ ×ÒÉÔÉÎÇÓȟ ÓÅÅÉÎÇ ÅÍÏÔÉÏÎ ÁÓ Á ÃÏÎÔÅØÔÕÁÌ ÁÎÄ ÃÏÇÎÉÔÉÖÅ ÌÁÂÅÌ ÆÏÒ ÁÆÆÅÃÔÉÖÅ 

experiences, which, in turn, are continuous, situational processes. Several authors within 

museum studies have also drawn their understandings of emotion and affect from the work 

of Massumi (Baker 2015; Gregory and Witcomb 2007; Waterton 2014). In the foreword to 

A Thousand Plateaus: Capitalism and Schizophrenia (Deleuze et al. 1987), affect is described 

by Massumi ÁÓ ÔÈÅ ȬÐÁÓÓÁÇÅ ÆÒÏÍ ÏÎÅ ÅØÐÅÒÉÅÎÔÉÁÌ ÓÔÁÔÅ ÏÆ ÔÈÅ ÂÏÄÙ ÔÏ ÁÎÏÔÈÅÒȭȟ ×ÈÉÃÈ 

reflects the ability of the body to affect and be affected. Massumi traces the distinction 

ÂÅÔ×ÅÅÎ ÁÆÆÅÃÔ ÁÎÄ ÅÍÏÔÉÏÎ ÂÁÃË ÔÏ ÁÎÏÔÈÅÒ ÐÈÉÌÏÓÏÐÈÅÒȟ 3ÐÉÎÏÚÁȢ 3ÐÉÎÏÚÁȭÓ ×ÏÒË 

emphasises the different natures of affect and emotion, with affect relating primarily to the 

body, an autonomic reaction, and emotion viewed as a subjective fixing of an experience 

into a socio-ÌÉÎÇÕÉÓÔÉÃ ÆÏÒÍ ÂÙ ÅÑÕÁÔÉÎÇ ÓÁÉÄ ÅØÐÅÒÉÅÎÃÅ ×ÉÔÈ ÓÕÃÈ ÔÅÒÍÓ ÁÓ ȬÓÁÄÎÅÓÓȭ ÁÎÄ 

ȬÊÏÙȭ ɉ-ÁÓÓÕÍÉ 1995:88-89). As such, through this process of translation emotion becomes 

a personal experience, whilst affective responses are open to being shared and are more 

difficult to predict or control. Museum studies scholars Wetherell, Smith and Campbell 

(2018:1) similarly describe affect as ÒÅÌÁÔÉÎÇ ÔÏ ÔÈÅ ȬÅÍÂÏÄÉÅÄ ÓÔÁÔÅ ÁÎÄ ÔÈÅ ÉÎÉÔÉÁÌ 

ÒÅÇÉÓÔÅÒÉÎÇ ÏÆ ÅÖÅÎÔÓ ÉÎ ÂÏÄÉÅÓ ÁÎÄ ÍÉÎÄÓȭ, ×ÈÉÌÓÔ ÅÍÏÔÉÏÎ ȬÒÅÆÅÒÓ ÔÏ ÔÈÅ ÐÒÏÃÅÓÓÉÎÇ ÁÎÄ 

ÐÁÃËÁÇÉÎÇ ÏÆ ÁÆÆÅÃÔ ÉÎ ÆÁÍÉÌÉÁÒ ÃÕÌÔÕÒÁÌ ÃÁÔÅÇÏÒÉÅÓȭȢ -ÕÎÒÏ ɉςπρυȡτυɊ ÆÕÒÔÈÅÒ ÃÏÎÃÌÕÄÅÓ ÔÈÁÔ 

emotion relates primarily to a mental process, whilst  affect involves the body. Thus, studies 

of affect in museum studies tend to explore sensorial and embodied engagements 

(Blackman 2016; Witcomb 2013). The potential of affect to be shared is also further 

emphasised in museum studies. Waterton (2014:827), and Mulcahy and Witcomb 

ɉςπρψȡςςφɊȟ ÄÉÓÃÕÓÓ ÁÆÆÅÃÔ ÁÓ ȬÎÏÔ ÃÏÎÆÉÎÅÄ ÔÏ ÔÈÅ ÉÎÄÉÖÉÄÕÁÌ ÂÏÄÙ ÏÒ ÐÅÏÐÌÅȭ, ÁÎÄ ÁÓ ȬÃÌÏÓÅÌÙ 
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intertwine d ×ÉÔÈ ÓÏÃÉÁÌ ÎÏÒÍÓ ÁÎÄ ÓÈÁÒÅÄ ÍÅÁÎÉÎÇÓȭ ÒÅÓÐÅÃÔÉÖÅÌÙȢ 4ÈÅ ÓÏÃÉÁÌ ÉÍÐÌÉÃÁÔÉÏÎÓ 

of affect as sharable and transferable experiences are relevant to consider in terms of 

museums where visitors often attend in groups. Finally, Crouch (2015:181) highlights 

another important point regarding emotion and affect in museums, noting that affect can 

occur not only in or between people, but also in things, or objects. These ideas have 

implications for considering how we connect to and effectively interpret museum objects, 

which will be further examined in Chapter Five.  

Moving forward, affect and emotion, whilst related, are understood as distinct from each 

other. Affect is bodily. It is our initial, bodily experience, a pre-cognitive response that can 

be shared. Emotion relates at least in part to the mind and mental processes. It is the 

individual and personal recognition of affective experiences which, by translating affect into 

a cognitive framework of emotion, prompts action. 

 

3.2.2 An Exploration of Emotion, Affect and Cognitive Theory 

As established, emotion is linked to mental processes, translating affective experiences into 

a personal, subjective, and socially defined label. In museum studies, the link between 

emotion and cognition has been touched upon by a number of authors. Smith and Campbell 

(2016:448) explore the balance between emotion and cognitive rationality in the process of 

ÒÅÁÓÏÎÉÎÇȟ ÁÃËÎÏ×ÌÅÄÇÉÎÇ ÔÈÅ ȬÉÍÐÏÒÔÁÎÃÅ ÏÆ ÅÍÏÔÉÏÎÓ ÔÏ ÃÏÇÎÉÔÉÏÎȭȢ 4ÁËÉÎÇ ÔÈÉÓ Á ÓÔÅÐ 

further, Watson (2015:384) argues that thinking and feeling, and therefore emotion and 

cognition, are intertwined, with emotion influencing how we think and reason. Yet, as 

Wetherell et al. (2018:1) note, the application of theory relating to emotion within museum 

studies is still in its early stages. Within game studies, understandings of cognitive theory 

are particularly well developed with the emergence of subsets of theory that explicitly 

explore the relationship between cognition and emotion (Isbister and Bianchi-Berthouze 

2016:235; Järvinen 2008:85; Schrier 2016:39). One subset is the concept of the appraisal 

process, which has influenced the views of several scholars (Frome 2006; Järvinen 2008; 

Perron 2005, 2016). In this theory ongoing cognitive evaluations ɀ or appraisals - of an 

ÉÎÄÉÖÉÄÕÁÌȭÓ ÓÉÔÕÁÔÉÏÎ ÁÒÅ ÕÎÄÅÒÓÔÏÏÄ ÁÓ ÆÏÒÍÉÎÇ Á ÐÁÒÔ ÏÆ ÈÏ× ×Å make sense of everyday 

life. This is not dissimilar to the understanding of meaning-making within museum 

interpretation. These situational appraisals are compared to our individual goals and plans, 

and from this an emotional response arises that differs depending on how each individual 

appraises, and applies meaning to, a particular situation (Perron 2005:4-5). These emotions 

may be complex, depending on the subject matter and personal experiences, and as such 

Perron (2005:4-5) lists several different appraisal structures that an individual might draw 
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upon in order to understand: how both positive and negative emotions might arise in 

relation to situations; unexpected emotions such as surprise; and the impact of personal 

desires and concerns on evoking responses such as joy or disgust.26 The emotional 

responses that result from this appraisal process influence the resulting actions we take 

(Perron 2005:4-5), indicating that we have an active role in both recognising and acting 

upon these responses. Appraisal theory therefore enables examination of how emotional 

ÒÅÓÐÏÎÓÅÓ ÔÏ Á ÓÉÔÕÁÔÉÏÎ ÄÉÆÆÅÒ ÂÅÔ×ÅÅÎ ÐÅÏÐÌÅȟ ÂÕÔ ÁÌÓÏ ÈÏ× ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ ÒÅÓÐÏÎÓÅ ÔÏ ÔÈÅ 

same situation could change over time ɀ for instance as a result of a change in goals and 

desires, or to the appraisal structures used. These ideas have interesting implications for 

museum interpretation as a process that might lead people to respond differently to an 

object, or individually make new meanings, as a result of an emotional response. 

Furthermore, studies of emotional responses to art and fiction in comparison to real-life 

situations also impact upon understandings of emotional responses to both videogames and 

museums. Questions about whether videogames are capable of provoking genuine 

emotional and affective responses have received scrutiny, particularly regarding 

representations of violence and their effect (Anable 2018), but also in relation to the study 

of videogame emotions more broadly.27 Cognitive theorists in game studies have used 

various methods to explore how people respond to fictional events, causing some debate in 

ÔÈÅ ÆÉÅÌÄȢ &ÒÏÍÅȭÓ ɉςππφɊ ÓÕÍÍÁÒÙ ÉÓ ÅÓÐÅÃÉÁÌÌÙ ÕÓÅÆÕÌ ÈÅÒÅȢ (Å ÁÒÇÕÅÓ ÔÈÁÔ Ô×Ï ËÅÙ ÔÈÅÏÒÉÅÓȡ 

ȬÉÌÌÕÓÏÒÙ ÔÈÅÏÒÙȭȟ ×ÈÉÃÈ ÓÕÇÇÅÓÔÓ ÔÈÅÒÅ ×Å ÍÕÓÔ ÉÎ ÓÏÍÅ ×ÁÙ ÂÅÌÉÅÖÅ ÔÈÁÔ ÔÈÅ ÆÉÃÔÉÏnal 

situation is real to respond emotionally, ÁÎÄ ȬÐÒÅÔÅÎÄ ÔÈÅÏÒÙȭȟ ÉÎ ×ÈÉÃÈ ÂÏÔÈ ÔÈÅ ÆÉÃÔÉÏÎÁÌ 

situation and emotional responses to it are seen as non-real; are both flawed as they rely on 

ÔÈÅ ÃÅÎÔÒÁÌ ÐÒÅÍÉÓÅ ÔÈÁÔ ȬÒÅÁÌ ÅÍÏÔÉÏÎÓ ÃÁÎ ÏÎÌÙ ÂÅ ÇÅÎÅÒÁÔÅÄ ÂÙ ÂÅÌÉÅÆÓȭ ɉ&ÒÏÍÅ ςππφȡρσɊȢ 

&ÒÏÍÅ ÉÎÓÔÅÁÄ ÄÒÁ×Ó ÕÐÏÎ #ÁÒÒÏÌÌȭÓ ÔÈÏÕÇÈÔ ÔÈÅÏÒÙȟ ×ÈÉÃÈ ÐÏÓÉÔÓ ÔÈÁÔ ÅÍÏÔÉÏÎÁÌ ÒÅÓÐÏÎÓÅÓ 

can arise just from the thought of a situation. He acknowledges that there are issues with it, 

as the thought of winning the lottery does not evoke the joy really winning the lottery would, 

ÁÎÄ ÉÎÓÔÅÁÄ ÕÓÅÓ #ÁÒÒÏÌÌȭÓ ÔÈÅÏÒÙ ÔÏ ÓÕÇÇÅÓÔ ÔÈÁÔ ÅÍÏÔÉÏÎÁÌ ÒÅÓÐÏÎÓÅÓ ÔÏ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÁÌ 

media ɀ in this case videogames - are genuine, and occur through a system of multi-level 

ÁÐÐÒÁÉÓÁÌ ×ÈÅÒÅ ȬÄÉÆÆÅÒÅÎÔ ÍÅntal systems evaluate [the situation or representation] in 

ÄÉÆÆÅÒÅÎÔ ×ÁÙÓȭ ɉ&ÒÏÍÅ ςππφȡρτ-ρυɊȢ 4ÈÉÓ ȬÈÙÂÒÉÄ ÉÌÌÕÓÉÏÎ ÔÈÅÏÒÙȭȟ ÁÓ &ÒÏÍÅ ɉςππφȡρχɊ 

describes it, could also be applied to objects and interpretative media in museums which 

 

26 For a comprehensive overview of appraisal theory and appraisal structures see Perron (2005), 

particularly pages 4-5. 
27 There are ongoing discussions regarding videogames and violence. A recent study explores how 

ÖÉÄÅÏÇÁÍÅÓ ÃÈÁÎÇÅ ÃÈÉÌÄÒÅÎȭÓ ÐÅÒÃÅÐÔÉÏÎ ÏÆ ÇÕÎÓ ɉBetuel 2019). 
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are often used to reprÅÓÅÎÔ Á ÂÒÏÁÄÅÒ ȬÒÅÁÌ ÔÈÉÎÇȭ ÓÕÃÈ ÁÓ ÓÏÃÉÅÔÉÅÓ ÁÎÄ ÃÕÌÔÕÒÅÓȟ ÐÒÏÖÉÄÉÎÇ Á 

new perspective on how people connect past and present. )Î ÔÈÉÓȟ 4ÁÎȭÓ ×ÒÉÔÉÎÇ ÆÒÏÍ Á 

humanities perspective is also relevant. Tan (2004:123) argues that there are different 

types of ÅÍÏÔÉÏÎÁÌ ÒÅÓÐÏÎÓÅȡ ȬÁ-ÅÍÏÔÉÏÎÓȭȟ ÏÒ ÁÒÔÉÆÁÃÔ ÅÍÏÔÉÏÎÓȟ ÁÒÉÓÅ ÆÒÏÍ ÁÎ ÁÐÐÒÁÉÓÁÌ ÏÆ 

the artwork as an artwork (for instance, this is a well-executed painting)ȟ ×ÈÉÌÓÔ ȬÒ-ÅÍÏÔÉÏÎÓȭ 

arise from the themes and content of the artwork (for instance, the subject makes me sad). 

In terms of museum interpretation, this theory highlights the possible complexity and multi-

ÌÁÙÅÒÅÄ ÎÁÔÕÒÅ ÏÆ ÐÅÏÐÌÅȭÓ ÃÏÇÎÉÔÉÖÅ ÁÎÄ ÅÍÏÔÉÏÎÁÌ ÒÅÓÐÏÎÓÅÓ ÔÏ ÍÕÓÅÕÍ ÏÂÊÅÃÔÓȢ 

There are numerous wider connections between elements of cognitive theories and the 

emotional and affective characteristics of the videogame medium. First, videogames rely 

upon active participation of players as without the player the game cannot progress. Once 

a player interacts with a videogame they become engaged in a process of situational 

appraisal and responsive action (Jagoda 2018:223; Nacke et al. 2016:106). Building on these 

understandings, videogames as a medium have rich potential for the prompting of 

emotional and affective responses as, through active participation, the player has engaged 

in cognitive processes and thus the possibility of response on an emotional level. Another 

key element of videogames is player choice and agency (Isbister 2016:2). Choice and agency 

imply that players may have differing responses depending on how they appraise their 

choices and whether the outcomes align or clash with personal goals. Many videogames also 

incorporate fictional worlds, storylines, and characters to provide narrative context for the 

ÐÌÁÙÅÒȭÓ ÇÏÁÌÓ ÁÎÄ ÁÃÔÉÏÎÓȢ !Ó ÓÕÃÈȟ &ÒÏÍÅȭÓ ÆÒÁÍÅ×ÏÒË ÏÆ ÍÕÌÔÉ-level appraisal can be 

ÁÐÐÌÉÅÄȟ ÁÌÌÏ×ÉÎÇ ÅÍÏÔÉÏÎÁÌ ÒÅÓÐÏÎÓÅÓ ÔÏ ÔÈÅ ÇÁÍÅȭÓ ÎÁÒÒÁÔÉÖÅȟ ÃÈÁÒÁÃÔÅÒÓȟ ÓÅÔÔÉÎÇÓȟ ÁÎÄ 

representations to be recognised as legitimate, genuine emotional responses. Videogames 

are also increasingly being considered and accepted as works of art.28 We must therefore 

consider that players may have affective and emotional responses in line with the concept 

of artifact emotions, arising from their appraisal of a videogame as a work of art. Finally, 

videogames as a medium are goal-orientated. In most cases, these goals are set by the game 

designers and, consequently, there are in-game obstacles to overcome in order to achieve 

these goals. In certain games, such as sandbox games The Sims (Maxis 2000) and Minecraft 

ɉ-ÏÊÁÎÇ ςπρρɊȟ ÉÔ ÉÓ ÉÎÓÔÅÁÄ ÔÈÅ ÐÌÁÙÅÒ ÔÈÁÔ ÓÅÔÓ ÇÏÁÌÓ ÂÁÓÅÄ ÏÎ ÔÈÅ ÇÁÍÅȭÓ ÍÅÃÈÁÎÉÃÁÌ 

affordances and what individual players want to achieve. Goals are also an important 

element of the cognitive appraisal process, influencing decision-making and action. Thus, 

ÔÈÅ ȬÈÉÇÈÅÒ ÉÎ ÔÈÅ ɉÓÕÂÊÅÃÔÉÖÅ ÐÌÁÙÅÒȭÓɊ ÈÉÅÒÁÒÃÈÙ Á ÇÏÁÌ ÉÓ ÔÈÅ ÍÏÒÅ ÅÍÏÔÉÏÎ ÉÓ ÁÔÔÁÃÈÅÄ ÔÏ ÉÔͻ 

 

28 This is another ongoing discussion. The decision by the MoMA to collect videogames prompted 

considerable debate (Antonelli 2013). 
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ɉ#ÁÌÌÅÊÁ ςπρρȡσπɊȢ 6ÉÄÅÏÇÁÍÅ ÄÅÓÉÇÎÅÒÓ ÃÏÍÍÏÎÌÙ ÁÉÍ ÔÏ ÉÎÖÅÓÔ ÐÌÁÙÅÒÓ ÉÎ ÔÈÅÉÒ ÇÁÍÅȭÓ 

goals by building strong emotional or affective ties, making it more likely that the game will  

ÍÁÉÎÔÁÉÎ Á ÐÌÁÙÅÒȭÓ ÉÎÔÅÒÅÓÔȢ 9ÅÔȟ ÁÓ *ßÒÖÉÎÅÎ ɉςππψȡψφɊ ÎÏÔÅÓȟ ÉÔ ÉÓ ÎÏÔ ÊÕÓÔ ÔÈÅ ÇÁÍÅ ÇÏÁÌ 

itself that has potential to evoke emotion, but also the journey the player takes in order to 

achieve that goal. Videogame elements including game design, narrative elements, and 

game mechanics, can all create potential opportunities for emotional engagement. An 

interpretative museum videogame could therefore offer many avenues for evoking and 

exploring emotional responses. 

 

3.2.3 The Relationship Between Cognition, Emotion and Affect 

As cognitive theory has generally focussed more on emotion, what about affect? Considered 

until recently an underdeveloped area of study (Baker 2015:64; Golding 2013:82; Smith and 

Campbell 2016:444), affect has seen a growth in attention in museum studies following a 

×ÉÄÅÒ ȬÁÆÆÅÃÔÉÖÅ ÔÕÒÎȭ ÉÎ ÔÈÅ ÈÕÍÁÎÉÔÉÅÓ ɉ,ÅÍÍÉÎÇÓ and Brooks 2014). As a result, many 

writers have explored the links between affect, emotion, cognition, and what they mean for 

understandings of meaning-making and interpretative processes. Until very recently there 

was also little work that focused explicitly and solely on affect in game studies (Anable 

2018). Theories of affect may have taken longer to become integrated into game studies 

because videogames themselves are perhaps less explicitly and obviously suited to affect 

than they are emotion. It has also been acknowledged that affect is difficult to pin down as 

a distinct concept (Waterton 2014:827). This does not mean that affect has not been 

examined in game studies and the possibilities for embodied, affective responses to 

videogames are becoming clearer as technology develops. Consoles such as the Nintendo 

Wii and Nintendo Switch include motion controls, allowing for the physical enactment of 

virtual movements. Equally, VR games build immersive environments that are navigated 

using physical movement. Such technologies provide plentiful opportunit ies to consider 

affect in relation to videogames. There is also scope to study affect in videogames that do 

not explicitly utilise motion, as physical interactions with game controls can take a number 

of forms, and game controllers increasingly provide physical, haptic feedback such as 

vibrations. Furthermore, as we shall see, changing understandings of how videogames are 

played and interacted with has also opened new avenues for exploration.  

A key work on affect in gaÍÅ ÓÔÕÄÉÅÓ ÉÓ !ÎÁÂÌÅȭÓ Playing with Feelings: Videogames and Affect 

(2018). The understanding of affect theory in this book draws upon the work of psychologist 

Silvan Tomkins, who argues that affect is related to how we experience our environment in 

a bodily manner, that these responses are simple and discrete, and therefore commonly 
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shared and easily communicated (Anable 2018). This certainly has some similarities with 

museum studies, where affect is theorised as a bodily experience that can be communicated 

between people (Crouch 2015:181; Waterton 2014:827-828). Yet, importantly, Anable 

(2018:18-19) highlights how Tomkins relates affect to cognition by exploring the 

ÔÒÁÎÓÌÁÔÉÏÎ ÏÆ ÓÅÎÓÏÒÙ ÉÎÆÏÒÍÁÔÉÏÎ ÔÏ ÁÎ ȬÅÍÏÔÉÏÎÁÌ ÔÅØÔÕÒÅȭȟ ÉÎÄÉÃÁÔÉÎÇ ÔÈÁÔ ÔÈÅ ÓÙÓÔÅÍÓ Áre 

mutually dependent and that affect cannot be truly separated from cognition (see also 

Shinkle 2005:3). Light and Watson (2016:160), in museums studies, have also commented 

on the dualism between affect and cognition. Our experience of affect, therefore, is not just 

a biological reaction, but something that can be influenced by cognitive structures and 

through communication and connectedness with others. These ideas have been explored 

further in museum studies. Schorch, Waterton and Watson (2016:95) discuss the difficulties 

of attempting to separate research into meaning-making and affect, expressing their desire 

ÆÏÒ Á ȬÔÈÅÏÒÙ ÏÆ ÁÆÆÅÃÔ ÔÈÁÔ ÅÎÃÏÍÐÁÓÓÅÓ ÔÈÅ ÓÕÂÊÅÃÔ ÁÎÄ ÓÕÂÊÅÃÔÉÖÅ ÒÅÓÐÏÎÓÅÓ ÅØÐÒÅÓÓÅÄ 

inseparably as emotion, cognition and the construction of ÍÅÁÎÉÎÇȭȢ  

Explorations into this relationship further draw out the connection between affect, 

meaning-making and interpretation. Although attempts to isolate affect as a concept have 

provided valuable contributions to our understanding of what affect is and how it works, it 

is perhaps best understood in the context of a larger process. Waterton (2014:828) argues 

ÔÈÁÔ ȬÁ ÖÉÓÉÔÏÒȭÓ ÃÁÐÁÃÉÔÙ ÔÏ ÂÅ ÁÆÆÅÃÔÅÄ ÂÙ ÈÅÒÉÔÁÇÅ ÉÓ ÑÕÁÌÉÆÉÅÄ ÂÙ ÔÈÅ ÅØÐÅÒÉÅÎÃÅÓ ÉÎÅÖÉÔÁÂÌÙ 

and already encoded in their person, as well as their responses to its already circulating 

ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÓȭ ɉÓÅÅ ÁÌÓÏ 3ÍÉÔÈ ÁÎÄ #ÁÍÐÂÅÌÌ ςπρφȡττυɊȢ -ÕÃÈ ÁÓ ×ÉÔÈ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎȟ 

ÁÆÆÅÃÔÉÖÅ ÒÅÓÐÏÎÓÅÓ ÁÒÅ ÄÅÐÅÎÄÅÎÔ ÕÐÏÎ Á ÐÅÒÓÏÎȭÓ ÐÅÒÓÏÎÁÌ ÃÏÎÔÅØÔȢ !Ó Á ÒÅÓÕÌÔȟ ÁÆÆÅÃÔÉÖÅ 

responses will differ, and how, or indeed if, they are shared will depend on the individual 

ɉ7ÁÔÅÒÔÏÎ ςπρτȡψςωɊȢ 4ÈÉÓ ÅÃÈÏÅÓ "ÌÁÃËÍÁÎȭÓ ɉςπρφɊ ÐÅÒÓÏÎÁÌ ÏÂÓÅÒÖÁÔÉÏÎÓ ÒÅÇÁÒÄÉÎÇ ÈÅÒ 

experience of the subjectivity of affect. Her study found that affective responses to museum 

exhibitions differed ÂÅÔ×ÅÅÎ ÖÉÓÉÔÏÒÓ ÁÎÄ ÔÈÁÔ ÈÅÒ Ï×Î ÒÅÓÐÏÎÓÅÓ ×ÅÒÅ ȬÅÎÔÁÎÇÌÅÄ ×ÉÔÈ 

ɍ"ÌÁÃËÍÁÎȭÓ ÐÅÒÓÏÎÁÌɎ ÅØÐÅÒÉÅÎÃÅ ÏÆ the suggestive potential of the ÏÂÊÅÃÔÓȭ ɉ"ÌÁÃËÍÁÎ 

2016:46). Watson (2015:284) similarly notes that emotional and cognitive forms of thought 

can occur simultaneously to the extent that thinking and feeling become intertwined. In 

terms of museum interpretation and meaning-making, there is a growing recognition that 

ÉÔ ÉÓ Á ÐÒÏÃÅÓÓ ÏÆ ÂÏÔÈ ȬÂÏÄÙ ÁÎÄ ÍÉÎÄȭ ÁÎÄ ÔÈÁÔ ÁÆÆÅÃÔ ÃÁÎ ÁÄÄ ÔÏ ÅØÉÓÔÉÎÇ ÃÏÇÎÉÔÉÖÉÓÔ ÁÎÄ 

constructivist understandings (Mulcahy and Witcomb 2018:217). Having established 

connections between affect, emotion, cognition and the meaning-making process, returning 

to Smith and Campbell (2016:448) it is important to consider these ideas in balance. To 

ignore the cognitive is to risk over-looking a part of the affect-emotion process and vice-

versa. As museums continue to examine the impact of affect and emotion within the sector, 



61 

we must keep in mind not only the role that affect and emotion have in the creation of 

meaning, but also the role of the cognitive, rationality and thought, so as to ensure that all 

elements are considered in the design of interpretation. 

Returning briefly to game studies, Anable (2018:120) also draws out the often-overlooked 

relation between affect and aesthetics of sensation and feeling. If affective possibilities of 

ÖÉÄÅÏÇÁÍÅÓ ÃÁÎ ÁÒÉÓÅ ÆÒÏÍ ÆÁÃÔÏÒÓ ÔÈÁÔ ȬÅØÃÅÅÄ ÂÏÔÈ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÁÎÄ ÍÅÃÈÁÎÉÃÓȭȟ 

aesthetics can ÂÅ ÕÓÅÄ ÁÓ Á ÍÅÔÈÏÄ ÏÆ ȬÉÄÅÎÔÉÆÙÉÎÇ ÁÎ ÁÆÆÅÃÔÉÖÅ ÒÅÌÁÔÉÏÎÓÈÉÐ ÔÈÁÔ ÉÓ ÃÒÅÁÔÅÄ 

ÂÅÔ×ÅÅÎ ÁÎÄ ÁÃÒÏÓÓ ÔÈÅ ÇÁÍÅÓȭ ÉÍÁÇÅÓȟ ÓÏÕÎÄÓȟ ÍÅÃÈÁÎÉÃÓȟ ÈÁÒÄ×ÁÒÅȟ ÁÌÇÏÒÉÔÈÍÓȟ ÁÎÄ 

ÐÌÁÙÅÒÓȭ ɉ!ÎÁÂÌÅ ςπρψȡρςςɊȢ 3ÅÅÎ ÔÈÉÓ ×ÁÙȟ ÁÆÆÅÃÔ ÅÎÃÏÍÐÁÓÓÅÓ Á ÖÁÓÔ ÁÒÒÁÙ ÏÆ ÉÎÔÅÒÁÃÔÉÏÎÓ 

between the different parts that make up the game and, vitally, the ways they interact with 

the player. Aesthetic strategies are also used in museums in order to evoke affect. Witcomb 

(2013, 2015) explores how physical, spatial and sensory elements of exhibitions can create 

spaces that encourage exploration and reflection upon affective responses. Indeed, for 

museums the aesthetic power of objects is often the primary manner in which visitors 

connect and interpret, as explored further in Chapter Five. Finally, Shinkle (2005:6) 

comments on how theories of affect may lead scholars to rethink boundaries between the 

body, technology, and the environment. This observation is particularly poignant for this 

research in light of the videogame industry becoming increasingly interested in exploring 

the potential of movement and bodily response, and museum interpretative practice 

embracing new multi -media and embodied, experiential experiences.  

 

3.3 Rhetoric 

3.3.1 Terminology: Rhetoric, Procedural  

Before delving into the concept of procedural rhetoric itself, it is worth establishing a 

ÃÏÍÍÏÎ ÇÒÏÕÎÄ ÆÏÒ ÕÎÄÅÒÓÔÁÎÄÉÎÇÓ ÏÆ ȬÐÒÏÃÅÄÕÒÁÌȭ ÁÎÄ ȬÒÈÅÔÏÒÉÃȭȢ 4ÈÉÓ ÉÓ ÅÓÐÅÃÉÁÌÌÙ ÔÈÅ ÃÁÓÅ 

considering that these concepts may be either unfamiliar to those in museum studies, or 

known to have been utilised in different ways depending on the context or chosen definition 

of the term. Turning first to rhetoric. Rhetoric as a concept has been explored in both game 

studies and museum studies. Working in game studies, Bogost (2007:2-3,125) identifies 

two common understandings of rhetoric: the classical model, which involved a persuasive 

form or aim; and the contemporary model, which relates more to expression and the ability 

to convey ideas effectively, though he tends more to using the classical understanding of 

rhetoric in his work. Lafrenz SamuelsȭÓ (2015:11-12) work  on rhetoric in museums also 

ÄÒÁ×Ó ÕÐÏÎ ÔÈÉÓ ÃÌÁÓÓÉÃÁÌ ÕÎÄÅÒÓÔÁÎÄÉÎÇȟ ÓÅÔ ÏÕÔ ÂÙ !ÒÉÓÔÏÔÌÅ ÁÓ ȬÔÈÅ ÆÁÃÕÌÔÙ ÏÆ ÏÂÓÅÒÖÉÎÇ in 
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Á ÇÉÖÅÎ ÃÁÓÅ ÔÈÅ ÁÖÁÉÌÁÂÌÅ ÍÅÁÎÓ ÏÆ ÐÅÒÓÕÁÓÉÏÎȭȢ (Ï×ÅÖÅÒȟ ,ÁÆÒÅÎÚ 3ÁÍÕÅÌÓ ɉςπρυȡρρ-12) 

reads this less as an argument for rhetoric specifically as persuasion, and rather that 

rhetoric is a broader form of reasoning - or logos - which works alongside pathos, or appeals 

to emotion, and ethos, building trust in the character of the speaker. Therefore, it could be 

argued that persuasive rhetoric is most effective when used alongside other elements of 

argument-making and comprehension. Additionally, Weiser (2017:8) also works from this 

perspective of persuasion, although she takes it  ÓÌÉÇÈÔÌÙ ÆÕÒÔÈÅÒ ÂÙ ÁÒÇÕÉÎÇ ÔÈÁÔ ȬȣÒÈÅÔÏÒÉÃ 

is the way the world is manipulated around us for the purpose of persuading ourselves and 

ÏÔÈÅÒÓ ÔÈÁÔ ÓÏÍÅÔÈÉÎÇ ÍÁÔÔÅÒÓ ÁÎÄ ÔÈÁÔ ×Å ÓÈÏÕÌÄ ÒÅÓÐÏÎÄ ÔÏ ÉÔȭȢ )ÎÄÅÅÄȟ ÔÈÅ ÉÄÅÁ ÔÈÁÔ 

rhetoric implies meaning is built upon by Dickinson, Blair and Ott (2010:3) who consider 

rhetoÒÉÃ ÔÏ ÂÅ Á ÓÅÔ ÏÆ ÔÈÅÏÒÅÔÉÃÁÌ ÓÔÁÎÃÅÓ ×ÈÉÃÈ ȬÏÆÆÅÒ ×ÁÙÓ ÏÆ ÕÎÄÅÒÓÔÁÎÄÉÎÇȟ ÅÖÁÌÕÁÔÉÎÇȟ 

ÁÎÄ ÉÎÔÅÒÖÅÎÉÎÇ ÉÎ Á ÂÒÏÁÄ ÒÁÎÇÅ ÏÆ ÈÕÍÁÎ ÁÃÔÉÖÉÔÉÅÓȭ ɉÓÅÅ ÁÌÓÏ -ÁÔÈÅÓÏÎ ςπρυȡτφυȟτχτɊȢ 

Working from a museum perspective, they apply this definition of rhetoric in order to 

discuss what makes certain objects, discourses, events, and practices meaningful - and by 

extension, significant. In terms of museums, where establishing the significance and 

meaning of objects is often at the forefront of museum interpretation , rhetoric arising from 

the physical presence of the object itself is also at work. 

Kenneth Burke is referenced as a key author on rhetoric in both museum studies and game 

studies. For Bogost (2007:20-ςρɊȟ "ÕÒËÅȭÓ ÐÅÒÓÐÅÃÔÉÖÅÓ ÏÎ ÒÈÅÔÏÒÉÃ ÒÅÓÕÌÔed in a new theory 

that broadened understanding of rhetoric to include the nonverbal, symbolic, and visual. 

Consequently, this enabled the examination of the capability of these forms of rhetoric to 

build identification between people and concepts (Daniel-Wariya 2019:395; King 2010). 

The expansion of rhetoric to symbolic or visual languages is clearly applicable in 

videogames, which often rely on visual and symbolic cues to indicate how to progress. Yet 

it can also be seen as of use to museums where material and visual rhetoric is at work both 

in the objects themselves, and in the way they are displayed and interpreted. Indeed, within 

museum studies, Weiser (2017:1) also draws upon Burke, highlighting his view of rhetoric 

as a way to transcend what she sees as the increasing dichotomy of opinion and language 

on a broad range of topics in a divided world. Through the use of rhetorical language, 

whether textual, verbal or symbolic, areas of identification with different viewpoints can be 

discovered. Moreover, King (2010) comments that whilst the successful application of 

rhetoric may be constrained depending on the context within which it is used, the 

identification that it encourages with other viewpoints often leads to recognition of the 

limitations of our understanding, allowing us to make room for other perspectives to enter 

into our worldview. As such, we return once again to the persuasive power of rhetoric. For 

the purposes of this study, the classical understanding of rhetoric as a persuasive form of 



63 

expression is useful, alongside the recognition that rhetoric exists in both verbal, visual, and 

symbolic languages as theorised by Burke. Finally, a common theme across the works on 

rhetoric has been the suggestion that rhetorical languages require or demand a response, 

for persuasion cannot work without it; be that response identification with another on a 

common topic, an imbuing or acknowledgement of meaning, or a reconsideration of our 

own perspective when faced with a persuasive rhetoric of other perspectives. 

Second is thÅ ÔÅÒÍ ȬÐÒÏÃÅÄÕÒÁÌȭȢ 0ÒÏÃÅÄÕÒÅÓ ÁÒÅ ÇÅÎÅÒÁÌÌÙ ÕÎÄÅÒÓÔÏÏÄ ÁÓ ÔÈÅ ÅÓÔÁÂÌÉÓÈÅÄ 

way to go about doing something. Procedure is therefore assumed to be fixed and 

authoritarian, with procedures following a predetermined set of instructions (Bogost 

2007:3). Procedurality is a way of creating, explaining, or understanding processes, and 

processes define the way things work. In computer science and game studies, procedure 

takes on a slightly different meaning. When used in a computing context, a procedure 

consists of the instructions given to the computer, which the computer executes in order to 

create content (Fernández-Vara 2019:153). As such, computational ÐÒÏÃÅÄÕÒÁÌÉÔÙ ȬÐÌÁÃÅÓ Á 

ÇÒÅÁÔÅÒ ÅÍÐÈÁÓÉÓ ÏÎ ÔÈÅ ÅØÐÒÅÓÓÉÖÅ ÃÁÐÁÃÉÔÙ ÁÆÆÏÒÄÅÄ ÂÙ ÔÈÅ ÒÕÌÅÓ ÏÆ ÅØÅÃÕÔÉÏÎȭ ÏÒȟ ÉÎ other 

words, the procedure undertaken by the computer invokes an interpretation of the world 

that is shaped by either the author of the code, or by the way users interact with it (Bogost 

2007:5). The flexibility behind the creation of procedure and processes in computer science 

is what allows procedure to be used effectively for persuasive purposes. It has been 

recognised that computers, and by extension, digital artifacts, are procedural in nature 

(Murray 1997:71). Interestingly, as Reid (2010) argues, non-digital artifacts can also be 

procedural - reading a book is a procedure in itself, a process that requires the reader to 

follow certain rules of behaviour, but, as Reid acknowledges, these procedures have become 

regularised and we are less conscious of the choices we make when we interact with this 

media. This is not the case with videogames, where choice is at the forefront of the medium 

and players are, perhaps as a result of the emphasis on choice, much more conscious of the 

procedures and the ways in which they can interact with the game, even if the choices are 

more limited. Thereby, this makes active and engaged interaction with any rhetorical 

elements in videogames more likely. 

 

3.3.2 The Theory of Procedural Rhetoric 

Procedural rhetoric is a term and concept originating in game studies, first coined by Ian 

Bogost in his works Persuasive Games (2007), and The Rhetoric of Videogames (2008). 

Procedural rhetoric, put simply, is the act of using processes persuasively, by creating 

process- or rule-based arguments (Bogost 2007; Wardrip-Fruin 2009:218). When 
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processes have the ability to influence us, they can result in changes in attitudes, based on 

what they represent and how they choose to represent it (Bogost 2007:340; Ferrara 

2012:198). Indeed, as Fernández-6ÁÒÁ ɉςπρωȡρυπɊ ÎÏÔÅÓȟ Ȭ×ÈÁÔ ÉÓ ÓÉÍÕÌÁÔÅÄ ÏÒ ÎÏÔȟ ÁÎÄ 

what is considered positive or negative in the rule set, can also express an ideology', or build 

an ideological statement. As videogames run on processes or rule sets - instructions given 

to a computer - this makes them especially good platforms for procedural rhetoric. The 

other key element of procedural rhetoric in relation to the computing medium is the 

participatory nature of the platform and how it impacts the ways in which the rhetorical 

argument is engaged with. Whilst procedural rhetoric is most commonly used in 

conjunction with narrative and affective elements of game design to build a stronger overall 

case or argument, it has been found that procedural rhetoric on its own is capable of having 

a persuasive impact on players (Jacobs et al. 2021). As Ferrara (2012:201) notes, within a 

ÐÒÏÃÅÄÕÒÁÌ ÍÅÄÉÕÍ ÓÕÃÈ ÁÓ Á ÖÉÄÅÏÇÁÍÅȟ ȬÍÅÁÎÉÎÇ ÉÓ ÃÏÍÍÕÎÉÃÁÔÅÄ ÔÈÒÏÕÇÈ ÐÁÒÔÉÃÉÐÁÔÉÏÎȭȢ 

Certainly, Bogost (2007:2-3) sees procedural rhetoric as a process that involves both the 

recipient and the creator making and unpacking arguments together through a cycle of 

feedback and input.  

Therefore, procedural rhetoric can be used to teach different perspectives about how things 

work throuÇÈ ÐÁÒÔÉÃÉÐÁÔÉÏÎȟ ÉÎ ×ÈÉÃÈ ÔÈÅ ÒÅÃÉÐÉÅÎÔ ȬÒÅÁÄÓȭ ÔÈÅ ÐÒÏÃÅÓÓÅÓȟ ÉÎÔÅÒÁÃÔÓ ÁÎÄ 

responds to them, and then engages with the feedback of that interaction in a critical 

manner (Bogost 2007:260). This creates an opportunity for the recipient to explore a 

particular model of how something works by actively engaging with its behaviours and 

processes (Wardrip-Fruin 2009:218). Many of these elements of procedural rhetoric can 

also be found in the checklist that Fernández-Vara (2019) developed in order to understand 

whether or not a particular computer-based game utilises this rhetorical form. She 

recommends analysing what the game punishes or rewards, what it includes or excludes, if 

either of these suggest an ideological stance, and whether the game presents social or 

ÅÔÈÉÃÁÌ ÉÓÓÕÅÓ ÔÈÁÔ ×ÉÌÌ ÁÌÌÏ× ÔÈÅ ÐÌÁÙÅÒ ÔÏ ÅÁÓÉÌÙ ÉÄÅÎÔÉÆÙ ÁÎÄ ÅÎÇÁÇÅ ×ÉÔÈ ÔÈÅ ÇÁÍÅȭÓ ÔÏÐÉÃ 

or story (Fernández-Vara 2019:150). Frasca (2007:25) further highlights that the use of 

procedural rhetoric in videogames is most apparent when the content addresses real-world 

issues or events about which we already have an ideological bias, as this is where the 

persuasive elements are most likely to be interacted with in a critical manner. Videogames, 

therefore, are an especially interesting medium for exploring and utilising rhetoric and 

persuasion, and how rhetoric can shape understandings and interpretations. 
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3.4 From Theory to Practice  

Across this exploration of theory and terminology in relation to the areas identified in 

Chapter Two, we have seen that there are in many cases remarkable similarity between the 

approaches of the different fields of study. Commonalities include which theories and 

authors museums studies and game studies scholars draw upon to define and understand 

the related terms and concepts. Equally, where the fields differ, it is often still possible to 

identify links between how concepts have been variously explored. Not only do these areas 

of convergence suggest that these fields have considerable potential when explored in 

parallel, it has also allowed the identification of themes which will be explored further in 

Chapters Four, Five and Six. These include but are not limited to: the connection and 

interplay between cognition and affect, where the link between how we interpret and make 

meaning implicates the negotiation and consideration of both knowledge and feeling; the 

importance of choice and participation which underlies interpretation and videogames; and 

the role of critical thinking in the process of building understanding. Moving on, the 

following three chapters explore narrative and storytelling, emotion and affect, and rhetoric 

in both museum studies and practice, and game studies and the videogame sector. The 

chapters take each of these concepts to examine in depth how theory relates to practice, 

how they are implemented in practice, which techniques are used and their effectiveness, 

and thus the broader implications for our understanding of museum interpretation, 

videogames, the visitor/player, and how they interact. Chapters Four, Five and Six will 

maintain the interdisciplinary approach established in this chapter, bringing together the 

fields to explore the potential at the intersection, and to identify and highlight the 

affordances of videogames which correspond to and build upon current museum 

interpretative practice. 
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4. Narrative and Storytelling in the Museum  and the Videogame 

 

4.1 Narrative and Storytelling in Museums  

Ȭ.ÁÒÒÁÔÉÖÅÓ ÁÒÅ ÁÌ×ÁÙÓ ÐÒÅÓÅÎÔ.ȭ ɉ*ÉÍÓÏÎ φτυωȡωχόɊȢ 

Narrative and storytelling techniques are important to museum work and, as established in 

Chapter Three, museum interpretative practice (Bedford 2001; Tilden 2008). Narratives 

are used to build coherent exhibition experiences, and stories help visitors interpret objects 

and their relevance. Academic research has detailed numerous ways in which different 

narrative and storytelling methods can contribute to the work of the museum sector. As the 

digital becomes more prominent, our understandings of narrative and storytelling are 

expanding to explore new media and the possibilities they present. In practice, museums 

are increasingly experimenting with interactive and digital platforms for storytelling 

(Copplestone and Dunne 2017; Kidd 2013). Alongside this, developing understandings of 

interpretation and the role of the visitor have also shaped the ways in which museums 

approach the construction of narrative and story. This chapter examines changes and 

adaptations in ÍÕÓÅÕÍȭÓ use of narrative and storytelling in order to identify  how 

videogame affordances might provide new ways to engage visitors with museum narratives, 

storytelling  and interpretation. 

 

4.1.1 Narrative Approaches in Museums: Textual, Visual, Verbal, Spatial 

In academia there has been considerable research into the advantages and disadvantages 

of various narrative forms used in museums. Traditionally, museums have relied primarily 

upon textual methods, with interpretation provided through written guides, object labels, 

and information panels. Yet, as new media and technology become popular and accessible 

museums have recognised their potential for storytelling, reflected in exhibitions which 

experiment with telling stories through different, and digital, narrative forms, or take a 

transmedia storytelling approach. Due to this interest in the digital, narrative approaches 

which privilege visual and verbal storytelling techniques have gained attention. However, 

Hourston Hanks (2012:21) notes that whilst museums have been experimenting with and 

implementing an increasing variety of visual and verbal narrative forms such as audio tours 

and film installations, text-based storytelling has not been used as creatively. The potential 

of such textual and written narrative forms has perhaps been overlooked in light of the 

adoption of new media which emphasise the visual and verbal, which is understandable in 
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a world in which the visual is increasingly predominant, but this is not to say that the use of 

textual forms has not developed at all. One notable example of an experimental use of a 

textual narrative form is found at the Museum of Innocence in Istanbul, created by Turkish 

novelist Orhan Pamuk, which displays objects collected in Istanbul that represent upper-

class life in the city from the 1970s to the early 2000s. What is particularly interesting is 

that the idea for the Museum developed alongside a novel, The Museum of Innocence (Pamuk 

2008), which uses the objects displayed in the Museum within its narrative telling a fictional 

story of love across social classes. The novel acts as an interpretative tool, with the display 

cases in the Museum numbered in relation to the relevant chapter of the novel. 

Nevertheless, creative explorations of textual forms using techniques such as novels and 

poetry remain less common in museums. One reason for this, Spock (2015) argues, is that 

visual forms of storytelling provide a more attractive and compelling experience. Spock 

(2015:385-386) suggests that museum-ÇÏÅÒÓ ȬÔÅÎÄ ÔÏ ÒÅÌÙ ÏÎ ÔÈÅ ÖÉÓÕÁÌ ÓÅÎÓÅ ÏÆ ÔÈÉÎÇÓ 

abÏÖÅ ÁÌÌ ÅÌÓÅȭȟ ÒÅÓÏÒÔÉÎÇ ÔÏ ÔÅØÔÕÁÌ ÄÉÓÐÌÁÙÓ ÏÎÌÙ ÉÆ ÔÈÅÙ ÁÒÅ ÕÎÁÂÌÅ ÔÏ ÃÏÍÐÌÅÔÅ ÔÈÅ ÐÒÏÃÅÓÓ 

of meaning-making from visual impressions alone; which seems to contradict his earlier 

finding that whilst visual elements are generally remembered better than the textual, a 

combination of both is most effective in facilitating interpretation.  

Therefore, it is important to consider the possibilities and limitations of different narrative 

forms, as well as the links between them in terms of how they contribute to visitor 

engagement and interpretation. For instance, Bedford (2001:96) explores how visual 

methods can be effective narrative tools using the example of the United States Holocaust 

Memorial Museum, where visual narratives are used alongside textual interpretation to tell 

a story of unfathomable scale and terrible human cost. This is achieved through installations 

such as the Tower of Faces [Fig 4.1], a tall, narrow room covered from floor to ceiling with 

photographs of Holocaust victims and their families. Similarly, whilst Williams (2013:239) 

recently noted that the use of certain forms of narrative such as film for museum 

interpretation w ere relatively rare, this is arguably no longer the case. As access to 

technology and resources have improved, museum engagement with new media forms of 

narrative has increased, and have subsequently become the focus of academic studies 

exploring their various benefits, limitations, and connections with each other (Beale 2011; 

Dalle Vacche 2012; Kidd 2013; Proctor 2015; Stogner 2011). As Spock (2015:385) 

comments, narrative in museums tends to be most effective when the story and 

accompanying information is presented through more than one narrative form working in 

tandem. This technique can be seen in museums using a transmedia storytelling method, 

where elements of the narrative are expressed through many different media and narrative 

forms (Jenkins 2007).  
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Fig 4.1: The Tower of Faces at the U.S. Holocaust Memorial Museum 
Image © Dsdugan. Source: Wikimedia Commons. Licensed under: CC0 1.0. 
 

Fig 4.2: Inside the Opera: Passion, Power and Politics Exhibition.  
Image @ Duncan Grewcock. 

https://commons.wikimedia.org/wiki/File:15_23_0224_USHMM.jpg
https://creativecommons.org/publicdomain/zero/1.0/deed.en
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The V&AȭÓ Opera: Passion, Power and Politics exhibition is a good example of a transmedia 

approach, utilising live performances, written texts, audio recordings, a free online course, 

and a series of short talks [Fig 4.2].29 Each media form contribute stories that form part of a 

wider narrative of opera. This is interesting to consider in terms of videogames, which 

commonly combine different narrative forms to tell stories. The ability to combine forms, 

Williams (2013:239) argues, is a sophisticated form of communication, and worth exploring 

in terms of its interpretative potential. Museum visitors are also becoming more familiar 

with and adept at interpreting these new media types, Williams (2013:239) comments as, 

unlike museum labels, visitors will frequently interact with them outside of the museum 

space. 

Another narrative form that is perhaps less considered is the museum space itself. Albano 

(2007:24), drawing upon the work of Lyotard, notes that physical exhibition spaces are 

often designed to reflect the exhibitÉÏÎȭÓ ÎÁÒÒÁÔÉÖÅ ÁÎÄ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÅÌÅÍÅÎÔÓȟ 

ÃÏÍÍÅÎÔÉÎÇ ÔÈÁÔ ÔÈÅÙ ÓÈÏÕÌÄ ÂÅ ÃÏÎÓÉÄÅÒÅÄ ȬÔÈÒÅÅ-ÄÉÍÅÎÓÉÏÎÁÌ ÎÁÒÒÁÔÉÖÅɍÓɎȭȟ ÓÕÃÈ ÁÓ ×ÉÔÈ 

the Tower of Faces. The exhibition space, then, can be seen as a self-contained, artificial 

narrative where temporal and spatial narrative dimensions are at play (Albano 2007:24). 

Hourston Hanks (2012) further explores this idea by breaking down the architectural and 

spatial design of a Holocaust Exhibition, where the use of grids was used to emphasise the 

ÅØÈÉÂÉÔÉÏÎȭÓ ÎÁÒÒÁÔive. In the parts of the exhibition which explored the fracturing of normal 

life in Germany during the pre-war years, the rigid grid design of the space was broken with 

diagonals and inclines to represent disorder. Then, when the visitor enters the section 

×ÈÉÃÈ ÃÏÖÅÒÓ ÔÈÅ (ÏÌÏÃÁÕÓÔ ȬÔÈÅ ÇÒÉÄ ÒÅÁÓÓÅÒÔÓ ÉÔÓ ÁÕÔÈÏÒÉÔÙȣ ÔÈÅ ÓÔÒÕÃÔÕÒÅ ÉÓ ÓÔÒÉÃÔÌÙ 

ÇÅÏÍÅÔÒÉÃȭ, reflecting the tight and restrictive structure of the Nazi regime (Hourston Hanks 

2012:26-27). The impact of exhibition design upon both narrative and interpretation is 

more broadly relevant when considering museums. Bedford (2014:122) suggests that 

exhibitions as a narrative form are fairly unique in that they combine a mix of elements not 

usually found elsewhere, that is, the combination of objects, media, and three-dimensional 

space. Weibel and Latour (2007:94) make a similar point, noting that museum exhibitions 

ÁÒÅ ÁÎ ȬÁÒÔÉÆÉÃÉÁÌ ÁÓÓÅÍÂÌÁÇÅ ÏÆ ÏÂÊÅÃÔÓȟ ÉÎÓÔÁÌÌÁÔÉÏÎÓȟ ÐÅÏÐÌÅȟ ÁÎÄ ÁÒÇÕÍÅÎÔÓȭȢ )ÎÄÅÅÄȟ ÔÏ 

return briefly to a discussion from Chapter One, the narrative form most similar to the 

museum exhibition is arguably the videogame, which often utilises many of these elements 

to build digital representations. This has interesting implications for how we study the role 

of each interpretative exhibition element in constructing the overall narrative in a manner 

 

29 The Opera: Passion, Power and Politics exhibition and its various media and stories can be 

explored at: https://www.vam.ac.uk/exhibitions/opera   

https://www.vam.ac.uk/exhibitions/opera
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that is unique to the sector, and in considering how videogames might be utilised most 

effectively by museums.  

 

4.1.2 Narrative Approaches in Museums: Linear, Non-Linear, and Multiple  

Exhibitions have traditionally been constructed using chronological and/or linear 

narratives. Described by Mordhorst (2002:1-σɊ ÁÓ ÔÈÅ ȬÁÄÄÉÔÉÖÅ ÎÁÒÒÁÔÉÖÅȭȟ ÔÈÉÓ ÔÙÐÅ ÏÆ 

narrative was seen as a neutral and organised approach in which the influence of both 

author and visitor was entirely absent. Whilst it is still common for exhibitions to follow a 

chronological and/or linear narrative as the method does have its merits, the linear 

approach has been increasingly criticised by museums and academics. For instance, taking 

a linear approach does not guarantee that visitors will understand or navigate the narrative 

in the intended manner. Harrasser (2015:377) notes that visitors in museums rarely make 

×ÈÁÔ 3ÔÕÁÒÔ (ÁÌÌ ÄÅÓÃÒÉÂÅÓ ÁÓ ȬÌÉÎÅÁÒȭ ÏÒ ÈÅÇÅÍÏÎÉÃ ÒÅÁÄÉÎÇÓȟ ×here the interpreter follows 

and accepts the intended reading of the narrative. Furthermore, as Edwards, Francis and 

Slack (2007:156) highlight from a study by Serrell, visitors do not always navigate 

exhibitions in a manner that aligns with a linear narrative, and instead may be guided by 

their interests, impulses, or the influence of fellow visitors, disrupting their engagement 

with the intended narrative. As Hetherington (1997) notes, museum spaces and exhibitions 

ÃÁÎ ÂÅ ȬÒÅÁÄȭ ÉÎ ÔÅÒÍÓ ÏÆ ÈÏ× ÔÈÅÙ ÁÒÅ Îarratively designed, yet these are narratives that 

visitors cannot fully engage with as they are disrupted by the many possible ways they can 

be navigated.  

The implications of a chronological and/or linear approach to narrative and interpretation 

reach beyond how visitors engage with them. It has been argued that the use of linear 

approaches can result in museums creating narratives that have a neat conclusion, as the 

need for an endpoint is part of the linear narrative form. Yet, as Crang (1994:39) points out, 

this is problematic in that it suggests that the narrative presented cannot be added to, 

changed, or challenged. Ellsworth (2005:103-108) therefore argues in favour of museums 

and exhibitions without narrative closure, on the basis that their incomplete nature 

provides space for visitors to find different ways to relate to and interpret the story, and 

ÅÎÓÕÒÅÓ ÔÈÁÔ ÎÅÉÔÈÅÒ ÔÈÅ ÍÕÓÅÕÍ ÎÏÒ ÔÈÅ ÖÉÓÉÔÏÒ ÈÁÓ ÔÈÅ ȬÌÁÓÔ ×ÏÒÄȭȢ Fraser and Coulson 

(2012:227) also note that, ÂÙ ÐÒÅÓÅÎÔÉÎÇ ÍÕÓÅÕÍ ÎÁÒÒÁÔÉÖÅÓ ÁÓ ȬÃÏÍÐÌÅÔÅȭȟ ×Å ÌÉÍÉÔ ÔÈÅ 

extent to which visitors feel they can contribute to or challenge the dialogue. They also 

suggest that in linear storytelling typically only one point of view is presented and the 

ÍÕÓÅÕÍ ÖÏÉÃÅ ÂÅÃÏÍÅÓ ȬÕÎÁÓÓÁÉÌÁÂÌÅȭȟ ÒÅÓÔÒÉÃÔÉÎÇ ÔÈÅ interpret ative or meaning-making 

capacity of the visitor. Linear narratives may also, by adhering to a chronological or linear 
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structure, encourage the view that there is only one correct way to interpret the object or 

story being presented (Mordhorst 2002:3,14). Therefore, whilst useful in terms of 

organising objects and stories into a commonly recognised and perhaps more easily 

navigable structure, linear approaches have a number of limitations. Furthermore, Spock 

(2015:393) suggests that a linear narrative approach to exhibitions is not beneficial as the 

spatial elements cannot be translated effectively into linear form, like chapters of a book. 

Spock instead proposes that exhibitions and interpretation should be organised in a non-

linear fashion using sections and subsections which do not necessarily lead on from each 

other. 

In response to these criticisms of linear narratives, museums are experimenting with 

narratives that are instead structured around ideas, themes, and experiences (Morgan 

2013:160). Vergo (1994:151) argues that this type of narrative structure is capable of 

approaching a single topic or subject from a number of different perspectives. It could 

therefore be described as comparable to transmedia storytelling, in the sense that the story 

is presented in fragments, providing numerous entry points that must be actively connected 

by visitors to construct and interpret the narrative. Witcomb (2015:338) explicitly 

compares this style of narrative to videogames, in which narrative is often the Ȭend productȭ, 

the result of players seeking, probing, and constructing stories in a non-sequential manner. 

Using the example of a painting, Vergo (1994:151) suggests that rather than providing a 

ÓÉÎÇÌÅ ÎÁÒÒÁÔÉÖÅ ÏÆ ÔÈÅ ÁÒÔ×ÏÒËȭÓ ÃÒÅÁÔÉÏÎȟ ÁÎ ÅØÈÉÂÉÔÉÏÎ ÃÏÕÌÄ ÅØÐÌÏÒÅ ÍÁÎÙ ÔÏÐÉÃÓ ÓÕÃÈ as 

ÐÁÉÎÔÉÎÇ ÔÅÃÈÎÉÑÕÅÓȟ ÔÈÅ ÓÕÂÊÅÃÔ ÏÆ ÔÈÅ ÐÁÉÎÔÉÎÇȟ ÁÎÄ ÔÈÅ ÁÒÔÉÓÔȭÓ ÂÁÃËÇÒÏÕÎÄȟ ÃÒÅÁÔÉÎÇ Á 

modular narrative. Exhibitions using this approach could potentially engage a broader 

range of visitors by providing different narrative perspectives from which the object or 

topic could be interpreted. Moreover, exploring topics and themes in ways not dictated by 

chronology or linearity might help promote critical thinking, as visitors are able to consider 

an object in relation to various narrative meanings, some of which they might not have 

otherwise considered. Bedford (2014:121) suggests that this may be particularly beneficial 

as the way that visitors interact with and interpret narratives is changing in the digital age. 

When searching the internet, ideas and stories are rarely encountered in a completely linear 

or sequential manner, but are rather revealed by exploring interconnected themes and 

information. Growing familiarity with this method of narrative construction means that 

many visitors are developing interpretative skills which emphasise identifying links 

between topics, ideas and personal experience, placing visitors in a strong position to 

effectively engage with a non-linear exhibition. As such, Bedford (2014:121) suggests, 

visitors are becoming more comfortable with and interested in exploring exhibition 

narratives that better reflect how they interact with information and stories outside of the 
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museum space. Building upon this idea, Fraser and Coulson (2012:230) argue that open-

ÅÎÄÅÄ ÏÒ ÆÒÁÇÍÅÎÔÅÄ ÓÔÏÒÉÅÓ ÅÎÃÏÕÒÁÇÅ ÖÉÓÉÔÏÒÓ ÔÏ ȬÌÅÁÎ ÉÎ ÁÎÄ ÐÁÙ ÁÔÔÅÎÔÉÏÎȭȟ ÔÏ ÆÕÌÌÙ ÅÎÇÁÇÅ 

in the interpretativ e process in a way that linear narratives might not facilitate as well. A 

move away from linear storytelling, then, can enable museums to explore narrative 

approaches which might better suit the exhibition as a form, and provide visitors with more 

opportunities to actively engage with the process of interpretation. 

Museums have also begun to incorporate new and previously unheard voices into their 

narratives, utilising a polyvocal approach in which multiple narrative perspectives are 

incorporated into the overall narrative structure. A growing recognition that objects 

themselves are capable of carrying multiple meanings, which can be interpreted from 

different perspectives, has also contributed to this approach (Hooper-Greenhill 2000:111; 

Vergo 1994:150). The significance of introducing multiple narrative perspectives is 

emphasised by RahaÍÁÎ ɉςπρψȡςπωɊȟ ×ÈÏ ÁÒÇÕÅÓ ÔÈÁÔ ÔÈÅ ȬÐÅÒÃÅÉÖÅÄ ÖÁÌÕÅȭ ÏÆ ÁÎ ÏÂÊÅÃÔ ÏÒ 

story will not be the same for every visitor, a variation that linear narratives may fail to 

accommodate. By providing different narrative perspectives, it becomes more likely that 

visitors will be able to find a way to relate the narratives to their own experiences, and 

simultaneously encounter viewpoints which provoke them to reconsider their views and 

preconceptions. As well as this, the drive for museums to become more diverse and 

inclusive has resulted in the emergence of previously unheard stories and hidden histories, 

such as stories from previously marginalised groups including the LGBTQ+ community and 

ethnic minorities. This broadening of narrative voices, argues former director of National 

Museums Liverpool David Fleming (2017), empowers museums to develop into democratic 

institutions that fully serve the whole public. Indeed, it was upon this philosophy that the 

Museum of Liverpool developed the Sankofa project, which aims to collect stories and 

ÍÅÍÏÒÉÅÓ ÆÒÏÍ ,ÉÖÅÒÐÏÏÌȭÓ "ÌÁÃË ÃÏÍÍÕÎÉÔÉÅÓȟ ×ÈÏ ÆÏÒÍ Á ÓÉÇÎÉÆÉÃÁÎÔ ÐÁÒÔ ÏÆ ,ÉÖÅÒÐÏÏÌȭÓ 

heritage but who have historically been underrepresented in the Museum.30 Following this, 

Hansen and Johnson (2013:91) and Mordhorst (2002:11) express that through the 

inclusion of multiple, and especially contradicting stories, museums can reveal different 

ÐÅÒÓÐÅÃÔÉÖÅÓ ÏÎ ÔÈÅ ÐÁÓÔ ÒÁÔÈÅÒ ÔÈÁÎ ȬÃÁÍÐÁÉÇÎÉÎÇ ÆÏÒ Á ÓÉÎÇÌÅ ÐÏÉÎÔ ÏÆ ÖÉÅ×ȭȟ ÔÈÅÒÅÂÙ 

ÅÎÃÏÕÒÁÇÉÎÇ ÄÉÁÌÏÇÕÅ ÁÎÄ ÆÕÒÔÈÅÒÉÎÇ ÔÈÅ ȬÄÅÍÏÃÒÁÔÉsÁÔÉÏÎȭ ÏÆ ÍÕÓÅÕÍÓȢ (ÁÎÓÅÎ ÁÎÄ 

*ÏÈÎÓÏÎȭÓ ɉςπρσȡψφɊ ÁÕÄÉÅÎÃÅ ÒÅÓÅÁÒÃÈ ÉÎ 3×ÅÄÉÓÈ ÁÎÄ 5+ ÍÕÓÅÕÍÓ ÆÏÕÎÄ ÔÈÁÔ ÖÉÓÉÔÏÒÓ ÁÒÅ 

increasingly likely to expect multiple voices and perspectives within museum narratives, 

ÁÎÄ ÔÏ ÅØÐÅÃÔ ÔÈÁÔ ÍÕÓÅÕÍÓ ×ÉÌÌ ÅØÐÌÏÒÅ ÍÏÒÅ ÃÏÍÐÌÅØ ÎÁÒÒÁÔÉÖÅÓ ÓÕÃÈ ÁÓ ÔÈÅ ȬÎÏÔÉÏÎ ÏÆ 

 

30 The Sankofa project at the National Museums Liverpool can be found at: 

https://www.liverpoolmuseums.org.uk/collections/sankofa   

https://www.liverpoolmuseums.org.uk/collections/sankofa


73 

ÈÕÍÁÎ ÖÁÌÕÅÓȭȢ 4ÈÉÓ ÒÅÆÌÅÃÔÓ ÂÏÔÈ ÔÈÅ ÁÂÉÌÉÔÙ ÏÆ ÎÏÎ-linear narrative approaches to represent 

complex objects and topics, and the shift in perspective in the museum sector where 

museums are increasingly seen as spaces where dialogue can take place. How, then, can 

museums best develop and tell non-linear narratives which incorporate multiple 

perspectives and stories? Studies by Chu and Mazalek (2019) and Copplestone and Dunne 

(2017) exploring interpretation through an interactive digital table and online game 

respectively, suggest that digital media might be particularly suited for effectively achieving 

this. Although the potential for these kinds of digital tools, and especially videogames, to 

provide new approaches to museum narrative and interpretation is only just beginning to 

be explored.  

For example, Father and Son (2017) is a mobile game co-produced by the Naples 

Archaeological Museum and game company TuoMuseo. The game tells an interactive story 

about the Museum and its collections from several perspectives across different time 

ÐÅÒÉÏÄÓȢ 4ÈÅ ÐÌÁÙÅÒ ÆÏÌÌÏ×Ó ÔÈÅ ÓÔÏÒÙ ÏÆ -ÉÃÈÁÅÌȟ ÁÎ ÁÒÔÉÓÔȟ ×ÈÏ ÉÓ ÅØÐÌÏÒÉÎÇ ÈÉÓ ÆÁÔÈÅÒȭÓ ×ÏÒË 

as an archaeologist following his death. The player is able to jump between the present-day 

story and the stories of various historical characters relating to objects in the Museum. Each 

of these stories are told using first-person language and cover different viewpoints, such as 

a sculptor caught between duty and personal values in a restoration of the Farnese Hercules 

statue, and a father attempting to flee Pompeii with his family on the eve of the eruption of 

Mount Vesuvius. The stories provide unique, and perhaps new perspectives for players to 

consider in regard to the collection of the Naples Archaeological Museum, and art and 

Fig 4.3: Different narrative options in Father and Son. 
Images © Tuo Museo.  
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history more broadly. Using themes such as loss, love, legacy and beauty, the game aims to 

help connect players to objects by revealing the possible stories behind them. The final 

section of the game asks players to write a letter from Michael to his late father, providing 

options that enable players to begin articulating their own interpretation of the experience, 

and of how they personally perceive museums, their collections and objects, and their 

legacy [Fig 4.3]. 

 

4.1.3 First-Person Perspectives: Connecting Visitors with Museum Stories 

Whilst the narrative approaches and methods already explored can encourage engagement 

in interpretation in various ways, helping visitors connect with and relate to narratives can 

prove difficult. As museums experiment with narrative structures that privilege new voices, 

they have increasingly recognised the need to move away from the authoritative museum 

voice (Baker et al. 2016:372). Part of this is the shift away from the third person voice, which 

is usually anonymous. Instead, museums are beginning to use first-person narration to both 

lift up new voices, and connect visitors with stories, especially on an emotional level. The 

links between emotion, empathy and first-person narrative, explored further  in Chapter 

Five, are particularly useful in terms of museum interpretation, as they can connect visitors 

×ÉÔÈ ÔÈÅ ȬÏÔÈÅÒȭȟ ×ÉÔÈ ÔÈÁÔ ÂÅÙÏÎÄ ÔÈÅ ÖÉÓÉÔÏÒȭÓ ÐÅÒÓÏÎÁÌ ËÎÏ×ÌÅÄÇÅ ÁÎÄ ÅØÐÅÒÉÅÎÃÅ ɉ3ÃÈÏÒÃÈ 

2015:448; Watson 2015). First-person perspectives can humanise a narrative, moving the 

story from an abstract voice to an individual voice, reminding us that such stories are told 

by and happened to real people. In his study of an exhibition of Aboriginal culture at The 

Museum of New Zealand Te Papa Tongarewa (hereafter Te Papa Tongarewa), Schorch 

(2015:441,448) found that when visitors encountered first-person storytelling that formed 

Á ȬÈÕÍÁÎ-to-ÈÕÍÁÎ ÅÎÃÏÕÎÔÅÒȭȟ ÅÉÔÈÅÒ ÔÈÒÏÕÇÈ ÁÎ !ÂÏÒÉÇÉÎÁÌ ÉÎÔÅÒÐÒÅÔÅÒ ÉÎ ÔÈÅ -ÕÓÅÕÍȟ ÏÒ 

through video recordings of personal testimony, visitors found it easier to relate to and 

engage with the stories and narratives. As such, first-person narrative approaches are 

ÆÒÅÑÕÅÎÔÌÙ ÕÓÅÄ ÔÏ ÔÅÌÌ ÐÅÒÓÏÎÁÌ ÓÔÏÒÉÅÓ ɉ,ÅÏ× ÁÎÄ #ÈȭÎÇ ςπςρɊȢ &ÏÒ ÉÎÓÔÁÎÃÅȟ ÔÈÅ -ÕÓÅum 

of Broken Relationships is unusual in the sense that it is crowd-sourced, relying on visitors 

sharing personal stories of the end of relationships ɀ a topic closely tied to emotional 

experiences. These submitted stories are nearly always narrated througÈ ÔÈÅ ÉÎÄÉÖÉÄÕÁÌȭÓ 

first -person perspective. For the Museum, encouraging contributions of first-person 

ÁÃÃÏÕÎÔÓ ÁÌÉÇÎÓ ×ÉÔÈ ÔÈÅ -ÕÓÅÕÍȭÓ ÇÏÁÌ ÔÏ ÁÃÔ ÁÓ Á ÐÌÁÃÅ ÏÆ ÃÏÍÍÕÎÉÔÙ ×ÈÅÒÅ ÖÉÓÉÔÏÒÓ ÃÁÎ 
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remember, share, and relate to the experiences of others.31  

Hourston Hanks (2012:29) notes how first-person narrative conventions can be adapted to 

ÐÒÏÖÉÄÅ Á ȬÂÏÔÔÏÍ-ÕÐȭ ÅÆÆÅÃÔȟ ÓÅÔÔÉÎÇ ÕÐ Á ËÉÎÄ ÏÆ ÓÅÃÒÅÔ ÒÅÌÁÔÉÏÎÓÈÉÐ ÂÅÔ×ÅÅÎ ÖÉÓÉÔÏÒ ÁÎÄ 

ÏÂÊÅÃÔ ×ÈÉÃÈ ÍÉÒÒÏÒÓ ÔÈÅ ×ÁÙ Á ÒÅÁÄÅÒ ÈÁÓ ÄÉÒÅÃÔ ÁÃÃÅÓÓ ÔÏ ȬÔÈÅ ÉÎÔÉÍÁÔÅ ÔÈÏÕÇÈÔs and 

ÆÅÅÌÉÎÇÓ ÏÆ ÔÈÅ ÉÎÄÉÖÉÄÕÁÌ ɍÌÉÔÅÒÁÔÕÒÅɎ ÐÒÏÔÁÇÏÎÉÓÔȭȢ #ÈÕ ÁÎÄ -ÁÚÁÌÅË ɉςπρωȡψ-9) further 

ÃÏÍÍÅÎÔ ÔÈÁÔ ×ÈÅÎ ÖÉÓÉÔÏÒÓ ÁÒÅ ÁÂÌÅ ÔÏ ÐÌÁÃÅ ÔÈÅÍÓÅÌÖÅÓ ÉÎÔÏ ÁÎÏÔÈÅÒȭÓ ÓÈÏÅÓȟ ÔÈÅÙ ÔÅÎÄ ÔÏ 

experience the narrative in a way that promotes empathy. The potential of using first-

ÐÅÒÓÏÎ ÎÁÒÒÁÔÉÖÅÓ ÔÏ ÈÅÌÐ ÒÅÌÁÔÅ ÖÉÓÉÔÏÒÓ ÔÏ ÏÔÈÅÒÓ ÔÈÒÏÕÇÈ ÄÉÒÅÃÔ ÁÃÃÅÓÓ ÔÏ ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ 

ÓÔÏÒÙ ÉÓ ÅÖÉÄÅÎÃÅÄ ÉÎ ÔÈÅ %ÍÐÁÔÈÙ -ÕÓÅÕÍȭÓ ÒÏÁÍÉÎÇ ÅØÈÉÂÉÔÉÏÎ A Mile in My Shoes.32 In the 

exhibition, visitors are invited to put on a pair of shoes and an accompanying set of 

ÈÅÁÄÐÈÏÎÅÓȟ ÌÉÔÅÒÁÌÌÙ ÁÎÄ ÍÅÔÁÐÈÏÒÉÃÁÌÌÙ ÐÌÁÃÉÎÇ ÔÈÅÍÓÅÌÖÅÓ ÉÎ ÁÎÏÔÈÅÒȭÓ ÓÈÏÅÓ ÁÓ ÔÈÅÙ ×ÁÌË 

ÁÎÄ ÌÉÓÔÅÎ ÔÏ ÔÈÅ ÖÏÉÃÅ ÏÆ ÔÈÅ ÓÈÏÅȭÓ Ï×ÎÅÒ ÔÅÌÌÉÎÇ ÔÈÅÉÒ Ï×Î ÓÔÏÒÙȢ 4he first-person accounts 

in the exhibition share intimate details about personal lives. The choice to use headphones, 

creating a separation and almost secretive environment from the experience of other 

visitors adds to the construction of personal connection, where visitors are made aware 

that, at that point in time, they alone are privileged with hearing that story. In this way, a 

narrative and emotional link is created between visitor and object. 

These examples show that there are many ways to incorporate elements of the first-person 

perspective into museums, and reflect a move from the impersonal to the personal. Yet, as 

Bedford (2014:105) recognises, the use of the first-person voice in museums is less common 

than the third person. Bedford (2014:106) contrasts this with a study undertaken by Judy 

Rand at the USS Constitution Museum, which found that the MÕÓÅÕÍȭÓ ÖÉÓÉÔÏÒÓ ÐÒÅÆÅÒÒÅÄ 

exhibition labels written in the first -ÐÅÒÓÏÎ ÂÙ Á ȬÍÁÒÇÉÎ ÏÆ ÁÌÍÏÓÔ Ô×Ï ÔÏ ÏÎÅȭȟ ×ÈÉÃÈ 

suggests that museums should perhaps be more open to taking a first-person approach. 

However, Jimson (2015:542) makes the important addition that when dealing with the first-

ÐÅÒÓÏÎ ȬÔÈÅ ÉÄÅÎÔÉÔÙ ÏÆ ÔÈÅ ÎÁÒÒÁÔÏÒ ÓÈÏÕÌÄ ÁÌ×ÁÙÓ ÂÅ ÖÉÓÉÂÌÅ ÁÎÄ ÃÌÅÁÒȭ ÔÏ ÐÒÏÖÉÄÅ ÃÏÎÔÅØÔȢ ) 

would argue that this move away from the anonymous author should be true of all narrative 

in museums, regardless of whether it is the voice of a curator, a community group, or an 

external subject expert, as providing context for the perspective through which the 

information is presented can aid visitors in making an informed interpretation of the 

narratives and stories they encounter. This is especially true as authorship of museum 

 

31 The Museum of Broken Relationships can be explored at: https://brokenships.com/share   
32 A Mile in My Shoes at the Empathy Museum can be explored at: 

https://www.empathymuseum.com/a -mile-in-my-shoes/  

https://brokenships.com/share
https://www.empathymuseum.com/a-mile-in-my-shoes/
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narratives becomes more complex and varied. 

 

4.1.4 Authorship and Narrative  

An underlying theme throughout this chapter has been the question of authorship in 

museum narratives, and who has the opportunity, and power, to tell stories in museums. 

One common aspect to changes in museum approaches towards narrative has been an 

increased emphasis on community-focused and co-produced storytelling. This is not to 

diminish the role of museum staff, but rather recognises that their decisions have an impact 

on the shape and limitations of an exhibitionȭÓ ÎÁÒÒÁÔÉÖÅȢ )Ô ÉÓ ÁÌÓÏ ÔÏ ÒÅÃÏÇÎÉÓÅ ÔÈÅ ÍÕÓÅÕÍȭÓ 

voices within an exhibition are often hidden ones that are not formally acknowledged as 

ȬÁÕÔÈÏÒÓȭ ÏÆ ÍÕÓÅÕÍ ÎÁÒÒÁÔÉÖÅÓȢ )Î ÍÁÎÙ ×ÁÙÓ, of course, the work of museum staff is 

fundamental to the construction of narrative. For instance, the choice to include or exclude 

certain objects from an exhibition, and how they are displayed and interpreted, has the 

potential to change their meaning in the eyes of the visitor. Albano (2007:20) comments 

ÔÈÁÔ ×ÉÔÈÉÎ ÂÉÏÇÒÁÐÈÉÃÁÌ ÅØÈÉÂÉÔÉÏÎÓ ÔÈÉÓ ÉÓ ÐÁÒÔÉÃÕÌÁÒÌÙ ÒÅÌÅÖÁÎÔȟ ÆÏÒ ȬÔÈÅ ÎÁÒÒÁÔive functions 

ÁÓÃÒÉÂÅÄ ÔÏ ÏÂÊÅÃÔÓ ÁÎÄ ÔÈÅÉÒ ÂÉÏÇÒÁÐÈÉÃÁÌ ÒÅÌÅÖÁÎÃÅ ÁÒÅ ÁÔ ÓÔÁËÅȭ, as through narrative 

objects might be inscribed with a specific and restrictive meaning. For example, a pair of 

glasses linked to a historical figure can become a tool for finding meaning not about the 

object, but rather the person they relate to (Albano 2007:20). As Peirce et al. (2013:201) 

ÃÏÍÍÅÎÔȟ ȬÓÔÏÒÉÅÓ ÃÁÎ ÂÅ ÐÅÒÓÕÁÓÉÖÅ ÁÎÄ ÄÁÎÇÅÒÏÕÓȭ - an idea explored in Chapter Six - and 

that we must make it clear that museum narratives are open to challenge and debate, not a 

ÔÒÕÔÈ ÔÏ ÂÅ ȬÂÌÉÎÄÌÙ ÁÃÃÅÐÔÅÄȭȢ Baker et al. (2016:375) expand upon this point, writing that 

ÍÕÓÅÕÍÓ ÁÕÔÈÏÒ ÁÎ ÏÂÊÅÃÔȭÓ ÍÅÁÎÉÎÇ ÔÈÒÏÕÇÈ ÔÈÅ ÃÈÏÉÃÅÓ ÍÁÄÅ ÉÎ ÃÕÒation and 

interpretation. These issues raise questions in regard to the authoritative voice. Fraser and 

Coulson (2012:223-227) suggest that by becoming more transparent about the process of 

narrative construction, and making explicit the incomplete and sometimes contradictory 

nature of museum narratives due to staff choice or a lack of knowledge or evidence, 

ÍÕÓÅÕÍÓ ÃÁÎ ȬÃÏÎÓÔÒÕÃÔ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÔÈÒÏÕÇÈ ÄÉÁÌÏÇÕÅȭ ×ÉÔÈ ÖÉÓÉÔÏÒÓȢ ,Ï×ÅȭÓ ɉςπρυɊ 

examination of adaptive interpretation at a historic house is a good example of this. The 

approach to interpreting a hidden passageway emphasised the contradictory narratives 

around it, with  the passageway having been considered at various points in time to be part 

of the original house, an underground railroad, a priest hole, or a later addition for the 

entertainment of tourists (Lowe 2015:53). The willingness to be open about the complex 

nature of narratives can make explicit how museum-authored narratives can adapt, change, 

or be completely wrong. In taking more collaborative, transparent approaches, institutions 



77 

can begin to bring visitors into a position of authorship alongside the museum. 

Consequently, there is a perception that the authority of museum authorship can be 

challenged through various narrative and interpretative approaches. Watson (2013:274) 

ÓÔÁÔÅÓ ÔÈÁÔ ÉÎ ÍÕÓÅÕÍÓ ȬÔÈÅ ÖÉÅ×ÅÒ ÉÓ ÆÒÅÅ ÔÏ ÄÉÓÁÇÒÅÅ ×ÉÔÈ ÔÈÅ ÃÕÒÁÔÏÒÉÁÌ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÁÓ 

×ÅÌÌ ÁÓ ÔÏ ÁÃÃÅÐÔ ÉÔȭȢ (Ï×ÅÖÅÒȟ ) ×ÏÕÌÄ ÁÓËȟ ÄÏÅÓ ÔÈÅ ÖÉÓÉÔÏÒ ÁÌ×ÁÙÓ ËÎÏ× ÔÈÉÓȩ %ÖÅÎ ×ÈÅÎ 

visitors disagree with the narrative of an exhibition, they might not feel able to openly 

ÃÒÉÔÉÃÉÓÅ ÔÈÅ ÍÕÓÅÕÍȭÓ ÎÁÒÒÁÔÉÖÅ ÁÕÔÈÏÒÉÔÙȟ ×ÈÉÃÈ ÃÁÎ ÐÒÏÖÅ ÐÒÏÂÌÅÍÁÔÉÃȢ !Ó +ÉÄÄ ɉςπρ4:1) 

writes of museums that deal with difficult, contentious, or minority histories, by putting 

forward certain narrÁÔÉÖÅÓ ÍÕÓÅÕÍÓ ÁÓË ÖÉÓÉÔÏÒÓ ÔÏ ȬÌÏÃÁÔÅ ÔÈÅÍÓÅÌÖÅÓ ÁÎÄ ÔÈÅÉÒ 

communities within (or perhaps in opposition to) politically charged and ideologically 

ÌÏÁÄÅÄ ÄÉÓÐÌÁÙÓȭȟ ÁÎÄ ÔÏ ȬÁÃÃÅÐÔ ÔÈÅ ÁÕÔÈÏÒÉÔÁÔÉÖÅ ÁÎÄ ÌÅÇÉÔÉÍÉÓÅÄ ÖÅÒÓÉÏÎ ÏÆ ÔÈÅ ÅÖÅÎÔÓ ÏÆ 

ÔÈÅÉÒ ÌÉÖÅÓȭȢ Therefore, it is important that museums make it clear that their narratives can 

be challenged. This has previously been achieved by inviting contributions from people 

outside of the museum who are comfortable challenging the accepted museum narrative.  

This was the case with the 1992 Mining the Museum intervention by artist Fred Wilson at 

the Maryland Historical Society in Baltimore. At the time the Museum had a predominately 

white-focused narrative that mostly overlooked stories of slavery and racism. Through 

Fig 4.4: Slave shackles in the metalwork display as part of Mining the Museum. 
Image © Maryland Center for History and Culture. 
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Mining the Museumȟ 7ÉÌÓÏÎ ȬÕÎÓÅÔÔÌÅÄ ÔÈÅ ÍÕÓÅÕÍȭÓ ÃÏÍÆÏÒÔÁÂÌÙ ×ÈÉÔÅȟ ÕÐÐÅÒ-class 

ÎÁÒÒÁÔÉÖÅȭ ÂÙ strategically adding objects to displays (Houston 2017). A case on metalwork, 

×ÈÉÃÈ ÂÅÆÏÒÅ 7ÉÌÓÏÎȭÓ ÉÎÔÅÒÖÅÎÔÉÏÎ ÈÁÄ ÄÉÓÐÌÁÙÅÄ ÅØÁÍÐÌÅÓ ÏÆ ÅÌÅÇÁÎÔ ÊÕÇÓ ÁÎÄ ÃÕÐÓȟ ÎÏ× 

included a pair of slave shackles, bringing those overlooked and uncomfortable stories into 

stark relief [Fig 4.4]. More recently at the Museum of Archaeology and Anthropology in 

Cambridge, a group of PhD researchers from different ethnic backgrounds were invited to 

run a series of guided tours. Entitled Untold Histories, they were advertised with the tagline 

Ȭ×ÅȭÌÌ ÔÅÌÌ ÙÏÕ ×ÈÁÔ ÔÈÅ ÌÁÂÅÌÓ ×ÏÎȭÔȭȢ 4ÈÅ ÔÏÕÒÓȟ ÁÓ ÐÁÒÔ ÏÆ ÔÈÅ MÕÓÅÕÍȭÓ ÄÅÃÏÌÏÎÉÓÁÔÉÏÎ ×ÏÒËȟ 

were explicitly critical of the established narratives in the MÕÓÅÕÍȠ ȬÏÂÊÅÃÔÓ ÏÎ ÄÉÓÐÌÁÙ ×ÅÒÅ 

ÏÆÔÅÎ ÃÏÌÌÅÃÔÅÄ ÄÕÒÉÎÇ ÐÅÒÉÏÄÓ ÏÆ ÃÏÎÆÌÉÃÔȣȢ ×Å ×ÁÎÔÅÄ ÔÏ ÍÁËÅ this explicit by highlighting 

ÓÐÅÃÉÆÉÃ ÏÂÊÅÃÔÓ ÁÎÄ ÔÅÌÌÉÎÇ ÔÈÅÉÒ ÓÔÏÒÉÅÓȭ ɉ-ÉÓÈÒÁ ÅÔ ÁÌȢ ςπρωɊȢ 4ÈÅÓÅ ÅØÁÍÐÌÅÓ ÐÒÏÖÉÄÅ 

insight into how museums and other voices of authority can influence, build upon, and 

subvert the museum narrative, but this does not capture the full potential of community-

focused storytelling. 

 

4.1.5 Visitors as Authors of Narrative and Story  

We have already touched upon ideas of collaboration, empowering visitors to become part 

of the construction of museum narrative, and explored museums, such as the Empathy 

Museum and the Museum of Broken Relationships, that base exhibitions on visitor stories. 

Yet, as Kidd (2012:81) ÓÔÁÔÅÓȟ ÈÏ× ÁÎ ÉÎÓÔÉÔÕÔÉÏÎ ȬÕÓÅÓȟ ÁÃËÎÏ×ÌÅÄÇÅÓȟ ÉÎÃÏÒÐÏÒÁÔÅÓȟ ÏÒ ÅÖÅÎ 

ÃÈÁÌÌÅÎÇÅÓ ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ ÃÏÎÔÒÉÂÕÔÉÏÎȭ ÔÏ ÔÈÅ ÎÁÒÒÁÔÉÖÅ ÄÉÁÌÏÇÕÅ ÉÓ ÉÍÐÏÒÔÁÎÔ ×ÈÅÎ ÉÔ 

ÃÏÍÅÓ ÔÏ ÁÓÃÒÉÂÉÎÇ ȬÖÁÌÕÅȭȢ )Óȟ ÆÏÒ ÅØÁÍÐÌÅȟ Á ÖÉÓÉÔÏÒȭÓ ÃÏÎÔÒÉÂÕÔÉÏÎ ÍÁÄÅ ÖÉÓÉÂÌÅ ÉÎ ÔÈÅ ÓÁÍÅ 

×ÁÙ ÔÈÁÔ ÔÈÅ ÍÕÓÅÕÍȭÓ ÎÁÒÒÁÔÉÖÅ ÉÓȩ (Ï× ÄÏÅÓ ÔÈÅ ÍÕÓÅÕÍ ÄÉÓÐÌÁÙȟ ÓÈÁÒÅȟ ÁÎÄ ÍÁËÅ ÔÈÅÓÅ 

stories available, and does it incorporate them into the broader narrative? Furthermore, as 

Kidd (2012:81) asks, are these contributions temporary or do they have a life beyond the 

event or exhibition?  

One approach that aims to address these questions is co-production. Detailed by Derby 

Museums in their Human Centred Design and Co-production Handbook (2016), this approach 

is based on working with  communities and visitors, rather than for them. A method to 

facilitate this, used by Derby Museums and the National Justice Museum, is the development 

of co-ÐÒÏÄÕÃÔÉÖÅ Ȭ0ÒÏÊÅÃÔ ,ÁÂÓȭȢ 4ÈÅÓÅ ÁÒÅ ÓÐÁÃÅÓ ÄÅÓÉÇÎÅÄ ÔÏ ÅÎÁÂÌÅ ÖÉÓÉÔÏÒÓ ÔÏ ÃÏÎÔÒÉÂÕÔÅ 

thoughts and ideas, and participate actively in exhibition development. Whilst still museum-

led, this approach has resulted in exhibitions which include or are built upon visitor 

ÎÁÒÒÁÔÉÖÅÓȟ ÓÔÏÒÉÅÓȟ ÁÎÄ ÉÎÔÅÒÅÓÔÓȟ ÁÓ ÅÖÉÄÅÎÃÅÄ ÉÎ $ÅÒÂÙ -ÕÓÅÕÍȭÓ ÂÌÏÇ ÏÆ ÔÈÅ ÃÏ-productive 

process behind their exhibition Notice Nature Feel Joy (2015) where visitor responses 
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shaped which themes were explored and which objects were included.33 In this way, the 

visitor becomes part of the museum narrative.  

Co-productive design can also provide an avenue through which different narratives and 

stories can emerge whilst an exhibition is ongoing, and even after it has finished. For 

ÅØÁÍÐÌÅȟ ÔÈÅ .ÁÔÉÏÎÁÌ *ÕÓÔÉÃÅ -ÕÓÅÕÍȭÓ ÒÅÃÅÎÔ ÅØÈÉÂÉÔÉÏÎÓ Constraint / Restraint (2020) and 

Young People and Protest (2022) both provided opportunities in the exhibition spaces for 

visitors to contribute stories as part of an ongoing construction of narrative. In Young People 

and Protest for example, clipboards on the exhibition walls invite visitors to share their 

thoughts about protest [Fig 4.5ɎȢ %ÑÕÁÌÌÙȟ ÉÎ ÒÅÇÁÒÄ ÔÏ +ÉÄÄȭÓ ÃÏÎÃÅÒÎÓ ÁÂÏÕÔ ÔÈÅ ÌÏÎÇÅÖÉÔÙ 

 

33 $ÅÒÂÙ -ÕÓÅÕÍȭÓ ÂÌÏÇ ÏÎ ÔÈÅ co-production process behind Notice Nature Feel Joy can be found 

at: https://dmnature.tumblr.com/page/6   

Fig 4.5: Clipboards in the Young People and Protest exhibition at the National Justice Museum. 
Image by the author. 
 

https://dmnature.tumblr.com/page/6
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of visitor contributions after the end of an exhibition Constraint / Restraint, which originally 

ran from February to May 2020, remains available online with visitor contributions 

maintained in the form of the digitised gallery guide. Additionally, the Museum has also 

subsequently published a number of visitor-contributed responses to COVID-19 lockdowns 

in a book entitled Letters of Constraint (2022), thereby giving the stories shared by visitors 

a life beyond the exhibition. When the co-productive nature of an exhibition is made explicit 

and transparent, visitors are able to observe and contribute to exhibition development and 

engage with the stories of both the museum and other visitors, further demystifying the role 

of different authors in exhibition narratives, stories, and interpretation (Williams 

2013:242-243). As such, museums can equip visitors with a deeper understanding of the 

processes behind an exhibition, how museum narratives can encompass different 

perspectives but still be incomplete, the narrative forms through which stories are told, and 

how the interpretative process is undertaken. Equally, co-production provides a more 

visible and accessible structure through which visitors can actively participate in building 

museum narratives.  

What, then, of exhibitions that have not taken a co-productive approach during 

development or which are already open to visitors? Baker et al. (2016:378) highlight the 

broader potential of a technique which is used in co-production: the provision of places 

within an exhibition where visitors can contribute their own stories and have their 

contributions acknowledged and valued. I would suggest that it would be possible to take 

this further and develop dialogue between museum and visitor by using these spaces as 

places where the museum can also respond tangibly to visitor contributions. In such a 

dialogue, narrative authority would, as Baker et al. (2016:378) comment, pass between 

museum and visitor. This could be achieved in the physical space by using answer cards or 

other forms of response, or alternatively and as we are increasingly seeing, through an 

online space. Digital media have the potential to provide platforms for building dialogue, 

and there are several tools already available that are well suited, such as social media 

platforms. Yet, the dialogue between the visitor and the museum is only one part of the 

ÖÉÓÉÔÏÒȭÓ ÅÎÇÁÇÅÍÅÎÔ ×ÉÔÈ ÔÈÅ ÍÕÓÅÕÍ ÎÁÒrative. Just as museums encourage visitors to 

share their stories with the museum, so too are visitors sharing stories with each other. 

Nielsen (2017:450-451) notes that storytelling is often a collaborative venture where 

sharing stories is a natural part of the process. Duncan and McCauley (2012:290-291) also 

comment that storytelling can work in combination with emotion and affect, as explored 

fully  in Chapter Fiveȟ ÁÌÌÏ×ÉÎÇ ÃÏÍÍÕÎÉÃÁÔÉÏÎ ȬÁÔ Á ÐÒÏÆÏÕÎÄ ÌÅÖÅÌȭȢ )ÎÄÅÅÄȟ ÉÎ ÍÁÎÙ ×ÁÙÓȟ 

visitors have always shared stories. Museum visits are often undertaken in social groups 

where visitors will share insights and stories with others in their group. Furthermore, it is 
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not just within the museum building that such collaborative storytelling is possible. Bedford 

(2014:121) is right to point out that online spaces provide opportunities not just for debate 

between museums and visitors, but also between visitors, with the same tools working well 

for both purposes. For example, the use of commenting tools on social media sites allows 

visitors to share ideas with both the museum and each other, thereby building layers of 

narrative meaning. Museums are already in a good position to instigate more collaborative 

storytelling, and can encourage the sharing and building of stories by putting structures in 

place that ensure visitors have spaces for and are encouraged to engage in storytelling.  

As an example, in 2018 a group of researchers from the IT University of Copenhagen and 

collaborating institutions presented a paper at the Museums and the Web conference on the 

development of a mobile game for the National Gallery of Denmark called Word by Word 

(Wray et al. 2018). Word by Word is interesting as it embodies many of the elements of 

narrative and storytelling discussed in this chapter. The app was designed to provide a 

method through which Museum visitors could collaboratively construct a story with each 

other and the Museum, presenting their  unique interpretation s of the artworks on display. 

In Word by Word, visitors are invited to choose a story theme, for which the app provides 

the first artwork  and sentence, after which, the narrative direction is dictated by the visitor, 

who must find artworks in the Museum that inspire them to continue the story, taking 

photos and writing sentences to share with their collaborative partners. The ability to 

continue the story moves between the visitors until a set number of sentences and artworks 

have been included. Upon completion, visitors can then share their story, along with an 

emoji representing how they felt about it , to a in-app virtual gallery ɀ ÔÈÅ Ȭ(ÁÌÌ ÏÆ 3ÔÏÒÉÅÓȭ ɀ 

or social media, where it can be read by other visitors. In their evaluation of Word by Word 

the researchers commented on how the collaborative storytelling structure enabled by the 

game, and the combinations of prompts, themes, and artworks, encouraged many visitors 

ÔÏ ȬÌÏÏË ÁÔ ÁÒÔ×ÏÒËÓ ÉÎ Á ÄÉÆÆÅÒÅÎÔ ×ÁÙȟ ÁÌÌÏ×ÉÎÇ ɍÖÉÓÉÔÏÒÓɎ ÔÏ ÉÎÔÅÒÐÒÅÔ ÁÎÄ ÃÈÁÒÁÃÔÅÒÉse the 

ÓÕÂÊÅÃÔ ÍÁÔÔÅÒ ×ÉÔÈÉÎ ÔÈÅ ÐÁÉÎÔÉÎÇÓȣȭ ɉ7ÒÁÙ ÅÔ ÁÌȢ ςπρψɊȢ 4ÈÅ ÐÏÔÅÎÔÉÁÌ ÏÆ Word by Word to 

enable visitor interpretation through narrative and storytelling highlights the ability of 

museum videogames to tell stories with multiple forms of narrative and media, to tell them 

collaboratively, bringing visitors into the construction of narrative and interpretation as an 

active participant, and in a way that allows for multiple voices. 

 

4.2 Narrative and Storytelling in Videogames  

Ȭ7ÈÁÔ ÄÅÆÉÎÅÓ Á ÖÉÄÅÏ ÇÁÍÅ ÓÔÏÒÙ ÉÓ ÔÈÅ ÐÌÁÙÅÒȭÓ ÁÂÉÌÉÔÙ ÔÏ ÃÈÁÎÇÅ ÉÔ.ȭ ɉ(ÏÌÍÅÓ φτυφȡυɊȢ 
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There has been growing interest in academia and industry in the capacity of videogames to 

tell stories. With the technologies that facilitate the creation and design of videogames 

becoming ever-more sophisticated, the potential of diverse narrative approaches has been 

explored. Emphasis on examining elements unique to videogames has resulted in numerous 

academic studies which explore the impact of these properties on narrative design 

(Egenfeldt-NiÅÌÓÅÎ ÅÔ ÁÌȢ ςππψȠ 0ÅÁÒÃÅ ςππςȠ 2ÙÁÎ ςππχɊȢ %ÑÕÁÌÌÙȟ ÔÈÅ ÖÉÄÅÏÇÁÍÅ ÉÎÄÕÓÔÒÙȭÓ 

use of materials, such as game manuals, that provide narrative context indicates the 

significance of narrative to the medium (Lucas 2015:91). This is especially true of many 

recent videogames where story forms a substantial part of the design, content, and 

marketing, evidenced in advertisements which focus on narrative and characters over 

gameplay mechanics and experience.34 Furthermore, Lebowitz and Klug (2011:273) have 

ÆÏÕÎÄ ÔÈÁÔ ÎÁÒÒÁÔÉÖÅ ÁÎÄ ÓÔÏÒÙÔÅÌÌÉÎÇ ÁÒÅ ÁÎ ÉÍÐÏÒÔÁÎÔ ÆÁÃÔÏÒ ÉÎ ÐÌÁÙÅÒȭÓ ÄÅÃÉÓÉÏÎÓ ÔÏ 

purchase a game, often being rated as more important by players than gameplay mechanics 

and features. Yet, academic research within game studies has generally approached these 

topics with caution due, in part, to the debates discussed in Chapter Three (Koenitz 2018:3). 

As such, this section will focus primarily on different approaches in practice to building 

narrative and storytelling into videogames, and highlighting elements which set 

videogames apart from other media, identifying affordances which align with changing and 

emerging approaches to narrative and storytelling in museum interpretation. 

 

4.2.1 Different Narrative Forms: Linear, Non-Linear and Multiple  

Let us begin with one of the distinctive properties of videogames, their digital format, and 

ÉÔÓ ÉÍÐÌÉÃÁÔÉÏÎÓȢ -ÕÒÒÁÙȭÓ ɉρωωχɊ ÓÔÕÄÙ ÏÆ ÈÙÐÅÒÔÅØÔ ÎÁÒÒÁÔÉÖÅÓ ɀ narratives in digital form 

ɀ explores how digital texts are compiled and constructed differently to traditional texts, as 

they involve elements arising from their digital environment such as procedural, 

participatory, and spatial capabilities. As such, when it comes to analysing videogame 

approaches to narrative, a number of different areas of study have emerged. The subject of 

linearity, non-linearity, and other narrative structures is well established, and there are 

ongoing discussions and debates about which structures take best advantage of the unique 

 

34 For some recent examples of story-focused trailers for games see:  

!ÓÓÁÓÓÉÎȭÓ #ÒÅÅÄȡ 2ÅÖÅÌÁÔÉÏÎÓ ɀ E3 Trailer Extended Cut (2011), available at: 

https://www.youtube.com/watch?v=753327AMNIM ; The Last of Us ɀ Story Trailer (2012), 

available at: https://www.youtube.com/watch?v=W01L70IGBgE; God of War ɀ Story Trailer 

(2018), available at: https://www.youtube.com/watch?v=K0u_kAWLJOA; A Plague Tale: Innocence 

ɀ Official Story Trailer (2019), available at: https://www.youtube.com/watch?v=H4FOb16Nenk 

https://www.youtube.com/watch?v=753327AMNIM
https://www.youtube.com/watch?v=W01L70IGBgE
https://www.youtube.com/watch?v=K0u_kAWLJOA
https://www.youtube.com/watch?v=H4FOb16Nenk
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affordances of videogames. Murray (1997:55-56), for instance, argues that stories written 

ÉÎ ÈÙÐÅÒÔÅØÔ ÏÆÔÅÎ ÓÕÂÖÅÒÔ ÔÈÅ ÔÒÁÄÉÔÉÏÎÁÌ ÌÉÎÅÁÒ ÎÁÒÒÁÔÉÖÅ ÓÔÒÕÃÔÕÒÅÓ ÁÓ ÔÈÅÙ ÃÁÎ ȬÈÁÖÅ ÍÏÒÅ 

ÔÈÁÎ ÏÎÅ ÅÎÔÒÙ ÐÏÉÎÔȟ ÍÁÎÙ ÉÎÔÅÒÎÁÌ ÂÒÁÎÃÈÅÓȟ ÁÎÄ ÎÏ ÃÌÅÁÒ ÅÎÄÉÎÇȭȢ )ÎÄÅÅÄȟ ÔÈÅ digital 

nature of videogames can predispose them to accommodating multi-linear or non-linear 

approaches to narrative, with suitability varying depending on narrative and genre. The 

ability of videogames to explore more complex narrative structures has often been 

commented upon, as we shall explore momentarily, yet it is important to note that 

videogames are equally capable of providing a linear narrative experience, indicating the 

flexibility and potential of the medium. Picucci (2014:105) identifies four primary narrative 

structures that can be found across the videogame medium which evidence the breadth of 

ÐÏÓÓÉÂÉÌÉÔÉÅÓȡ ȬÐÒÅ-ÅÓÔÁÂÌÉÓÈÅÄ ÎÁÒÒÁÔÉÖÅȭȟ Á ÇÅÎÅÒÁÌÌÙ ÌÉÎÅÁÒ ÁÐÐÒÏÁÃÈ ×ÈÅÒÅ ÔÈÅ ÏÖÅÒÁÒÃÈÉÎÇ 

narrative is scripted and cannot be influenced by the playÅÒȠ ȬÄÉÓÃÏÖÅÒÙ ÎÁÒÒÁÔÉÖÅȭȟ ×ÈÅÒÅ 

narrative elements are pre-established but player choice may influence how they are 

ÕÎÃÏÖÅÒÅÄ ÁÎÄ ÉÎÔÅÒÐÒÅÔÅÄȠ ȬÓÁÎÄÂÏØ ÎÁÒÒÁÔÉÖÅȭȟ ×ÈÅÒÅÉÎ ÎÁÒÒÁÔÉÖÅ ÉÓ ÃÏÍÍÏÎÌÙ ÍÉÎÉÍÁÌ 

and/or non-ÌÉÎÅÁÒȠ ÁÎÄ ÆÉÎÁÌÌÙ ȬÃÏÍÐÕÔÅÒ-generated naÒÒÁÔÉÖÅȭȟ ×ÈÅÒÅ ÔÈÅÒÅ ÁÒÅ ÐÒÅ-

established story elements but the narrative itself arises out of the way the player interacts 

with the game ɀ an idea discussed in this chapter in terms of emergent gameplay. 

Pre-Established Narratives 

Discussions of linear narrative structures in videogames have often proved complex. In 

game studies, linear approaches are recognised as utilising narrative events predetermined 

by an author, creating a set chronological progression and narrative endpoint which the 

player cannot change (Backe 2012:248; Murray 1997:137; Picucci 2014:106). This, scholars 

have argued, conflicts with the interactive nature of videogames, where the impact of the 

player upon the construction of the narrative and story must always be considered (Calleja 

2013; Egenfeldt-Nielsen et al. 2008:199). A linear approach therefore limits the capacity of 

videogames to engage players with the narrative, and risks impacting negatively upon the 

gameplay experience as a whole (Holmes 2012:21; Lizardi 2014). This is not to say that a 

linear approach is not possible, or that a videogame with linear narrative structures cannot 

work effectively. Certain genres of videogame in fact tend towards more linear storytelling 

techniques, such as single-player action-adventure games including the critically-acclaimed 

The Last of Us (2013), Half-Life 2 (2004) and A Plague Tale: Innocence (2019). These 

videogames have overarching narratives which follow predetermined plots to set endpoints 

which the player cannot change, although they may be able to influence narrative 

progression between primary story events. Interestingly, research by Lebowitz and Klug 

(2011:275) found that players were most interested in videogames which used a primarily 
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linear narrative structure, whilst stories in which player choice was especially prominent 

scored fairly low amongst respondents. This suggests that there is a place for linear 

narrative structures in videogames, and that players have an appetite for both narrative and 

story generally, and linear narrative approaches. 

Lebowitz and Klug (2011:283) also highlight how linear storytelling techniques can enable 

game designers to create narratives that can be universally experienced, as they have more 

control over pacing, characters, and plot progression. Carlquist (2002:43) expands upon 

this idea, arguing that it is through linear stories that designers can explore narrative ideas 

ÉÎ Á ȬÐÓÙÃÈÏÌÏÇÉÃÁÌ ÄÅÐÔÈȭ ÔÈÁÔ Á ÍÏÒÅ ÎÏÎ-linear approach ×ÏÕÌÄÎȭÔ ÁÌÌÏ×Ȣ 'ÉÌÂÅÒÔ 

(2019:110) also emphasises this point, commenting that the relative depth of linear 

narratives results in narrative experiences that are more interesting or impactful for the 

player. Importantly, taking a linear approach to narrative does not mean that you cannot 

also take advantage of the affordances of the distinctive elements of videogames - such as 

interactivity. These distinctive elements, including player interaction and choice, can be 

incorporated within a linear narrative structure in the spaces between narrative elements, 

where players navigate from one part of the story to another, and in a way that is perhaps 

more easily incorporated than in a physical museum exhibition. Furthermore, 5ÌÁĥ 

(2014:86) notes that many videogames which initially appear to have non-linear or multi -

linear narratives still contain linear structures. In such games, the main narrative is still 

linear and quests are completed in a set order, whilst non-linear opportunities are found in 

ÁÄÄÉÔÉÏÎÁÌ ÏÒ ȬÓÉÄÅȭ ÑÕÅÓÔÓ, which may be completed in any order, or not at all. In this way, 

the overarching narrative of the game remains linear even if the gameplay experience on 

the whole is not. For example, Horizon Zero Dawn (2017)  is a game with a linear main 

storyline, and the events along this storyline lead on from each other in a specific order. 

However, the player is free to complete these events in whichever manner they choose, or 

to undertake side quests from the surrounding game world at any point. This leads to 

players dipping in and out of the main storyline depending on their interests, but ultimately 

the order in which that main narrative is approached remains unchanged. Equally, Wolf 

(2001) argues that linearity does not necessarily work against interactivity, and that player 

choice can be brought into a linear story. He comments that certain narrative approaches 

such as branching structures provide opportunities for player choice and for each 

playthrough to be narratively different, whilst key narrative moments still occur in order 

and result in a linear outcome (Wolf 2001:109). For the player, the result is still a linear 

story, but it is one of many possible stories. Indeed, arguably, there is always an element of 

linearity at play in videogames for, as Crawford (2005:57) comments, the path the player 

ÔÁËÅÓ ÉÎ ÔÈÅ ÃÏÎÓÔÒÕÃÔÉÏÎ ÏÆ ÔÈÅ ÎÁÒÒÁÔÉÖÅ ÃÒÅÁÔÅÓ ȬÁ ÌÉÎÅÁÒ ÓÅÑÕÅÎÃÅÓ ÏÆ ÅÖÅÎÔÓ ɀ Á ÓÔÏÒÙÌÉÎÅȭ 
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of their progression through the game. 

Discovery Narratives 

In order to take advantage of the affordances of the medium, many games use a non-linear 

ÎÁÒÒÁÔÉÖÅ ÁÐÐÒÏÁÃÈȢ )Î ÆÁÃÔȟ #ÁÒÌÑÕÉÓÔ ɉςππςȡστɊ ÁÒÇÕÅÓ ÔÈÁÔ ȬÁÌÌ ÃÏÍÐÕÔÅÒ ÇÁÍÅÓ ÁÒÅ 

ÍÕÌÔÉÌÉÎÅÁÒȭ ÉÎ ÔÈÅ ÓÅÎÓÅ ÔÈÁÔ ÎÏ Ô×Ï ÐÌÁÙÅÒÓ ×ÉÌÌ ȬÒÅÁÄȭ Á ÇÁÍÅȭÓ ÎÁÒÒÁÔÉÖÅ ÉÎ ÔÈÅ ÓÁÍÅ ×ÁÙȢ 

One approach is narratives that contain elements of linearity but provide players with 

ÏÐÐÏÒÔÕÎÉÔÉÅÓ ÔÏ ÓÈÁÐÅ ÔÈÅ ÓÔÏÒÙ ÔÈÒÏÕÇÈ ÔÈÅ ÕÓÅ ÏÆ ȬÂÒÁÎÃÈÉÎÇȭ ÐÁÔÈÓ ÔÏ ÐÒÅÓÅÎÔ ÍÕÌÔÉÐÌÅ 

narrative possibilities. In a branching narrative, player choices determine which future 

story elements they encounter and how they play out, allowing active participation in the 

construction of narrative (Carlquist 2002:43). Egenfeldt-Nielsen et al. (2008:188) note that 

the capacity of videogame nÁÒÒÁÔÉÖÅÓ ÔÏ ÂÅ ȬÐÅÒÐÅÔÕÁÌÌÙ ÕÎÆÏÌÄÉÎÇȟ ÃÏÎÓÔÁÎÔÌÙ ×ÅÁÖÉÎÇ 

ÂÁÃËȣ ÆÕÌÌ ÏÆ ÆÁÌÓÅ ÓÔÁÒÔÓ ÁÎÄ ÒÅ-starts, as the player contributes to the story's creation with 

ÅÁÃÈ ÁÃÔÉÏÎȭ ÉÓ ÏÎÅ ÏÆ ÔÈÅ ÍÏÓÔ ÒÅÍÁÒËÁÂÌÅ ÆÅÁÔÕÒÅÓ ÏÆ ÔÈÅ ÍÅÄÉÕÍȢ )Î ÐÒÁÃÔÉÃÅȟ ÎÁÒÒÁÔÉÖÅ 

approaches that contain different possibilities and choices commonly have more than one 

ending, or different ways that the ending can play out. For example, Deus Ex: Human 

Revolution (2011), like many games with branching narratives, has a small number of 

possible eÎÄÉÎÇÓ ÄÅÐÅÎÄÉÎÇ ÏÎ ÔÈÅ ÐÌÁÙÅÒȭÓ ÃÈÏÉÃÅÓȢ /ÔÈÅÒ ÖÉÄÅÏÇÁÍÅÓȟ ÏÆ ×ÈÉÃÈ Nier: 

Automata (2017) is a good example, have considerably more. Wolf (2001:107) comments 

that games with numerous narrative outcomes encourage re-playability, with players 

returning in order to discover how different choices impact the narrative. Nier: AutomataȭÓ 

twenty-six possible endings represent the various degrees to which the player can affect the 

story, with many of the endings only unlocked once the player has already completed the 

game.35 As such, players will often invest considerable time into branching narrative games 

to uncover the interplay between different narrative paths and better understand the full 

breadth of the story. Building on this, Lucas (2015:95, quoting Finn 2000) suggests that 

ÇÁÍÅÓ ÓÈÏÕÌÄ ÔÈÅÒÅÆÏÒÅ ÁÉÍ ÔÏ ȬÒÅÓÉÓÔ ÎÁÒÒÁÔÉÖÅ ÃÌÏÓÕÒÅȭȢ  

Equally, it is important to indicate to players the inclusion of different narrative paths. 

Lizardi (2014) notes that in BioShock ɉςππχɊ ÔÈÅ ÍÕÌÔÉÐÌÅ ÅÎÄÉÎÇÓ ÔÉÅ ÎÁÒÒÁÔÉÖÅÌÙ ÔÏ ÐÌÁÙÅÒȭÓ 

choices, with the final monologue of the game explicitly referencing that the way the player 

ÔÒÅÁÔÅÄ ÔÈÅ Ȭ,ÉÔÔÌÅ 3ÉÓÔÅÒȭ ÃÈÁÒÁÃÔÅÒÓ ÉÎÆÌÕÅÎÃÅÄ ÔÈÅ ÏÕÔÃÏÍÅȢ !Ó ÅÎÃÏÕÎÔÅÒÓ ×ÉÔÈ ÔÈÅÓÅ 

characters occur throughout Bioshock, to achieve a different outcome the game must be 

restarted, encouraging players to replay to fully explore its narrative possibilities. In a sense 

 

35 A guide to Nier: AutomataȭÓ endings and how they are achieved is available at: 

https://www.ign.com/wikis/nier -automata/All_Endings  

https://www.ign.com/wikis/nier-automata/All_Endings
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then, the journey of the player through a narrative with many possible paths requires the 

ÐÌÁÙÅÒ ÔÏ ȬÁÓÓÅÍÂÌÅ Á ×ÏÒÌÄ ÉÎ ÐÉÅÃÅÓ ÉÎÔÏ Á ÃÏÈÅÒÅÎÔ ×ÈÏÌÅȭ (5ÌÁĥ 2014:83). This reflects 

how museums taking a non-linear approach to exhibition design often present the narrative 

in different pieces, involving the visitor in actively constructing a full narrative 

understanding.  

Sandbox Narratives  

Completely non-linear narratives within games are still relatively rare. Backe (2012:248) 

argues that it is nearly impossible to create a truly non-linear game as even non-linear 

ÇÁÍÅÓ ÈÁÖÅȟ ȬÁ ÓËÅÌÅÔÁÌ ÓÔÒÕÃÔÕÒÅ ÏÆ ÎÁÒÒÁÔÉÖÅ ɍ×ÈÉÃÈɎ ÅØÉÓÔÓ ÉÎ ÔÈÅ ÆÏÒÍ ÏÆ predetermined 

ËÅÙ ÐÏÉÎÔÓ ÏÆ ÔÈÅ ÓÔÏÒÙȭ, to maintain narrative coherence. Thon (2016:15) further notes the 

ÐÏÔÅÎÔÉÁÌ ÉÓÓÕÅÓ ÒÅÇÁÒÄÉÎÇ ÎÁÒÒÁÔÉÖÅ ÃÏÍÐÒÅÈÅÎÓÉÏÎ ÁÎÄ Á ÐÌÁÙÅÒȭÓ ÁÂÉÌÉÔÙ ÔÏ ÕÎÄÅÒÓÔÁÎÄ ÁÎÄ 

interpret non-linear games. Non-linearity in videogames more commonly arises from 

spaces of player agency, in how players travel between predetermined points, and in 

choices that determine changes to narrative paths (Backe 2012:248). Yet, utilising the 

philosophical concept of rhizomes from the writings of Deleuze, which explore the 

possibility of non-hierarchical entry and exit points, 5ÌÁĥ (2014) discusses how non-

linearity could be incorporated into game narratives. In such non-linear narratives all 

elements of the game are accessible from the start, removing the need to guide progression 

ÔÈÒÏÕÇÈ Á ÓÅÒÉÅÓ ÏÆ ÎÁÒÒÁÔÉÖÅ ÅÖÅÎÔÓȢ Ȭ4ÈÅ ÂÅÇÉÎÎÉÎÇ ÁÎÄ ÅÎÄ ÁÒÅ ÎÏÔ Á ÓÐÁÔÉÁÌ ÓÔÁÒÔÉÎÇ ÁÎÄ 

ÅØÉÔ ÐÏÉÎÔȭ ÂÕÔ ÉÎÓÔÅÁÄ ÐÏÉÎÔÓ ÉÎ ÔÈÅ ÓÔÏÒÙȟ ÔÈÅ ȬÂÅÇÉÎÎÉÎÇȭ ÂÅÃÏÍÅÓ ÔÈÅ ÐÏÉÎÔ ÉÎ ÔÈÅ ÇÁÍÅ 

where the player knows nothing about the gamÅ ÅÎÖÉÒÏÎÍÅÎÔ ÁÎÄ ÔÈÅ ȬÅÎÄȭ ×ÈÅÒÅ ÔÈÅ 

player has built a story and achieved narrative closure (5ÌÁĥ 2014:88). Therefore, a truly 

non-linear game would be shaped by characters and events which do not form a story by 

themselves, but which give the player spaÃÅ ÔÏ ÅÎÁÃÔ Á ȬÐÏÔÅÎÔÉÁÌÌÙ ÌÉÍÉÔÌÅÓÓ ÃÈÁÉÎ ÏÆ ÅÖÅÎÔÓȭ 

×ÉÔÈ ÎÏ ÉÎÈÅÒÅÎÔ ÃÏÈÅÒÅÎÃÅ ÂÅÙÏÎÄ ÔÈÁÔ ÏÆ ÔÈÅ ÐÌÁÙÅÒȭÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ ÔÈÅÍ ɉ"ÁÃËÅ 

2012:252). Minecraft (2011)  and similar sandbox-style games are often considered non-

linear. They frequently place an emphasis on creativity and exploration, providing players 

with tools to affect the game world. In these games, players are introduced to the game 

world and mechanics (the entry point) but are given few, if any, narrative goals or clear 

endpoints. Players are instead encouraged to use the tools provided to creatively and 

imaginatively build a narrative of their own. Indeed, many Minecraft players have created 

role-playing (or RPG) servers that bring players together to collaboratively create a story.36 

The absence of a clear linear narrative, then, does not mean that games and their players 

 

36 The various Minecraft RPG servers can be explored at: https://minecraft.buzz/category/rpg   

https://minecraft.buzz/category/rpg
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are not capable of storytelling. As Lucas (2015:92) argues, a nonlinear narrative approach 

ÉÎ ÇÁÍÅÓ ȬÈÁÓ ÇÒÅÁÔ ÓÔÏÒÙÔÅÌÌÉÎÇ ÃÁÐÁÃÉÔÙ ÁÎÄ ÐÏÔÅÎÔÉÁÌȭȟ ÉÎ ÐÁÒÔ ÂÅÃÁÕÓÅ ÔÈÅ Îumber of story 

possibilities is, as Backe noted, potentially limitless. 

 

4.2.2 Narrative Forms: Text, Visual, Audio, Spatial 

6ÉÄÅÏÇÁÍÅÓ ÈÁÖÅ ÂÅÅÎ ÄÅÓÃÒÉÂÅÄ ÁÓ ȬÉnter-ÍÅÄÉÁȭ ÉÎ ÔÈÅ ÓÅÎÓÅ ÔÈÁÔ ÔÈÅÙ ÃÁÎ ÓÉÍÕÌÁÔÅ ÁÎÄ 

combine elements of many other media forms (Thoss and Fuchs 2019). With the exception 

of sub-genres such as text-based adventure games, videogames are a primarily audio-visual 

medium with spatial dimensions (Ensslin 2014:26,36; Chang 2011:60). They tend, 

therefore, to be focused less on language and text when it comes to telling stories, though 

text remains an important aspect of many games. Instead, narratives in games are often told 

by using various media elements and fragments to construct stories which coexist within a 

wider, fictional world ɀ not dissimilar to a transmedia approach but within a single medium. 

)Î ÔÈÉÓ ÓÅÎÓÅȟ ÐÌÁÙÅÒÓ ÅÎÃÏÕÎÔÅÒ ȬÅØÐÌÉÃÉÔ ÎÁÒÒÁÔÉÖÅ ÃÏÎÔÅÎÔȭ ÉÎ ÄÉÆÆÅÒÅÎÔ ÆÏÒÍÓ ×ÉÔÈÉÎ 

videogames. Videogames are able to employ techniques utilising several different media 

forms such as moving image and audio as part of gameplay, depending on how different 

parts of the narrative might be most effectively imparted to the player. These narrative 

fragments might take the form of artefact descriptions, character dialogue, written diary 

entries, or audio logs, to provide a few examples, all of which contribute to shaping the 

ÇÁÍÅȭÓ ÂÒÏÁÄÅÒ ÎÁÒÒÁÔÉÖÅ ɉ$ÏÍÓÃÈ ςπρωȡρρσȟ 'ÉÂÂÏÎÓ ςπρρɊȢ 5ÓÉÎÇ ÔÈÅ ÅØÁÍÐÌÅ Ïf 

Bioshock, Fernández-Vara explores how the story of Rapture - the underwater fictional 

setting of the game - ÉÓ ÔÏÌÄ ÔÈÒÏÕÇÈ ȬÒÅÍÁÉÎÓȭ ɍ&ÉÇ τ.6], with graffiti on the wall providing 

backstory and audio recordings unveiling character motivations (Fernández-Vara 2011). 

Yet, similar to the museum exhibition, the videogame also has a spatial dimension that must 

ÂÅ ÃÏÎÓÉÄÅÒÅÄȢ !Ó *ÅÎËÉÎÓ ɉςππφȡρςρɊ ÎÏÔÅÓȟ ȬÇÁÍÅ ÄÅÓÉÇÎÅÒÓ ÄÏÎȭÔ ÓÉÍÐÌÙ ÔÅÌÌ ÓÔÏÒÉÅÓȡ ÔÈÅÙ 

ÄÅÓÉÇÎ ×ÏÒÌÄÓ ÁÎÄ ÓÃÕÌÐÔ ÓÐÁÃÅÓȭȢ )ÎÄÅÅÄȟ -ÕÒÒÁÙ ɉρωωχȡχρ-83) identified the spatial as one 

of the features that sets digital environments apart from other forms of media. As such, 

Jenkins (2006) argues, the concept of environmental storytelling, wherein the design and 

navigation of spatial elements becomes part of the storytelling method - commonly found 

in theme parks - ÃÁÎ ÂÅ ÁÐÐÌÉÅÄ ÔÏ ÖÉÄÅÏÇÁÍÅÓȢ )Î ÅÎÖÉÒÏÎÍÅÎÔÁÌ ÓÔÏÒÙÔÅÌÌÉÎÇȟ ÔÈÅ ȬÎÁÒÒÁÔÉÖÅ 

shapes the space, and navigating it constructs the narrative sequenceȭ (Fernández-Vara 

2011).  

Fig 4.6: A wall with graffiti in Bioshock ɀ combining visual and textual forms of narrative. This 
piece of graffiti hints at a major narrative of the game.  
Image © 2K Games, Irrational Games.  
[This image has been removed by the author for copyright reasons] 
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Equally interesting is the interconnected nature of different narrative elements in many 

videogames, such as Bioshock. Whilst transmedia storytelling concerns the dissemination of 

an overarching narrative across different pieces of media (Jenkins 2003), when applied to a 

single medium ɀ videogames ɀ it  is possible to see how stories can be disseminated across 

different narrative elements. Though the term transmedia may not be appropriate in this 

ÃÁÓÅȟ ÐÅÒÈÁÐÓ ȬÉÎÔÅÒ-ÍÅÄÉÁȭ ×ÏÕÌÄ ÂÅÔÔÅÒ ÓÕÉÔȟ ÁÔÔÅÍÐÔÓ ÔÏ ÄÅÆÉÎÅ ÔÈÉÓ ÔÙÐÅ ÏÆ storytelling in 

games as environmental storytelling (Domsch 2019; Jenkins 2006), or indexical storytelling 

(Fernández-Vara 2011), nevertheless deal with elements of the theory, even if they do not 

explicitly name it. For instance, it is implied that distribution of videogame narratives across 

different elements means that the player must actively connect and interpret the various 

narrative pieces in order to understand the whole (Fernández-Vara 2011; Green 2017:52; 

5ÌÁĥ 2014:87). If various narrative elements are spread across the game environment to be 

discovered this also introduces an element of non-linearity, as it cannot be guaranteed that 

players will choose to engage with them, engage in the same order, or even find them all 

(Domsch 2019:113; Holmes 2012:55). As such, Green (2017:40) argues, these various 

ÅÌÅÍÅÎÔÓ ȬÓÅÒÖÅ ÁÓ ÐÏÉÎÔÓ ÏÆ ÅÎÔÒÙȣ ÉÎÔÏ ÔÈÅ ÓÔÏÒÙ ÐÒÏÐÅÒȭȢ 4ÈÅÒÅ ÉÓ ÁÌÓÏ ÔÈÅ ÕÓÅ ÏÆ 

storyworlds. A storyworld acts as a container for different elements of story, a shared 

universe in which different characters, objects, events and stories co-exist (Ryan 2015:5). 

Domsch (2019:113) explicitly uses the term to describe environmental storytelling 

approaches in videogames, in which many mini-narratives - the elements of narrative 

spread across the videogame environment - contribute to the construction of both the 

storyworld itself and to the stories it tells. Therefore, videogames are capable of utilising 

many different forms of media as part of their narrative construction, spanning the textual, 

audio, visual, and spatial. As players uncover these different elements, the stories they 

encounter and the narrative they construct with the game are therefore not pre-

determined, and their interpretation of the narrative will be shaped by the way they 

discover and connect mini-narratives. 

 

4.2.3 Avatars and Actors: Connecting Players with the Narrative  

Before we consider the potential impact of the player on videogame narratives, it is worth 

exploring the concept of the player-character and its implications in connecting players to 

stories. Characters are a main device for player agency, making consideration of 

player/character interaction important in understanding narrative s in videogames 

(Schröter 2016:32; Green 2017:38). There is also always an aspect of the first -person at 

work, in the sense that the player controls and acts through an avatar or character, either 
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visible or invisible (Chu and Mazalek 2019:8, quoting Ryan). In our exploration of museums, 

we explored how a first-person perspective can help visitÏÒÓ ÃÏÎÎÅÃÔ ×ÉÔÈ ÔÈÅ ȬÏÔÈÅÒȭȢ )Î 

videogames this is taken a step further as players are asked, to some extent, to embody the 

ȬÏÔÈÅÒȭȢ !Ó "ÏÇÏÓÔ ɉςπρρȡρψɊ ÓÔÁÔÅÓȟ ÏÎÅ ÏÆ ÔÈÅ ÕÎÉÑÕÅ ÐÒÏÐÅÒÔÉÅÓ ÏÆ ÖÉÄÅÏÇÁÍÅÓ ÉÓ ÔÈÅÉÒ 

ÁÂÉÌÉÔÙ ÔÏ ÐÕÔ ÕÓ ÉÎ ÓÏÍÅÏÎÅ ÅÌÓÅȭÓ ÓÈÏÅÓȢ 4ÈÅ ÓÔÏÒÙ ÏÆ ÔÈÅ ȬÏÔÈÅÒȭ ÁÎÄ ÔÈÅ ÐÌÁÙÅÒ ÂÅÃÏÍÅ 

intertwined. Unlike other forms of media such as film, what happens in a videogame 

happens on some level to the player, we are at ÔÈÅ ȬÃÅÎÔÒÅ ÏÆ ÔÈÅ ÁÃÔÉÏÎȭ ɉ+ÉÄÄ ςπρ3:103, 

quoting Rose 2011). Indeed, as GiddÉÎÇÓ ÁÎÄ +ÅÎÎÅÄÙȭÓ ɉςππψɊ ÅØÐÅÒÉÅÎÃÅ ÏÆ ÐÌÁÙÉÎÇ Lego 

Star Wars (2005) shows, when we discuss what happens to a character or avatar in a 

videogame, we often talk about it in the first-ÐÅÒÓÏÎȢ 4ÈÉÓ ×ÁÓ ÓÏÍÅÔÈÉÎÇ Ȭ)ȭ ÄÉÄȟ ÉÔ ÈÁÐÐÅÎÅÄ 

ÔÏ ȬÍÅȭȢ 

Many studies have drawn upon theories of identification or projection to talk about the 

complex and variable connection between players and characters/avatars. In this, as in 

many things, it is difficult to talk about the videogame medium as a whole, as the approach 

each game takes differs greatly and has varying implications for how players engage and 

connect with the story (Papale 2014). For instance, The Elder Scrolls V: Skyrim (2011) allows 

players to design the physical appearance of their avatar - the character they play as. 

Maxwell Pringle (2015:3) notes that, when given the opportunity, players will often put 

considerable effort into creating an avatar that is a representation of themselves, evidencing 

the link between player and player-character. Indeed, many games are designed with 

player-characters that are less clearly defined to provide space for different players to 

ÉÎÈÁÂÉÔ ÔÈÅÍȢ 4ÈÉÓȟ 0ÅÁÒÃÅ ɉςππςȡρρχɊ ÁÒÇÕÅÓȟ ÁÌÌÏ×Ó ȬÔÈÅ ÐÌÁÙÅÒ ÔÏ ÐÒÏÊÅÃÔ ÈÉÓ ÏÒ ÈÅÒ Ï×Î 

ÃÈÁÒÁÃÔÅÒȭ ÏÎÔÏ ÔÈÅ ÃÈÁÒÁÃÔÅÒȾÁÖÁÔÁÒȢ /Î ÔÈÅ ÏÔÈÅÒ ÈÁÎÄȟ The Last of Us (2013) asks players 

to connect to the story through clearly defined and fully realised characters. Poole 

(2002:85) argues that pre-constructed characters potentially inhibit the ability of the player 

to project themselves into the role. This is especially true when the motivations and morals 

of the player do not align with the character, requiring the player to negotiate the space 

between themselves and the character. As such, players may attempt, successfully or 

unsuccessfully, to ascribe their meanings and interpretations of the story and characters 

onto the game (Sicart 2013:12). Giddings and Kennedy make a useful point, that the link 

between the player and character is influenced not just through the embodiment of a role, 

but alsÏ ÉÎ ÈÏ× ÔÈÅ ÐÌÁÙÅÒȭÓ ÁÃÔÉÏÎÓ ÁÒÅ ÔÒÁÎÓÌÁÔÅÄ ÉÎÔÏ ÔÈÅ ÇÁÍÅȟ ÁÎÄ ÔÈÅ ÂÒÏÁÄÅÒ 

interactions between the game and the player (Giddings and Kennedy 2008:25-26). 

Returning to our example of The Last of Us, the final section of the game often caused a sense 

of dissonance, as the character of Joel makes narrative choices that players did not 

necessarily agree with, and the game did not allow players to take action to prevent or 
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change the narrative outcome. As game reviewer and commentator Scott Clarke (2013) 

notes Ȭ*ÏÅÌȭÓ ÄÅÃÉÓÉÏÎÓ ÁÎÄ ÇÏÁÌÓ ÎÏ ÌÏÎÇÅÒ ÁÌÉÇÎÅÄ ×ÉÔÈ ɍÈÉÓɎ Ï×Îȭȟ ÍÁËÉÎÇ ÏÂÖÉÏÕÓ ÔÈÅ 

ÄÉÓÃÏÎÎÅÃÔ ÂÅÔ×ÅÅÎ ÐÌÁÙÅÒ ÁÎÄ ÃÈÁÒÁÃÔÅÒȟ ȬÙÏÕ ÍÁÙ ÂÅ ÐÌÁÙÉÎÇ ÁÓ *ÏÅÌ ÂÕÔ ÙÏÕ ÁÒÅ ÎÏÔ *ÏÅÌȭȢ 

9ÅÔȟ ÉÆ ÐÌÁÙÅÒÓ ÁÒÅ ÁÂÌÅ ÔÏ ȬÓÈÉÆÔ ÔÈÅÉÒ ÓÅÌÆ-perceptions to [align with] avatar ÃÈÁÒÁÃÔÅÒÓȭ ÔÈÅÙ 

ÃÁÎ ÁÌÓÏ ÃÒÅÁÔÅ ȬÓÔÒÏÎÇ ÂÏÎÄÓ ÏÆ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ ÁÎÄ ÓÈÁÒÅÄ ÖÁÌÕÅÓȭ ɉ(ÁÒÔ ςπρχȟ ÑÕÏÔÉÎÇ 

Klimmt). This is where separating the concepts of identification and projection can become 

useful. Identification, Papale (2014:4) argues, requires playÅÒÓ ÔÏ ȬÁÓÓÉÍÉÌÁÔÅ ÁÎÄ ÁÄÏÐÔȭ ÔÈÅ 

traits of the characters, whilst projection enables players to project their own personality 

and values into the avatar. It is therefore possible for players, by embodying a character role 

through identification or project ion, to form a deeper and more personal connection with 

the story. Furthermore, these different types of player/character interaction have 

implications beyond the connection with narrative, influencing other videogame 

affordances such as emotional engagement and the potential for empathy, which will be 

explored in detail in Chapter Five. 

 

4.2.4 Authorship: The Relationship Between Videogame, Player and Narrative  

Throughout our study the interactive nature of videogames and the impact of the player 

upon videogame narratives has been touched upon, but not fully explored. Green (2017:36) 

ÃÏÍÍÅÎÔÓ ÔÈÁÔ Á ÄÅÆÉÎÉÎÇ ÆÅÁÔÕÒÅ ÏÆ ÖÉÄÅÏÇÁÍÅ ÎÁÒÒÁÔÉÖÅÓ ÉÓ ȬÔÈÁÔ ÔÈÅÙ ÍÕÓÔ ÂÅ ÐÌÁÙÅÄȭȢ 

Without the player, the videogame narrative cannot be realised. Whilst a film at a cinema 

×ÉÌÌ ÎÏÔ ÓÔÏÐ ÐÌÁÙÉÎÇ ÉÆ ÉÔÓ ÖÉÅ×ÅÒÓ ÇÅÔ ÕÐ ÁÎÄ ×ÁÌË ÏÕÔȟ ÁÎÄ Á ÂÏÏËȭÓ ÃÏÎÔÅÎÔÓ ÒÅÍÁÉÎ ÔÈÅ 

ÓÁÍÅ ÕÐÏÎ ÅÁÃÈ ÒÅÁÄÉÎÇȟ ÔÈÅ ÖÉÄÅÏÇÁÍÅȭÓ ÉÎÔÅÒÁÃÔÉÖÉÔÙ ÍÅÁÎÓ ÔÈÁÔ ÔÈÅ ÐÌÁÙÅÒ ÂÅÃÏÍÅÓ ÁÎ 

integral element of telling and progressing the story. Holmes (2012:1) writeÓ ÔÈÁÔ Ȭ×ÈÁÔ 

ÄÅÆÉÎÅÓ Á ÖÉÄÅÏÇÁÍÅ ÓÔÏÒÙ ÉÓ ÔÈÅ ÐÌÁÙÅÒȭÓ ÁÂÉÌÉÔÙ ÔÏ ÃÈÁÎÇÅ ÉÔȭȢ 3ÉÍÉÌÁÒÌÙȟ 'ÅÅ ɉςππχȡψτɊ 

ÁÒÇÕÅÓ ÔÈÁÔ ÍÅÁÎÉÎÇÓ ÉÎ ÖÉÄÅÏÇÁÍÅÓ ȬÁÒÅ ÁÌ×ÁÙÓ ÁÃÔÉÖÅÌÙ ÁÓÓÅÍÂÌÅÄ ɉÏÒ ÃÈÁÎÇÅÄɊ ÂÙ ÔÈÅ 

ÐÌÁÙÅÒ ÉÎ ÁÎ ÁÃÔ ÏÆ ÍÕÔÕÁÌ ÃÒÅÁÔÉÏÎȭȢ 7ÉÔÈÉÎ ÖÉÄÅÏÇÁÍÅÓȟ ÔÈÅ ÎÁÒÒÁÔive is always to a greater 

ÏÒ ÌÅÓÓÅÒ ÅØÔÅÎÔ ÉÎÆÌÕÅÎÃÅÄ ÁÎÄ ÓÈÁÐÅÄ ÂÙ ÔÈÅ ÐÌÁÙÅÒȭÓ ÁÃÔÉÏÎÓȢ Game narratives thus operate 

ÏÎ Ô×Ï ÌÅÖÅÌÓȡ ÔÈÅ ÅÌÅÍÅÎÔÓ ÏÆ ÎÁÒÒÁÔÉÖÅ ×ÉÔÈÉÎ ÔÈÅ ÇÁÍÅ ×ÈÉÃÈ ÁÒÅ ÁÕÔÈÏÒÅÄ ÂÙ ÔÈÅ ÇÁÍÅȭÓ 

developers, and the ways in which the player acts out and interprets those elements (Calleja 

ςπρσɊȢ 4ÈÅ ÓÔÏÒÙ ÉÎ ÖÉÄÅÏÇÁÍÅÓ ÉÓ ÔÈÕÓ ÆÏÕÎÄ ÁÔ ÔÈÅ ȬÉÎÔÅÒÐÌÁÙ ÂÅÔ×ÅÅÎ ÔÈÅ ÃÏÄÅ ÁÎÄ ÉÔÓ 

ÕÓÅÒÓȭ ɉ#ÁÒÌÑÕÉÓÔ ςππςȡρπ, quoting Rouse 2001). In many ways, when we play videogames 

we are actively engaging in a form of interpretation. Returning to Egenfeldt-Nielsen et al. 

(2008:188), the interaction between game and player can be seen ÁÓ ÏÎÅ ÏÆ ÔÈÅ ȬÒÅÍÁÒËÁÂÌÅ 

ÆÅÁÔÕÒÅÓȭ ÏÆ ÎÁÒÒÁÔÉÏÎ ×ÉÔÈÉÎ ÔÈÅ ÍÅÄÉÕÍȟ where videogames ÓÔÏÒÉÅÓ ÁÒÅ ȬÐÅÒÐÅÔÕÁÌÌÙ 

ÕÎÆÏÌÄÉÎÇȭȟ depending on how the player interacts with and takes action in the game. In 
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other words, players are actively involved in a process of interpretation, in revealing and 

constructing the narrative and making meaning. Salen and Zimmerman (2003:82) describe 

this act as the ȬÓÐÁÃÅ ÏÆ ÐÏÓÓÉÂÉÌÉÔÙȭȟ ÔÈÅ ÓÐÁÃÅÓ ÂÅÔ×ÅÅÎ ÔÈÅ ÇÁÍÅ ÄÅÓÉÇÎ ÁÎÄ ÔÈÅ ÐÌÁÙÅÒ 

where possible actions and meaning emerge through play. Sicart, with phrasing remarkably 

ÒÅÍÉÎÉÓÃÅÎÔ ÏÆ &ÒÁÓÅÒ ÁÎÄ #ÏÕÌÓÏÎ ÉÎ ÒÅÇÁÒÄ ÔÏ ÍÕÓÅÕÍ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎȟ ÓÔÁÔÅÓ ÔÈÁÔ ȬÔÈÅÒÅ ÉÓ 

a player, a system, and a gap between the player and system where interpretation takes 

ÐÌÁÃÅȭ ɉ3ÉÃÁÒÔ ςπρσȡσφ; Fraser and Coulson 2012:223). There are clear parallels here with 

ÍÕÓÅÕÍ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎȟ ÁÎÄ ÉÎ ÐÁÒÔÉÃÕÌÁÒ ÔÈÅ ÉÄÅÁ ÔÈÁÔ ÔÈÅÒÅ ÉÓ Á ȬÇÁÐȭ ÂÅÔ×ÅÅÎ elements 

where the process of interpretation takes place.  

Furthermore, as Thon (2016:16) notes, the representation of events in videogame 

narratives is not predetermined in the way it is in other media. Unlike a film or a book, the 

narrative of a videogame changes each time it is replayed, even within the experience of a 

single playerȢ -ÕËÈÅÒÊÅÅ ÓÕÍÍÁÒÉÓÅÓ ÔÈÉÓ ÃÏÎÃÅÐÔ ÕÓÉÎÇ "ÁÒÔÈÅÓȭÓ ÔÅÒÍÉÎÏÌÏÇÙȢ &ÏÒ ÈÉÍȟ Á 

game narrative is scriptable (or writerly) allowing for more reconfigurations and for 

multiple reaÄÉÎÇÓȟ ÒÁÔÈÅÒ ÔÈÁÎ ȬÌÉÓÉÂÌÅȭ ɉÒÅÁÄÅÒÌÙɊȟ ×ÈÉÃÈ ÉÓ ÍÏÒÅ ÄÅÓÉÇÎÅÄ ÆÏÒ ÓÉÎÇÌÅ ÒÅÁÄÉÎÇÓ 

(Mukherjee 2015:106). Whilst narrative events within videogames can be authored and 

ÓÔÁÔÉÃ ȬÔÈÅ ÒÅÁÄÅÒȭÓ ÐÒÏÇÒÅÓÓÉÏÎ ÔÈÒÏÕÇÈ ÔÈÅ ÔÅØÔ ÉÓ ÎÏÔȭ ɉ"ÁÃËÅ ςπρςȡςτψɊȢ 

Acknowledgements of the ludic properties of videogames and their effect on storytelling 

highlights how videogame narratives are unique compared to other media. Indeed, the ways 

in which players internalise and interpret narrative information is an important aspect of 

how narratives, both generally and in terms of videogames specifically, are constructed. 

There is a concept in literary theory used by many game scholars, that the meaning of any 

given text is not so much incorporated into the text itself as it is into the way the text is 

negotiated and interpreted (Fish 1980, see also Juul 2005:193). Studies of hermeneutics 

attempt to determine the dominant aspects in a text that privilege certain interpretations. 

However, in terms of videogames, Kucklich (2006:91) found that hermeneutic interaction 

emerges from play as each individual player interprets the signs within the game to create 

meaning. The idea that the reader plays a part in understanding the meaning of the text also 

ÄÒÁ×Ó ÕÐÏÎ ȬÒÅÁÄÅr-ÒÅÓÐÏÎÓÅȭ ÉÎ ÌÉÔÅÒÁÒÙ ÔÈÅÏÒÙ ÉÎ ×ÈÉÃÈȟ ÁÓ -ÕÒÒÁÙ ɉρωωχȡρρπɊ ÅØÐÌÁÉÎÓȟ 

the reader is seen as an active rather than passive audience. The meaning of a videogame 

narrative, therefore, will be interpreted differently by each person depending on their 

ȬÅØÐÅÒÉÅÎÃÅÓȟ ÍÅÍÏÒÉÅÓȟ ÁÎÄ ÃÕÌÔÕÒÁÌ ÖÏÃÁÂÕÌÁÒÙȭ ÁÎÄ ×ÉÌÌ ÒÅÓÕÌÔ ÉÎ Á ÄÉÆÆÅÒÅÎÔ ȬÒÅÁÄÉÎÇȭ ÏÆ 

the narrative with each playthrough (5ÌÁĥ 2014:78, see also Egenfeldt-Nielsen et al. 

2008:172; Thon 2016:21). As such, there are clear connections between the way players 

interpret videogame narratives and the way visitors engage with narratives in museums as 

in both cases the player/visitor is seen as the author of meanings that they have derived 
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from the narrative and stories they have encountered. This further suggests that 

videogames may be particularly suited for museum interpretation.  

Beyond the interpretation of narrative, the player has another important role. In 

ÖÉÄÅÏÇÁÍÅÓ ×ÈÅÒÅ ÅÌÅÍÅÎÔÓ ÏÆ ÍÕÌÔÉÌÉÎÅÁÒÉÔÙ ÁÒÅ ÁÔ ÐÌÁÙ ÔÈÅ ÐÌÁÙÅÒȟ ÉÎ ȬÒÅÁÄÉÎÇȭ ÔÈÅ 

narrative, also becomes an active author in its construction. Linking back to the idea of 

videogame narratives being presented in fragments, Backe (2012:248) sees players as 

agents of narrative cohesion, creating a logic that links seemingly disparate parts of the text 

together (see also Egenfeldt-Nielsen et al. 2008:187). Moreover, Pearce (2002:116) argues 

ÔÈÁÔ Á ÐÌÁÙÅÒȭÓ ÉÎÖÏÌÖÅÍÅÎÔ ÉÎ ÃÏÎÎÅÃÔÉÎÇ ÐÉÅÃÅÓ ÏÆ Á ÎÁÒÒÁÔÉÖÅȟ ÁÓ ÏÐÐÏÓÅÄ ÔÏ ÈÁÖÉÎÇ ÉÔ ÁÌÌ 

laid out for them, is something that results in a sense of achievement when they are then 

able to predict future consequences or narrative twists based on the story knowledge that 

they have been able to construct. This filling in of narrative gaps was theorised by Marie 

Laure-Ryan as the principle of minimal departure. Ryan (1991) understands the process of 

reading a videogame narrative as an imaginative one, in which the reader fills in the gaps of 

the narrative by relating them to the closest possible real-life experience. This concept also 

relates to understandings in theory of the purpose of narrative as a way of making sense of 

the world. Adhering to this idea that the player will try to fill in gaps in videogame narratives 

resolves the issue of incoherent worlds that Juul highlighted. Interestingly, Thon (2016:19) 

comments that players will not just fill in gaps but will outright ignore elements of narrative 

that do not make sense in the overall story world they are constructing in order to maintain 

coherence, suggesting that players are aware of their role in building narrative. Yet, as 

Murray (1997:74) has noted, videogames are responsive to the player, providing feedback 

ÂÁÓÅÄ ÏÎ ÐÌÁÙÅÒȭÓ ÁÃÔÉÏÎÓȢ -ÕËÈÅÒÊÅÅ ɉςπρυɊ ÔÁËÅÓ ÔÈÉÓ ÃÏÎÃÅÐÔ ÏÆ ÆÅÅÄÂÁÃË ÁÎÄ ÁÐÐÌÉÅÓ it to 

the way game narratives are read. He concludes that whilst playerÓ ȬÒÅÁÄȭ ÔÈÅ ÔÅØÔ ÏÆ ÔÈÅ 

ÇÁÍÅȟ ÔÈÅ ÇÁÍÅ ÓÉÍÕÌÔÁÎÅÏÕÓÌÙ ȬÒÅÁÄÓȭ ÁÎÄ ÒÅÓÐÏÎÄÓ ÔÏ ÔÈÅ ÐÌÁÙÅÒȭÓ ÁÃÔÉÏÎÓ ɉ-ÕËÈÅÒÊÅÅ 

2015:48). Thus, the reading of narrative is undertaken differently in videogames because of 

the interactive and procedural nature of the medium, and in the sense that the reading goes 

both ways.  

Discussion of the role of the player in the progression of games and narratives brings us 

back to the question of authorship. If the narrative cannot progress without the player 

taking action, and many scholars see game narrative as arising from this interaction, then 

where does the balance of videogame authorship lie? Carlquist (2002:18) suggests that, 

ultimately, the writer or game designer is still primarily the author of the narrative, as the 

player is only able to build upon the story as pre-envisioned by the designers. This 

argument, however, is not as compelling for non-linear games where narrative is minimal. 
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Instead, Poole (2004:57) highlights that authorship in videogames, as digital programs, is 

defined more by how they limit or restrict possible actions. Ultimately, the player can only 

take actions that the game allows, and the only way to circumvent this is to change the code 

ÏÒ ÔÏ ÔÁËÅ ÁÄÖÁÎÔÁÇÅ ÏÆ ÇÌÉÔÃÈÅÓȢ (Ï×ÅÖÅÒȟ ÒÅÔÕÒÎÉÎÇ ÔÏ #ÁÒÌÑÕÉÓÔȭÓ ÐÏÉnt that the narrative 

options available to the player have usually been scripted into the game, as previously 

discussed this does not mean that the player cannot also have authorship through 

interpretation and construction.  

This is also where the concept of emergent gameplay becomes useful. Emergent gameplay 

is understood as the ways in which players interact with games that fall outside of the 

ÉÎÔÅÒÁÃÔÉÏÎ ÅØÐÅÃÔÅÄ ÂÙ ÔÈÅ ÇÁÍÅȭÓ ÄÅÓÉÇÎÅÒÓ ɉ3ÁÌÅÎ ÁÎÄ :ÉÍÍÅÒÍÁÎ ςππσɊȢ %ÖÅÎ ×ÉÔÈÉÎ 

games that follow linear narrative tradition s, it is possible that the player might contribute 

to the narrative in unexpected ways by exploiting the affordances of the tools available to 

them. In this sense, the assertion by Egenfeldt-Nielsen et al. (2008:182) that the player is 

only ȬÓÏÌÖÉÎÇȭ Á ÐÒÅ-ÃÒÅÁÔÅÄ ÓÔÏÒÙ ÒÁÔÈÅÒ ÔÈÁÎ ÁÃÔÉÖÅÌÙ ȬÃÒÅÁÔÉÎÇȭ ÉÔ ÃÁÎ ÂÅ ÃÈÁÌÌÅÎÇÅÄȟ ÁÓ 

players often act outside of the bounds of the expected. Another critique comes from the 

assumption that the only narrative that arises from gameplay is the one that the game 

designers have written. The individuality and impact of the player, making every play 

through unique, is often forgotten (Zalot 2018:301). For Wolf (2001:109), the narrative 

experience that comes from playing a game is not one that arises from the in-game goals, 

ÏÂÓÔÁÃÌÅÓȟ ÃÈÏÉÃÅÓ ÁÎÄ ÒÕÌÅÓ ÐÒÏÖÉÄÅÄ ÔÏ ÔÈÅ ÐÌÁÙÅÒȟ ÂÕÔ ÆÒÏÍ ÔÈÅ ȬÐÌÁÙÅÒȭÓ Ï×Î ÐÁÓÓÁÇÅ 

ÔÈÒÏÕÇÈ ÔÈÅ ÎÁÒÒÁÔÉÖÅ ÍÁÚÅ ÏÆ ÂÒÁÎÃÈÉÎÇ ÓÔÏÒÙÌÉÎÅÓ ÁÎÄ ÅÖÅÎÔÓȭȢ 4ÈÅ ÐÒÏÃÅÓÓ ÔÈÁÔ ÌÅÁÄÓ ÔÈÅ 

player to make certain choices, building upon their understanding of the characters and 

narrative, and their internal moral and conscious decision making, means that for each 

player the narrative they construct through navigating the game will be unique. It is this, 

Wolf (2001:107) argues, that is one of the main contribut ors to the re-playability of 

videogames, the narrative outcome is capable of changing based on how the player 

approaches it, resulting in a unique experience. As such, both the player and the videogame 

engage in narrative construction together and, to varying extents, the player becomes a co-

author of the different layers of narrative experience in videogames.  

 

4.3 Conclusions: Narrative and Storytelling Affordances 

In summary, this chapter has explored how narrative and storytelling have been employed 

in practice in various ways by museums and videogames, and it has further identified the 

role of narrative and storytelling in the interpretative process, as well as how museum 

approaches to telling stories are changing in response to new voices and ideas. The potential 
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of different narrative forms has been examined, in terms of both how narratives are 

structured, as well as the forms through which stories are told. As museums increasingly 

move away from linear, chronological narrative structures in order to provide space for 

multiple perspectives, approaches which take a non-linear or multivocal approach are 

becoming more common - enabling visitors to become more active in the construction and 

interpretation of museum narratives as they navigate the many different possible stories 

around an object or topic. Equally, museums have also engaged and experimented with 

different narrative forms, such as visual, audio, and spatial methods of storytelling, reducing 

the traditional emphasis on textural forms such as object labels and information panels as 

the medium for providing  narrative interpretation. The use of first-person storytelling in 

particular has been highlighted, acknowledging that museums often find it difficult to 

engage and connect visitors with the stories they tell, especially when they are stories that 

ÔÁÃËÌÅ ÉÄÅÁÓ ÁÎÄ ÓÉÔÕÁÔÉÏÎÓ ×ÈÉÃÈ ÆÁÌÌ ÏÕÔÓÉÄÅ ÏÆ ÔÈÅ ÖÉÓÉÔÏÒȭÓ ÆÒÁÍÅ ÏÆ ÒÅÆÅÒÅÎÃÅȢ 4ÈÅÒÅÆÏÒÅȟ 

the capacity of a first-person storytelling ÁÐÐÒÏÁÃÈ ÔÏ ÈÅÌÐ ÖÉÓÉÔÏÒÓ ÒÅÌÁÔÅ ×ÉÔÈ ÔÈÅ ȬÏÔÈÅÒȭ 

has been discussed, along with the potential issues with the approach that invite caution 

from museums, such as the need to provide context and clear identification of authorship to 

ensure potential bias is understood and made clear. Indeed, as a result of these approaches 

the balance of authorship and narrative power has been considered, with the development 

of approaches such as the co-productive method bringing visitors more fully into the 

interpretative process, providing spaces for visitors to act as voices of authority in the 

construction of narratives and interpretations around objects and topics.  

Videogames are unique as a medium through which narratives can be told, and this chapter 

has identified how the affordances of the medium in terms of narrative and storytelling 

approaches reflect many of the recent changes in museum practice. We have seen how 

videogames are capable of telling linear, non-linear, and multi-linear stories, as well as how, 

even in the most linear videogame narratives, the player is always implicated in the 

progression and construction of the narrative. Furthermore, as a multimedia medium, 

videogames frequently utilise a variety of different narrative forms in the telling of their 

stories, including textual, visual, audio and spatial elements ɀ indeed, the spatial dimensions 

of videogames are often identified as one of the foundations of the medium. The potential 

for videogames to tell multiple stories has also been examined, both through the use of 

narrative structures such as branching narratives, and through the use of scattered 

narrative elements, which, depending on how players engage with them, can result in new 

interpretations of the story emerging with each playthrough. The role of the player is 

especially important in terms of videogame narratives and stories, with the way players are 

ÁÓËÅÄ ÔÏ ÅÍÂÏÄÙ Á ÃÈÁÒÁÃÔÅÒ ÏÒ ÁÖÁÔÁÒ ÔÈÁÔ ÃÁÎȟ ÉÎ ÍÁÎÙ ÃÁÓÅÓȟ ÒÅÐÒÅÓÅÎÔ ÔÈÅ ȬÏÔÈÅÒȭȟ 
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requiring players to engage with different narrative perspectives. Finally, in the exploration 

of the relationÓÈÉÐ ÂÅÔ×ÅÅÎ ÔÈÅ ÐÌÁÙÅÒȟ ÔÈÅ ÖÉÄÅÏÇÁÍÅȭÓ ÁÕÔÈÏÒÓ ÁÎÄ ÄÅÖÅÌÏÐÅÒÓȟ ÁÎÄ 

narrative, we have also seen how players are always active participants in building a 

cohesive narrative whole by piecing together the different narrative elements of 

videogames. In a mirror of museum co-productive practice, the authorship of videogame 

narratives is thus to some extent shared with, constructed with, or even subverted by, the 

player. 

Having discussed the concepts of narrative and storytelling, Chapter Five builds upon these 

ideas to explore how emotion and affect are utilised in museum interpretation and 

videogames. 
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5. Emotion and Affect in the Museum and the Videogame  

 

5.1 Emotion and Affect in Museum Interpretation  

ȬTo provoke an emotional response is not soft or weak. It is what it is to be human.ȭ (Uzzell 

1989:46). 

As established in Chapter Three, recently there has been a significant turn towards the study 

of affect and emotion within museum studies. In part, this can be attributed to a wider shift 

in the humanities and social sciences, with Lemmings and Brooks (2014:3) commenting on 

ÔÈÅ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ȬÁ ÒÁÎÇÅ ÏÆ ÃÏÎÃÅÐÔÓ ÁÎÄ ÆÒÁÍÅ×ÏÒËÓ ÂÒÏÁÄÌÙ ÒÅÌÁÔÅÄ ÔÏ ÔÈÅ ÓÔÕÄÙ ÏÆ 

ÈÕÍÁÎ ÅÍÏÔÉÏÎÓȭȢ 9ÅÔȟ ÉÔ ÈÁÓ ÂÅÅÎ ÎÏÔÅÄ ÔÈÁÔ ÍÕÓÅÕÍ ÓÔudies have been slower to take part 

in this broader turn than other fields of study, in spite of recognition of the important role 

of emotion within the sector (Golding 2013; Waterton 2014; Wetherell et al. 2018). As a 

result, whilst there are new voices emerging as interest increases, this area of research has 

been led primarily by a small group of writers. Cameron (2003:16) suggests the hesitancy 

in embracing the study of emotion and affect is due to an ongoing fear of controversy within 

the museums sector, and the preoccupation with the common perception of museums as 

ÔÒÕÓÔ×ÏÒÔÈÙ ÉÎÓÔÉÔÕÔÉÏÎÓ ÆÏÒ ÌÅÁÒÎÉÎÇ ÁÎÄ ÉÎÆÏÒÍÁÔÉÏÎȟ ×ÈÉÃÈ ÔÅÎÄÓ ÔÏ ȬÄÅÍÁÎÄ Á ÓÅÐÁÒÁÔÉÏÎ 

ÏÆ ÅÍÏÔÉÏÎ ÆÒÏÍ Á ÔÏÐÉÃ ÉÎ ÏÒÄÅÒ ÔÏ ÅÎÇÁÇÅ ÒÁÔÉÏÎÁÌ ÔÈÉÎËÉÎÇȭȢ %ÑÕÁÌÌÙȟ ÔÈÅ ÅÍÐÈÁÓÉÓ ÔÈÁÔ 

studies of emotion and affect place upon experiential, non-textual, and non-visual forms of 

meaning-making, such as the study of the spatial and embodied experiences, can challenge 

traditional exhibition practices and our understanding of how visitors engage with 

museums (Blackman 2016; Munro 2015). However, as explored in Chapter Two, 

understandings of museum interpretation and visitor roles have developed and changed to 

the point that contemporary understandings often align with many ideas discussed in the 

study of affect and emotion. As such, the study of emotion and affect is an area that is 

continuing to grow in both academic research and practice. In this chapter, we will explore 

research into emotion and affect in different aspects of museum studies and museum 

practice, before examining how game studies and videogame affordances complement or 

provide avenues for further exploration around these emerging ideas.  

 

5.1.1 The Affective and Emotional Power of the Museum Object  

Within the museum sector there are two primary cultural resources around which the field 

operates: objects and spaces. In museums, objects form the basis of collections, exhibitions, 
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interpretation, stories and narratives, and visitor interaction. Yet, objects also have 

emotional and affective potential. Objects, Hooper-Greenhill (2000:109-111) argues in her 

ÅØÐÌÏÒÁÔÉÏÎ ÏÆ ÖÉÓÕÁÌ ÃÕÌÔÕÒÅ ÉÎ ÍÕÓÅÕÍÓȟ ȬÈÁÖÅ ÔÈÅ ÃÁÐÁÃÉÔÙ ÔÏ ÃÁÒÒÙ ÍÅÁÎÉÎÇÓȭȟ ÔÏ 

symbolise ideas and help people connect to personal experiences of the past and present, 

and as such have an emotional power. Research into the capacity of museum objects to tell 

their own stories has acknowledged that objects carry symbolic and semantic meanings that 

ÇÏ ÂÅÙÏÎÄ ÌÁÎÇÕÁÇÅȟ ÁÎÄ ÔÈÁÔ ÏÂÊÅÃÔÓ ÔÈÅÍÓÅÌÖÅÓ ÈÁÖÅ ÔÈÅ ÁÂÉÌÉÔÙ ÔÏ ȬÁÒÔÉÃÕÌÁÔÅ ÐÁÓÔÓȟ 

identÉÔÉÅÓȟ ɍÁÎÄɎ ÅÖÅÎÔÓȭ ɉ4ÏÌÉÁ-Kelly et al. 2016:3, see also Maroeviç 2013:24). However, the 

ability of museum objects to engage at an emotional and affective level is frequently 

restricted by the frameworks within which they are placed. By positioning objects within 

interpretative narratives, Baker (2015:64) argues, we limit the agency of the object to 

represent alternative meanings, and diminish its ability to affect visitors that interact with 

objects in ways beyond the rational and anticipated.  

This tensiÏÎ ÉÓ ÃÌÅÁÒÌÙ ÁÒÔÉÃÕÌÁÔÅÄ ÉÎ #ÒÕÉÃËÓÈÁÎËÓȭÓ ÅØÁÍÉÎÁÔÉÏÎ ÏÆ ÔÈÅ Pompeii Live event 

at the British Museum in 2013. Drawing upon the work of Kirschenblatt-Gimblett, 

#ÒÕÉÃËÓÈÁÎËÓ ɉςπρχȡττφɊ ÄÅÓÃÒÉÂÅÓ ÏÂÊÅÃÔÓ ÁÓ ȬÁÃÔÏÒÓȭ ÁÎÄ ÔÈÅ Museum label and 

interpretation ÁÓ ÔÈÅÉÒ ȬÓÃÒÉÐÔÓȭȟ ÓÕÇÇÅÓÔÉÎÇ ÔÈÁÔ ÔÈÅ Museum holds a level of control over the 

ÏÂÊÅÃÔȭÓ ÁÂÉÌÉÔÙ ÔÏ ÓÐÅÁËȢ )ÎÔÅÒÁÃÔÉÏÎÓ ÂÅÃÏÍÅ ÏÎÅÓ ÏÆ ÃÅÒÔÁÉÎÔÙ ÔÈÁÔ ÔÈÅ ÏÂÊÅÃÔ ȬÉÓȭȟ ÁÓ 

ÏÐÐÏÓÅÄ ÔÏ ÔÈÅÒÅ ÂÅÉÎÇ ÓÐÁÃÅ ÆÏÒ ÔÈÅ ÏÂÊÅÃÔ ÔÏ ÂÅÃÏÍÅ ȬÔÈÉÓȟ ÁÎÄȣȭ ÉÎ ÒÅÓÐÏÎÓÅ ÔÏ ÄÉÖerse 

encounters (Tolia-Kelly et al. 2016:4). Therefore, if we wish to further facilitate engagement 

with objects that encompass affective and emotional dimensions, we must create space for 

objects to tell stories beyond the limitations of the ÍÕÓÅÕÍȭÓ ÆÒÁÍÅ×ÏÒËÓȢ 0ÅÒÈÁÐÓȟ ÁÓ 

Howard (2003:244) commented, reducing museum-authored interpretation might be a 

way to encourage such encounters as visitors are then more explicitly positioned as 

interpreters. In this way, visitors are provoked to fulfil ÔÈÅ ÒÏÌÅ ÏÆ ÔÈÅ ȬÃÒÉÔÉÃÁÌ ÍÕÓÅÕÍ 

ÖÉÓÉÔÏÒȭ ÁÓ ÄÅÓÃÒÉÂÅÄ ÂÙ ,ÉÎÄÁÕÅÒ ɉςππφȡςπτɊȟ ÖÉÓÉÔÏÒÓ ×ÈÏ ÃÒÉÔÉÃÁÌÌÙ ÑÕÅÓÔÉÏÎȟ ÄÅÂÁÔÅ, and 

challenge the objects and interpretation presented. The rise of techniques that enable more 

visitor participation in interpretation , as previously discussed, may be an additional 

indication that museums are recognising the ability of objects to hold multiple meanings, 

and that emotion and affect have a role to play in the development of these various 

meanings. Indeed, Blackman (2016:47) comments on the emotional suggestibility of 

objects, noting that often museums do not know which objects are suggestive for different 

visitors, nor how they are suggestive, until they are interacted with in a manner that results 

in emotional transformation or response. Consequently, if museums do not provide 

openings for objects to be variously imagined and interacted with by visitors at this level, 

and exhibit their transformative capacity, then they are likely diminishing the ability of 
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objects to evoke affective and emotional responses. This potential emotional and affective 

power of objects adds another layer to considerations of how to design effective 

interpretation , and once again raises questions around interpretative authorship and 

authority. 

It is also important to consider that museum objects are, by their very nature, perceived 

differently to other objects. When we take an object and place it in a museum environment 

it becomes privileged. As Maroeviç (2013:25) argues, the moment we place an object in a 

ÍÕÓÅÕÍ ÉÔ ȬÂÅÃÏÍÅÓ Á ÄÏÃÕÍÅÎÔ ÏÆ ɍÔÈÅɎ ÒÅÁÌÉÔÙ ÆÒÏÍ ×ÈÉÃÈ ÉÔ ×ÁÓ ÓÅÌÅÃÔÅÄȭȢ )Î ÏÔÈÅÒ ×ÏÒÄÓȟ 

it comes to represent something. Understood like this, the importance of enabling objects 

to express meaning(s) only becomes more paramount, because they have something to say 

about the world and our relationship with it. The elevation of the object in the museum does, 

however, have its problems. For one, many visitors have a pre-conceived view that the 

museum object is interacted with in certain ways, which do not typically extend to senses 

such as touch (Dudley 2010:9). When we encounter a museum object, we may wish to 

discern its meaning and significance, often by learning about it and its place as part of a 

broader narrative, an interaction that does not necessarily involve emotional or affective 

engagement. Yet the connection between objects, how they are represented through 

interpretation, and emotion and affect, has been the subject of academic study (Gregory and 

Witcomb 2007:263; Smith 2015:477). Visitor behaviours are also changing in ways that 

challenge these preconceived methods of engagement. As Staiff (2014:15) recalls of his own 

ÅØÐÅÒÉÅÎÃÅ ÁÓ Á ÍÕÓÅÕÍ ÖÉÓÉÔÏÒȟ ×ÈÁÔ ÈÅ ÆÅÌÔ ÍÁÔÔÅÒÅÄ ×ÁÓ ÎÏÔ ÔÈÅ ÍÕÓÅÕÍȭÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ 

ÂÕÔ ȬÔÈÅ ȰÐÕÒÉÔÙȱ ÏÆ ÔÈÅ ÍÏÍÅÎÔȢȢȢ ÔÈÅ ÆÅÅÌÉÎÇ ÏÆ ÅØÁÌÔÁÔÉÏÎȭȢ &ÏÌÌÏ×ÉÎÇ ÔÈÉÓȟ Á ÐÁÒÔÉÃÕÌÁÒÌÙ 

interesting avenue for the exploration of the potential emotional and affective power of 

objects lies in the ÉÄÅÁ ÏÆ ÔÈÅ Ȭeverydayȭ (Yarker 2016:237). When an object that is 

considered mundane is raised to museum status, it can have incredible affective power to 

ÃÈÁÎÇÅ ÐÅÏÐÌÅȭÓ ÐÅÒÃÅÐÔÉÏÎÓ ÏÆ ÔÈÁÔ ÏÂÊÅÃÔȢ  

This is evidenced by a study of the Museum of Everyday Life in Glover, Vermont. Levine 

(2015:369) notes how the Museum employs the notion of affect in relation to everyday 

things by bringing humble objects, such as a toothbrush or a matchstick [Fig 5.1], into focus. 

Through the careful and thoughtful presentation of everyday objects, the Museum creates 

an evocative environment in which perceptions of, and emotional and affective attachments 

to, these items are challenged. The objects break out of traditional narratives, and tell 

various stories of the different ways they have been used, revealing the complex and layered 

relationships we have with them. Interestingly, the Museum also draws heavily upon 

different sensory elements as a method through which to encourage visitors to engage, 
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often playfully, with the affective potential of the objects on display. Unusually, at the 

Museum of Everyday Life everything is graspable and visitors are frequently encouraged to 

hold, wear, and move objects (Levine 2015:380). Indeed, the emotional and affective 

elements of interpretation are present throughout the Museum experience, such as in a 

survey that explicitly asked visitors to consider and translate their affective responses to 

ÔÈÅ ÄÉÓÐÌÁÙÓ ×ÉÔÈ ÔÈÅ ÐÒÏÖÏÃÁÔÉÏÎ Ȭ4ÈÅ %ØÈÉÂÉÔ ÍÁÄÅ ÍÅ ÆÅÅÌȣȭ ɉ,ÅÖÉÎÅ ςπρυȡσψρɊȢ !Ó such, 

through the use of diverse narratives, emotional and affective language and provocations, 

and sensorial experience, the Museum of Everyday Life empowers its visitors to connect 

with and interpret its objects through an emotional and affective lens. 

 

5.1.2 Space and Embodied Experiences 

There are many ways historic and contemporary museum spaces are utilised which can 

have an impact on their affective possibilities. The design of an exhibition, interpretative 

media, and the wider physical environment can change the ways and extents to which 

visitors are willing and able to respond in an emotional or affective manner. As Schorch et 

al. (2016:95-9φɊ ÎÏÔÅȟ ÔÈÅ ÍÕÓÅÕÍȭÓ ÓÐÁÔÉÁÌ ÁÆÆÏÒÄÁÎÃÅÓ ÁÎÄ ÅØÈÉÂÉÔÉÏÎ ÄÅÓÉÇÎ ÃÁÎ ÈÁÖÅ ÁÓ 

much impact on encounters between visitors and objects as narratives and interpretation. 

The importance of this is further signified by Gregory and Witcomb (2007:265) who assert 

Fig 5.1: A matchstick roller coaster at the Museum of Everyday Life. 
Image © 6ÁÌ $ȭ!ÑÕÉÌÁ Source: Flickr. Licenced under CC BY-NC-SA 2.0. 
 

https://www.flickr.com/photos/tehchix0r/15425730686
https://creativecommons.org/licenses/by-nc-sa/2.0/
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that form, content, and space all have a role to play in the development of narrative and 

understanding. Yet, Henning (2007:44) notes that the aesthetic potential of museum media 

is often overlooked, and Watson (2015:283) similarly comments that consideration of 

emotion and affect is not commonly a priority in decisions around exhibition design. In spite 

of this, the potential for the inclusion of emotional and affective design is clear in many 

elements of exhibitions and interpretation. For example, consideration of how exhibition 

spaces engage different bodily and sensory elements could provide avenues for examining 

ÁÆÆÅÃÔÉÖÅ ÐÏÓÓÉÂÉÌÉÔÉÅÓȢ )ÎÄÅÅÄȟ 7ÉÔÃÏÍÂ ɉςπρσȡςυφɊ ÉÄÅÎÔÉÆÉÅÓ ÔÈÅ ȬÍÁÔÅÒÉÁÌȟ ÁÅÓÔÈÅÔÉÃ ÁÎÄ 

ÓÐÁÔÉÁÌ ÑÕÁÌÉÔÉÅÓȭ ÏÆ ÁÎ ÅØÈÉÂÉÔÉÏÎ ÁÓ ÂÅÉÎÇ ÉÍÐÏÒÔÁnt for embodied and sensorial meaning-

making. Immersive design and technology have also been identified as having the potential 

to increase both cognitive and emotional engagement by engaging different senses (Stogner 

2011:191). Recent exhibitions by art collective teamLab engage visitors through touch [Fig 

5.2]. A fully interactive digital experience, the art in these exhibitions is projected onto walls, 

ceilings, floors, and moves between rooms fluidly. Visitor movement through the space 

changes the artwork itself - it responds to their presence, making visitors themselves part 

of the art and encouraging embodied interaction. As museums continue to experiment with 

more experiential approaches to interpretation, it is possible to see how embodied 

interaction with museum spaces provide opportunit ies for emotional and affective 

responses.  

Fig 5.2: Planets (2018) by teamLab. The movement of colourful koi fish on the floor is influenced 
by how people move throughout the space. 
Image © Sasa0403. Source: Wikimedia Commons. Licenced under CC BY-SA 4.0. 
 

https://commons.wikimedia.org/wiki/File:Photos_at_teamlab_planets_tokyo.jpg
https://creativecommons.org/licenses/by-sa/4.0/deed.en
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One example of a museum engaging with emotional and affective possibilities is the National 

Justice Museum in Nottingham. Many exhibitions in the Museum encourage bodily or 

sensory engagement through writing, touching, listening, and moving. A particularly 

striking example can be found in the capital punishment exhibition, where the trapdoors 

used in executions are displayed on the floor under a sheet of glass. Visitors are invited to 

engage bodily by standing in the place of past prisoners over the trapdoors and reflect upon 

their meaning and history, an act that, from personal experience, can be uncomfortable and 

challenging, and in my case was also accompanied by an irrational fear of falling [Fig 5.3]. 

The Museum, which often deals with difficult topics due to its focus on the history of the 

justice system, is also increasingly utilising reflective spaces and activities in exhibitions, 

enabling visitors to share their thoughts and responses. A further example of a museum 

designed with affect and emotion in mind is Te Papa Tongarewa. Schorch et al. (2016) 

examined the role of space in developing affective encounters with Màori culture and 

history - specifically the use of a Màori meeting house as a space which visitors could enter 

and explore in a sensory and embodied ÍÁÎÎÅÒȢ )Î ÔÈÅ ÃÏÎÔÅØÔ ÏÆ ÔÈÅ -ÕÓÅÕÍȭÓ ×ÉÄÅÒ 

approach to exhibition design which emphasised reflection, openness, and building a felt-

presence of the Màori people, they found that the emotional and affective experience of the 

meeting house often impacted how visitors interpreted and related to Màori culture more 

than the factual information they encountered, suggesting the affective and interpretative 

potential of the space. Furthermore, as Witcomb (2015:337) comments and as evidenced in 

Fig 5.3: Embodied and affective interpretation at the National Justice Museum. 
Image by the author. 
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the National Justice Museum [Fig 5.4], spaces of reflection that offer space outside of the 

flow of exhibitions can be valuable for facilitating reflection upon the exhibition content. 

Such spaces allow moments of pause which encourage visitors to consider their 

experiences, and work through and express emotion as part of the interpretative process, 

as discussed in Chapter Three. Intentional design of museum and exhibition spaces can 

therefore create emotional and affective opportunities as part of visitor encounter and 

meaning-making. 

Within the sector it is often historical spaces themselves that are the focal point of a visit. 

Museums based at, in, or on heritage sites such as castles, historic prisons, ships etc., lend 

themselves well to the study of affective and emotional potential through embodied 

ÅØÐÅÒÉÅÎÃÅÓ ɉ7ÁÔÅÒÔÏÎ ςπρτȡψςτɊȢ 3ÕÃÈ ÓÐÁÃÅÓ ÁÒÅ ÏÆÔÅÎ ÅÎÇÁÇÅÄ ×ÉÔÈ ÂÙ Ȭ×ÁÌËÉÎÇȟ ÔÁÌËÉÎÇȟ 

ÌÉÓÔÅÎÉÎÇ ÁÎÄ ÔÏÕÃÈÉÎÇȭȟ ÂÏÄÉÌÙ ÍÏÖÅÍÅÎÔÓ ×ÈÉÃÈ ÉÎÆÏÒÍ ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ ÓÅÎÓÅ ÁÎÄ ÍÅÁÎÉÎÇ-

making regarding that space and which fall outside of traditional methods of engagement 

with museum objects (Kidd 2019:54-55). Due to their embodied and sensory nature, these 

forms of engagement can increase opportunities for the museum visitor to experience affect 

through the active use and positioning of the body. Indeed, Tolia-Kelly, Waterton and 

Watson ɉςπρφȡσɊ ÃÏÍÍÅÎÔ ÔÈÁÔ ÅÍÂÏÄÉÅÄ ȬÐÒÅÓÅÎÃÉÎÇȭ ÉÎ ÇÅÏÌÏÇÉÃÁÌ ÁÎÄ ÅÎÖÉÒÏÎÍÅÎÔÁÌ 

heritage expÅÒÉÅÎÃÅÓ ÉÓ ȬÃÏÒÅ ÔÏ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÉÄÅÎÔÉÔÙȟ ÄÉÆÆÅÒÅÎÃÅȟ ÁÎÄ ÁÌÔÅÒÉÔÙȭȢ "ÏÄÉÌÙ ÁÎÄ 

sensory experiences are further examined by Light and Watson (2016) in relation to castle 

Fig 5.4: A reflective space in between exhibition rooms in the National Justice Museum. 
Image by the author. 
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ruins. The physicality of the castle ruin is discussed in terms of its potential to evoke 

affective experiences, with dark rooms and corners suggesting past inhabitants, and 

corridors leading into the unknown encouraging movement and investigation. It is 

interesting that engagements with castle ruins frequently include an element of play, which 

is itself linked to emotion as explored in Chapter One, with visitors undertaking adventure 

through exploration to uncover the unknown (Light and Watson 2016:167). As a particular 

ÅØÁÍÐÌÅȟ ÔÈÅ ÃÁÓÔÌÅ ȬÔÏ×ÅÒȭ ÁÎÄ ÔÈÅ ÍÁÎÙ ×ÁÙÓ ÉÎ which it could provoke emotional 

responses is highlighted - the controlled danger of height that can lead to thrill or fear, the 

accomplishment of reaching the top, and the view from the top that can provoke a sense of 

ȬÁ×Åȟ ×ÏÎÄÅÒ ÁÎÄ ÄÅÌÉÇÈÔȭ ÏÆÔÅÎ ÖÏÃÁÌisÅÄ ×ÉÔÈ Á Ȭ×Ï×ȭ ɉ,ÉÇÈÔ ÁÎÄ 7ÁÔÓÏÎ ςπρφȡρφψɊȢ 

Finally, Light and Watson also discuss another intriguing idea, that such museum sites can 

be seen as spaces of assemblage that simultaneously represent their historical use and 

stories, and the various ways in which they as spaces have been perceived over the years. 

In the case of the castle, individual pre-ÃÏÎÃÅÐÔÉÏÎÓ ÏÆ ÔÈÅ ȬÃÁÓÔÌÅ ÒÕÉÎȭ ÔÈÅÒÅÆÏÒÅ ÁÃÔ ÁÓ ÐÒÅ-

existing affective understandings that visitors can engage with, share, and which shape their 

interpr etation of the space (Light and Watson 2016:156). This ties into observations made 

by Yarker (2016) in her examination of a Grade II-listed council estate, and the interactions 

between the estate and its former residents. Yarker (2016:20) notes that places have the 

ability to bring together both the tangible and the intangible; the tangible in the existing 

space, and the intangible through that which has been lost and the memories and nostalgia 

evoked. Museum spaces can have a complex impact on affective and emotional experiences 

as part of the interpretation process. These experiences build upon previous interactions 

with similar spaces, how the body and senses are used to interact with the space, the design 

or aesthetic elements of the space, and the possibilities they either do or do not provide for 

reflection on the emotional and affective impact of the space. 

 

5.1.3 The Implications of Emotion and Affect for Interpretation  

Interpretative Design 

Let us now consider the broader implications of affect and emotion for museum 

interpretation. It is not uncommon to hear museums described as spaces of encounter, or 

as spaces where ideas can be freely discussed and debated (McKernan and McLeod 2018; 

Munro 2015; Smith and Campbell 2016). Interestingly, McKernan and McLeod (2018:57) 

ÁÎÄ ,ÏÒÄ ɉςππφȡυɊ ÕÓÅ &ÏÕÃÁÕÌÔȭÓ ÃÏÎÃÅÐÔ ÏÆ ÈÅÔÅÒÏÔÏÐÉÁÓȟ ÏÒ ȬÏÔÈÅÒȭ ÓÐÁÃÅÓȟ ÔÏ ÅØÐÌÏÒÅ 

museums as spaces that stand both within and separate from society. McKernan and 

-Ã,ÅÏÄ ɉςπρψȡυψɊ ÁÒÇÕÅ ÔÈÁÔ ÐÏÓÉÔÉÏÎÉÎÇ ÔÈÅ ÍÕÓÅÕÍ ÁÓ Á ȬÏÔÈÅÒȭ ÓÐÁÃÅ allows for the 
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exploration of dominant discourses in society in which different voices that might challenge 

the accepted norm are made visibleȟ ÒÅÎÄÅÒÉÎÇ ȬÄÉÓÓÅÎÔ Á ÌÅÓÓ ÔÒÁÎÓÇÒÅÓÓÉÖÅ ÁÃÔȭȢ )ÎÄÅÅÄȟ ÔÈÉÓ 

ÄÉÓÃÕÓÓÉÏÎ ÏÆ ÔÈÅ ÍÕÓÅÕÍ ÁÓ Á ȬÓÁÆÅȭ ÓÐÁÃÅ ÈÁÓ ÉÍÐÌÉcations for emotional and affective 

responses. If visitors perceive the museum to be a safe space, they may be more open to 

engagement with emotional or affective elements as part of their meaning-making. Equally, 

ÔÈÅ ÉÄÅÁ ÏÆ ÔÈÅ ȬÓÁÆÅȭ ÍÕÓÅÕÍ ÃÏÕÌÄ ÁÌÓÏ Âe seen as encouraging visitors to become more 

open to being affected and to express emotional reactions outside of the accepted societal 

norms in comparison to other public spaces (Smith and Campbell 2016:445). However, 

museums that deal with difficult or controversial topics may encounter responses that 

challenge and pose questions about interpretative design choices from an emotional and 

affective perspective ɀ such as how to approach a topic that may prove traumatic for certain 

visitors. As such, museums that deal with difficult issues such as colonialism, slavery, 

racism, or genocide are often at the forefront of emotional and affective interpretative 

design, a few examples of which we will now examine. 

One such example is Museums Victoria, which presentÅÄ ÁÎ ÅØÈÉÂÉÔÉÏÎ ÅØÐÌÏÒÉÎÇ !ÕÓÔÒÁÌÉÁȭÓ 

colonial history and its present-day impact in collaboration with Aboriginal leaders 

(Witcomb 2015). The exhibition presented a challenge to the traditional narrative by 

highlighting the damage colonisation caused to the Aboriginal people and, importantly, was 

held during ongoing reconciliation processes between the Australian government and 

Aboriginal peoples. By positioning Aboriginal voices at the forefront of the exhibition, the 

Museum acknowledged that Aboriginal stories and experiences had previously been under-

represented and needed to be heard. The interpretative design of the exhibition reflected 

the recognition of the emotional and affective possibilities of the story being told, and its 

potential impact on various visitors. The exhibition was built around a series of circular 

ÓÐÁÃÅÓ ÁÎÄ ȬÒÅÓÔ ÓÐÁÃÅÓȭ ×ÈÉÃÈ ÃÒÅÁÔÅÄ Á ÌÁÂÙÒÉÎÔÈ-like path through a normally linear space. 

This provided opportunity for reflection, but also required visitors to engage cognitively 

and affectively with the space in order to navigate and unravel the overall narrative 

(Witcomb 2015:337). The aesthetic design elements built upon this, utilising contrasts such 

as darkness and light to create specific atmospheres and moods (Witcomb 2015:324). 

Furthermore, the primary interpretative methods in the exhibition were videos and 

projections which included first-person Aboriginal testimonies discussing personal 

memories and feelings (Witcomb 2015:337). The resulting exhibition, by utilising first-

person Aboriginal stories, was able to create a sense of community, recognition and 

nostalgia amongst Aboriginal visitors, whilst also building empathic connections between 

Aboriginal storytellers and non-Aboriginal visitors (Witcomb 2015:337).  
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Openness towards the use of emotional language in interpretation is also worth discussing. 

Paver (2017:404) notes in her exploration of German museums that it was rare to find the 

ÖÅÒÂ ȬÔÏ ÆÅÅÌȭ ÕÓÅÄ ÉÎ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÔÅØÔȟ ÁÎÄ ÔÈÁÔ ÔÈÅ ÕÓÅ ÏÆ ÆÉÒÓÔ-person perspectives was 

equally rare. Yet, museums have increasingly been utilising personal stories, and 

recognising their importance as a form of affective interpretation in which emotional 

language is more likely to be accepted (McKernan and McLeod 2018; Witcomb 2015). 

Nonetheless, we must be careful not to ascribe specific emotions to historical people. Whilst 

in the case of Museums Victoria the use of personal stories which discussed emotions 

worked as the stories shared were the experiences of contemporary Aboriginal people, to 

describe a historical figure in terms of emotion without evidence raises ethical questions 

and risks increasing scepticism towards engaging with affect and emotion (Paver 

2017:404). When used appropriately, personal, first-person accounts have immense 

emotional, affective, and empathetic potential. 

Empathy 

The question of empathy is an interesting one. Rahaman (2018:211-212) identifies empathy 

as one of four key standards in his framework for digital heritage interpretation. Yet, many 

authors have grappled with the place and success of empathy in museums. Witcomb 

(2013:267) suggests that the ability of the visitor to empathise with objects, stories, or 

ÐÅÏÐÌÅ ÉÓ ÁÎ ÉÍÐÏÒÔÁÎÔ ÐÁÒÔ ÏÆ ÈÏ× ÖÉÓÉÔÏÒÓ ÄÅÖÅÌÏÐ Á ÆÕÌÌÅÒ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÔÈÅ ȬÏÔÈÅÒȭȢ 

This is also recognised by Peirce et al. (2013:197) who comment that the evocation of 

empathy in storytelling can help people become more receptive to the story content. As 

such, creating space for affective and emotional encounters that might result in empathic 

engagement can aid in providing a fuller and more rounded interpretative experience. Hein 

(2006:14) further suggests that empathy is especially important in memorial museums, as 

connecting emotionally with the subject matter in order to acknowledge its importance and 

relevance is part of how memorial museums tell their stories. Attempts to define the nature 

of empathy and the museum ability to evoke it have also prompted discussion. For instance, 

Kidd (2019:57) writes that attempting to encourage visitor empathy is an inexact art as the 

personal context of each visitor impacts upon their emotional and affective engagement. 

Equally, engaging visitors empathetically without also engaging their critical thinking, 

thereby linking the emotional and affective with the cognitive, can also be problematic as 

ÅÖÉÄÅÎÃÅÄ ÉÎ -ÁÒËÈÁÍȭÓ ςπρω ÓÔÕÄÙ ÏÆ ÔÈÅ $ÉÓÔri ct Six Museum. The Museum situated itself 

as a place where residents of District Six in Cape Town, South Africa, including those who 

had been forciÂÌÙ ÒÅÍÏÖÅÄ ÄÕÒÉÎÇ ÔÈÅ ÁÒÅÁȭÓ ÔÕÍÕÌÔÕÏÕÓ ÈÉÓÔÏÒÙȟ ÃÏÕÌÄ ÒÅÇÁÉÎ Á ÓÅÎÓÅ ÏÆ 

community after years of displacement and racial divides. It did so by encouraging empathy 
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and by refusing to engage explicitly with racial classification. Yet, Markham (2019:34) found 

ÔÈÁÔ ÔÈÅ ÏÕÔÃÏÍÅÓ ÏÆ ÅÍÐÁÔÈÉÃ ÅÎÇÁÇÅÍÅÎÔ ×ÅÒÅ ÖÁÒÉÅÄ ÁÎÄȟ ÄÅÐÅÎÄÉÎÇ ÏÎ ÔÈÅ ÖÉÓÉÔÏÒȭÓ 

knowledge of the history of the area, could result in misinterpretation of images by the use 

of a specifically racial lens, which went against the aims of the Museum. As Markham 

ɉςπρωȡσχɊ ÅØÐÌÁÉÎÅÄȟ ȬÉÎ ÔÈÅ ÁÂÓÅÎÃÅ ÏÆ Á ÃÏÎÓÃÒÉÐÔÅÄ ÉÎÔÅÒÐÒÅÔÉÖÅ ÆÒÁÍÅ×ÏÒËȟ Á ÄÅÃÉÓÉÖÅ 

pedagogical moment is lost, and international visitors in particular lose out on the 

ÏÐÐÏÒÔÕÎÉÔÙ ÔÏ ÅÎÇÁÇÅ ÃÒÉÔÉÃÁÌÌÙ ×ÉÔÈ ÄÉÓÃÏÕÒÓÅÓ ÏÆ ÒÁÃÅȭȢ )Ô ÉÓ ÔÈÅÒÅÆÏre important to 

recognise the link between empathy, cognition and critical thinking, as part of a wider 

process of interpretation. 

In a study of Ngà -ęÒÅÈÕ (The Survivors) an interactive digital game at Te Papa Tongarewa, 

Kidd explores ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ ȬÁÆÆÅÃÔÉÖÅ ÅÍÐÁÔÈÙȭȟ or ÔÈÅ Ȭcapacity to respond with 

ÁÐÐÒÏÐÒÉÁÔÅ ÅÍÏÔÉÏÎ ÔÏ ÁÎÏÔÈÅÒȭÓ ÍÅÎÔÁÌ ÓÔÁÔÅȭ (Kidd 2015:416). Ngà -ęÒÅÈÕ positions 

ÐÌÁÙÅÒÓ ÉÎ ÔÈÅ ÒÏÌÅ ÏÆ Á -àÏÒÉ ÃÈÉÌÄ ÇÒÏ×ÉÎÇ ÕÐ ÉÎ the early twentieth-century in order to 

discuss the prejudices faced by ÔÈÅ -àÏÒÉ ÐÅÏÐÌÅȢ !ÆÆÅÃÔÉÖÅ ÐÏÔÅÎÔÉÁÌÓ ÁÒÅ ÒÅÁÌÉÓÅÄ ÉÎ ÔÈÅ 

game using various techniques, many of which parallel discussions in this, and previous, 

chapters. Ngà -ęÒÅÈÕ requires players to actively participate in the narrative in order to 

progress, thereby engaging the player in interpreting the game and its subject. The choices 

made by the player have consequences for the player-character, resulting in various 

narrative encounters with different types of discrimination relating to issues such as family 

ÌÉÆÅȟ ÅÄÕÃÁÔÉÏÎȟ ÁÎÄ ×ÁÒȢ $ÅÐÅÎÄÉÎÇ ÏÎ ÔÈÅ ÐÌÁÙÅÒȭÓ ÐÁÓÔ ÅØÐÅÒÉÅÎÃÅȟ ÔÈÅ ÎÁÒÒÁÔÉÖÅ 

ÃÏÎÓÅÑÕÅÎÃÅÓ ÈÁÖÅ ÔÈÅ ÐÏÔÅÎÔÉÁÌ ÔÏ ÅÖÏËÅ ÎÕÍÅÒÏÕÓ ÁÆÆÅÃÔÉÖÅ ÓÔÁÔÅÓȢ !Ó ÔÈÅ ÇÁÍÅȭÓ ÃÈÏÉÃÅs 

are based on real injustices and prejudices faced by the -àÏÒÉ people, the game sometimes 

ignores player choices in order to maintain realism. As such, the player either becomes 

implicated in the prejudice their character faces, or is encouraged to becomÅ ÏÐÅÎ ÔÏ ȬÏÔÈÅÒ-

ÏÒÉÅÎÔÅÄ ÆÅÅÌÉÎÇȭ ÁÎÄ ÅÍÐÁÔÈÉÃ ÅÎÇÁÇÅÍÅÎÔ ɉ+ÉÄÄ ςπρυȡτςρ-422). The museum videogame, 

therefore, can be designed with its ability to draw out emotional and affective responses in 

mind, and the opportunities for these can be brought out through the game mechanics, 

ÄÅÓÉÇÎȟ ÁÎÄ ÔÈÅ ×ÁÙÓ ÉÎ ×ÈÉÃÈ ÔÈÅ ÐÌÁÙÅÒ ÉÓ ÉÍÐÌÉÃÁÔÅÄ ÁÎÄ ÉÎÖÏÌÖÅÄ ÉÎ ÎÁÖÉÇÁÔÉÎÇ ÔÈÅ ÇÁÍÅȭÓ 

challenges, as discussed later in this chapter. 

Critical Inquiry 

Challenging established narratives and intended meanings is an important part of critical 

inquiry of the past, ×ÈÉÃÈ 7ÉÔÃÏÍÂ ÓÕÍÍÁÒÉÓÅÓ ÁÓ ȬÁ ÆÏÒÍ ÏÆ ÐÒÁÃÔÉÃÉÎÇ ÈÉÓÔÏÒÙ ÔÈÁÔ ÒÅÁÄÓ 

against the grain, which looks for the gaps in the historical recordȭȟ and is Ȭalert to 

ÃÏÍÐÌÅØÉÔÉÅÓȟ ÔÅÎÓÉÏÎÓȟ ÁÎÄ ÏÃÃÌÕÓÉÏÎÓȭ ɉ7ÉÔÃÏÍÂ ςπρσȡςυφȠ "ÌÁckman 2016:36). Cameron 

(2003:13-ρτɊ ÎÏÔÅÓ ÔÈÁÔ ȬÈÉÓÔÏÒÙ ÉÓ Á ÃÈÁÎÇÉÎÇ ÂÏÄÙ ÏÆ ËÎÏ×ÌÅÄÇÅȭȟ but that it  is frequently 
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approached in a way that presents Á ȬÍÁÓÔÅÒ ÎÁÒÒÁÔÉÖÅȭȢ -ÕÓÅÕÍÓ ÍÕÓÔ ÂÅ ÏÐÅÎ ÔÏ ÕÐÄÁÔÉÎÇ 

or adding to their existing interpretation to reflect changes in knowledge and attitudes. One 

method used to achieve this, as explored in Chapter Four, is the inclusion of multiple 

narratives, yet there is also an emotional and affective consideration regarding this method. 

Whilst use of multiple narrative voices may enhance the affective capabilities of objects by 

providing several perspectives, the potential of the method goes beyond this. Witcomb 

(2015:323) writes that juxtaposition is a powerful affective tool as it encourages the 

consideration of viewpoints and stories that are different from our own. Consequently, in 

telling multiple or conflicting stories, museums can further enable affective encounters 

across cultures through objects and interpretation. One striking example of this is 

Greenough, a historic colonial settlement run by the National Trust of Australia. 

'ÒÅÅÎÏÕÇÈȭÓ ÁÐÐÒÏÁÃÈ ÔÏ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÉÓ ÉÎÔÅÒÅÓÔÉÎÇȢ 4ÈÅ ÓÉÔÅ ÕÓÅÓ ÅÍÐÔÙ ÓÐÁÃÅs and 

confrontational interpretation which is designed to evoke emotions such as shock and 

surprise, to tell a story that contradicts traditional narratives, encouraging people to think 

ÃÒÉÔÉÃÁÌÌÙ ÁÂÏÕÔ ÔÈÅ ÃÏÌÏÎÉÁÌ ÈÉÓÔÏÒÙ ÏÆ ÓÅÔÔÌÅÍÅÎÔȢ )Î 'ÒÅÅÎÏÕÇÈȭÓ ÇÅÎÅral store, for example, 

a map is spread across two walls, the edges wrapping onto the ceiling and floor. It is 

accompanied by interpretative text encouraging visitors to consider what the map stands 

for, the contrast between how the land was used and navigated by coloniser and colonised 

(Gregory and Witcomb 2007:272). Gregory and Witcomb (2007:272) highlight the use of 

evocative interpretative objects, including Á ÂÁÒ ÏÆ ÓÏÁÐ ÐÁÃËÁÇÅÄ ÁÓ Ȭ3ÁÒÁÈȭÓ #ÏÎÓÅÒÖÁÔÉÏÎ 

3ÏÁÐȢȢȢ 3ÁÎÉÔÉÓÅÓ ÂÅÆÏÒÅ ÐÕÂÌÉÃ ÄÉÓÐÌÁÙȭ and barÂÅÄ ×ÉÒÅ ×ÒÁÐÐÅÄ ÁÎÄ ÌÁÂÅÌÌÅÄ Ȭ3ÅÔÔÌÅÒȭÓ /×Î 

ÉÄÅÁÌ ÆÏÒ ÄÉÓÒÕÐÔÉÎÇ ÎÏÍÁÄÉÃ ÌÉÆÅÓÔÙÌÅÓ ÁÎÄ ËÅÅÐÉÎÇ ÐÅÏÐÌÅ ÏÕÔȭȟ ×ÈÉÃÈ ÅÎÃÏÕÒÁÇÅ ÖÉÓÉÔÏÒÓ ÔÏ 

adopt a more critical perspective. Witcomb (2013:261-262) argues that this affectively 

charged design helped visitor s to shift from a cognitive knowledge that colonisation 

happened, to an affective understanding of how Aboriginal culture has been erased and 

overwritten, provoking an emotional and empathic response as both visitor and Museum 

confront and recast their roles ÉÎ ÔÈÅ ÃÏÎÓÔÒÕÃÔÉÏÎ ÏÆ ÔÈÅÉÒ ÎÁÔÉÏÎȭÓ ÈÉÓÔÏÒÙȢ  

Emotion and affect are an important part of the interpretative process alongside cognition, 

storytelling, and critical thinking. Emotional and affective design can create opportunities 

that enable visitors to build a deeper interpretative understanding, and sometimes an 

ÅÍÐÁÔÈÅÔÉÃ ÕÎÄÅÒÓÔÁÎÄÉÎÇȟ ÏÆ ÔÈÅ ȬÏÔÈÅÒȭ ÔÈÁÔ ÇÏÅÓ ÂÅÙÏÎÄ ÔÈÅ ÃÏÇÎÉÔÉÖÅȢ )ÎÔÅÒÐÒÅÔÁÔÉÖÅ 

design can also be intentionally confrontational in order to challenge existing or traditional 

narratives. In these cases, the use of emotionally and affectively evocative methods and 

tools aim to provoke responses which encourage reflection on both subject matter and the 

ÉÎÄÉÖÉÄÕÁÌ ÖÉÓÉÔÏÒȭÓ ÆÅÅÌÉÎÇÓ ÁÎÄ ÐÒÅÃÏÎÃÅÐÔÉÏÎÓȢ 
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5.1.4 Personal and Social Contexts 

Research into the museum experience has identified how various elements of museum 

visitation impact upon how visitors engage with objects, topics, and the interpretative 

process. Falk and Dierking (2016:26-27) explore three contextual frameworks in relation 

to the museum experience; personal, socio-cultural, and physical. Personal and social 

aspects of museum experiences, along with different facets of engagements, can influence 

emotional responses (Packer and Ballantyne 2016:128,137). As explored in Chapters Two 

and Threeȟ ÒÅÓÅÁÒÃÈ ÉÎÔÏ ÔÈÅ ÖÉÓÉÔÏÒȭÓ ÒÏÌÅ ÉÎ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÈÁÓ ÌÅÄ ÔÏ ÒÅÃÏÇÎÉÔÉÏÎ ÔÈÁÔ ÔÈÅ 

visitor is an active participant in the process. Just as the cognitive elements and personal 

knowledge that visitors engage with during interpretation are no longer seen as universal 

but rather dependant on individual experience and interests, affective and emotional 

knowledge is also recognised as unique to each visitor. Drawing on personal experience, 

Blackman (2016:45-46) explores the personal nature of affective and emotional response 

in museums, noting that whilst she was moved to tears by an exhibition due to her own 

knowledge and history of the objects and stories, other visitors were not so affected. 

Therefore, it is important to re-eÍÐÈÁÓÉÓÅ ÔÈÁÔ ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ ÐÅÒÓÏÎÁÌ ÃÏÎÔÅØÔ ÍÅÄÉÁÔÅÓ 

affective and emotional responses, impacts upon their willingness and openness to affective 

encounters, and influences which objects or stories spark such responses. Crouch 

(2015:177) similarly notes ÔÈÁÔ ȬÏÕÒ ÒÅÓÐÏÎÓÅ ÔÏ ÈÅÒÉÔÁÇÅ ÏÆÔÅÎ ÒÅÆÌÅÃÔÓ ÏÕÒ Ï×Î 

ÃÉÒÃÕÍÓÔÁÎÃÅÓȭȟ ÁÓ ÄÉÆÆÅÒÅÎÔ ÖÉÓÉÔÏÒÓ ÄÅÐÅÎÄÉÎÇ ÏÎ ÔÈÅÉÒ ÐÅÒÓÏÎÁÌȟ ÏÒ ÅÖÅÎ ÃÕÌÔÕÒÁÌȟ ÃÏÎÔÅØÔÓ 

may find that their emotional responses to an exhibition differ. Waterton and Watson 

(2015:829) also comment that the potential of individuals to experience affect differs as 

ȬÄÉÆÆÅÒÅÎÔ ÂÏÄÉÅÓȟ ÄÉÆÆÅÒÅÎÔÌÙ ÉÍÁÇÉÎÅÄȟ ×ÉÌÌ ÈÁÖÅ ÃÅÒÔÁÉÎ ÁÆÆÅÃÔÉÖÅ ÒÅÓÐÏÎÓÅÓ ÁÌÒÅÁÄÙ ÍÁÐÐÅÄ 

ÏÎÔÏ ÔÈÅÍȟ ÄÅÆÉÎÅÄ ÂÙ ÓÏÃÉÁÌ ÅØÐÅÃÔÁÔÉÏÎÓ ÁÎÄ ÓÔÒÕÃÔÕÒÅÓ ÏÆ ÆÅÅÌÉÎÇÓȣȭȢ 4ÈÅ ÓÏÃÉÁÌ ÃÏÎÔÅØÔ ÏÆ 

a museum experience is therefore a significant factor in emotional and affective 

engagement, as responses can be diverse depending on who, if anyone, visitors share their 

experience with. Many museum visits are undertaken as part of social groups, such as with 

family and friends, or even strangers in the case of public museum tours, which may result 

in individuals mediating or managing their emotional and affective responses in order to 

meet social expectations (Smith and Campbell 2016:455). As such, neither affect nor 

emotion can be taken as something that is predictable or universal within a museum 

experience. 

It is possible for individual visitors to experience an array of often complex emotions at any 

one time. This is especially clear in the study of visitors to exhibitions that deal with 

ÃÏÎÔÒÏÖÅÒÓÉÁÌ ÏÒ ÄÉÆÆÉÃÕÌÔ ÓÕÂÊÅÃÔÓ ɉ3ÍÉÔÈ ÁÎÄ #ÁÍÐÂÅÌÌ ςπρφȡτττɊȢ )ÎÄÅÅÄȟ ÉÎ 3ÍÉÔÈȭÓ ɉςπρρɊ 
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ÅØÁÍÉÎÁÔÉÏÎ ÏÆ ÅÉÇÈÔ ÅØÈÉÂÉÔÉÏÎÓ ÅØÐÌÏÒÉÎÇ "ÒÉÔÁÉÎȭÓ ÒÏÌÅ ÉÎ ÔÈÅ ÓÌÁÖÅ ÔÒÁÄÅ ÆÏÒ ÔÈÅ 

bicentenary of the 1807 Abolition of the Slave Trade Act, Smith noted visitors often 

experienced a variety of emotions as each individual worked through their personal 

encounter with the subject matter. Particularly interesting were responses by self-

identifying White British visitors who, during interviews about the exhibition, discussed 

feelings of guilt and shame, and their attempts to negotiate these responses. In this 

negotiation, Smith observed, visitors frequently attempted to distance themselves from 

ÔÈÅÉÒ ÃÏÕÎÔÒÙȭÓ ÃÏÍÐÌÉÃÉÔÙȢ 4ÈÅ ÆÁÉÌÕÒÅ or success of this process sometimes resulted in 

further emotional responses such as anger, frustration or disengagement. The responses to 

the exhibitions that Smith documented, further highlight the connection between affect, 

emotion and cognition in interpretation. As Smith notes, these visitors attempted to mediate 

their affective experiences using cognitive and emotional methods, such as by refusing to 

engage critically or empathetically in order to distance themselves from a sense of 

responsibility, or ÂÙ ÆÁÌÌÉÎÇ ÂÁÃË ÏÎ ËÎÏ×ÌÅÄÇÅ ÏÆ "ÒÉÔÁÉÎȭÓ ÒÏÌÅ ÉÎ ÔÈÅ ÁÂÏÌÉÔÉÏÎ ÏÆ ÓÌÁÖÅÒÙ ÔÏ 

downplay the aspects of the exhibitions that challenged this narrative (Smith 2011). 

Emotional and affective experiences can arise and change throughout a museum visit 

through oÎÇÏÉÎÇ ÉÎÔÅÒÁÃÔÉÏÎÓ ÁÎÄ ÅÎÃÏÕÎÔÅÒÓ ÂÅÔ×ÅÅÎ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÁÎÄ Á ÖÉÓÉÔÏÒȭÓ 

personal and social context. The relationship between meaning-making and affective and 

cognitive processes is therefore complex, with affect often having an impact, either positive 

or negative, upon the construction ÏÆ ÉÎÄÉÖÉÄÕÁÌ ÖÉÓÉÔÏÒÓȭ ÉÎÔÅÒÎÁÌ ÎÁÒÒÁÔÉÖÅÓ and 

interpretations (Wetherell et al. 2018:10). As we have seen, affective and emotional 

responses can be multifaceted, difficult to negotiate, and either positive or negative 

depending on the individual, making designing for emotion and affect a difficult task. 

These complexities are evident in Utah Climate Challenge (2017). Utah Climate Challenge is 

a cooperative videogame at The Natural History Museum of Utah, in which players must 

work together to design a city of the future. Designed to be played by up to five people across 

six rounds, players are given a limited series of options for progressing the city, each of 

which have effects on climate change that could aid or hinder successful development. The 

game is located in a physical gallery as part of a wider climate change exhibition. Due to its 

collaborative, multiplayer design, potential personal and social emotional and affective 

responses to the game, such as a sense of collective responsibility, and their impact upon 

interpretation were considered during the development process. As Preloaded, the 

developer of Utah Climate Challenge explains on their website, ȬÐÌÁÙÅÒÓ ×ÉÌÌ ÓÏÏÎ ÒÅÁÌÉÓÅ ÔÈÅÙ 

need to work together ɀ as they must in real life ɀ ÆÏÒ ÁÎÙ ÈÏÐÅ ÏÆ ÓÁÖÉÎÇ 5ÔÁÈȭ. In Utah 

Climate Challenge the implications of the social context are especially relevant as players 

must work together to excel, which could lead to a variety of emotional responses 



110 

depending on how effectively each player negotiates their personal context, communicates 

ideas, ÁÎÄ ÅÎÇÁÇÅÓ ×ÉÔÈ ÔÈÅ ÇÁÍÅȭÓ ÍÅÃÈÁÎÉÃÓ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ ÔÈÅ ÇÒÏÕÐȢ The space and 

context within which the game is positioned is also important. As the game is physically 

played in an exhibition space, it is likely that there will be observers watching the game and 

its players. How these observers respond to the game, be it supportive or in a manner that 

creates pressure or stress, adds another layer of emotional and affective consideration. As 

such, the space and contexts of the game are notable in terms of which emotional and 

affective responses they imply and provide space for. 

 

5.1.5 Designing for Emotion and Affect: Co-Production and Participatory Practice  

In museum practice the emerging recognition of the role of visitors in interpretation has 

resulted in the growth of participatory opportunities and co-productive design, with many 

museums now involving visitors in the planning process of new exhibitions (Simon 2010).37 

Whilst the aims of co-productive practices are varied, co-production has the potential to 

further facilitate affective and emotional engagement. As Smith and Campbell (2016:445-

ττωɊ ÁÒÇÕÅȟ ȬÁÆÆÅÃÔÉÖÅ ÒÅÓÐÏÎÓÅÓ ÄÏ ÎÏÔ ÊÕÓÔ ÈÁÐÐÅÎ ÓÐÏÎÔÁÎÅÏÕÓÌÙ ÁÎÄ ÕÎÃÏÎÔÒÏÌÌÁÂÌÙȭ ÂÕÔ 

ÒÅÌÙ ÕÐÏÎ ÔÈÅ ÖÉÓÉÔÏÒȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ÁÎÄ ÅÎÇÁÇÅÍÅÎÔ ×ÉÔÈ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȢ #ÒÏÕÃÈ ɉςπρυȡρψφɊ 

makes a similar point when he claims that in the negotiation of feeling and meaning, both 

the heritage and the visitor participate. Indeed, research has found that visitors appreciate 

having a say about the topics that museums cover, and that they want museums to provide 

more opportunities for them to do so (Cameron 2003:21). In order to facilitate this, 

museums must be willing to give control over to the community, and embrace the idea that 

visitors will have unexpected emotional and affective responses and may express opinions 

that are controversial or challenging to the museum narrative. Nonetheless, as Cameron 

(2003) points out, the benefits of facilitating participation have the potential to outweigh 

these problems, as the opinions and emotional responses shared can contribute to 

interpretation through the creation of information, understanding, and meaning-making. 

Indeed, the National Justice MuÓÅÕÍȭÓ ÒÅÃÅÎÔ ÃÏ-produced exhibition Constraint /  Restraint 

is a good example of this in action.38 Opened in February 2020, the physical exhibition was 

forced to close early due to a COVID-19 lockdown. The physical exhibition was designed for 

visitor parti cipation, with spaces to write down thoughts, or express them using a 

megaphone, but these did not translate well to an online environment. However, during this 

 

37 See also Derby Museums (2016).  
38 The Constraint / Restraint exhibition can be explored online at: 

https://v21artspace.com/constraint -restraint  

https://v21artspace.com/constraint-restraint
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period the Museum launched a new co-productive project, Ȭ,ÅÔÔÅÒÓ ÏÆ #ÏÎÓÔÒÁÉÎÔȭ, which 

encouraged visitors to share their experiences of lockdown. The letters, submitted by 

individuals from a variety of backgrounds and age groups, told stories of diverse 

experiences, often utilising emotionally evocative language to help express personal 

responses to and understandings of an unusual situation. A collection of these letters was 

published in 2022, evidencing the differing responses and interpretations of that initial 

lockdown period in a manner that does not shy away from emotional and affective elements. 

ȬDear other, 

I am lost. Please take my hand.ȭ (Letters of Constraint 2022:8). 

Additionally, Waterton and Watson (2015:824) comment on the importance of 

participatory and inclusive practices in designing spaces for bodily movement and affective 

engagement. By embracing participatory practices that incorporate embodied movement 

as part of interpretation, museums can further develop opportunities for affective 

experiences. Indeed, some spaces are already primed for participation. For example, in their 

examination of the castle ruin, Light and Watson (2016:168) comment that the action of 

exploring the castle in order to uncover new areas, and the relative lack of interpretative 

information or staff, can result in the task of meaning-making falling wholly upon the visitor. 

Finally, although there is now a general understanding that emotions play an important role 

in the visiting experience, there have been relatively few attempts in practice to explicitly 

highlight emotional responses or to provide spaces for their expression. Whilst many 

museum visitors experience affective and emotional reactions, unless they are provided 

opportunities to express these responses through, for instance, co-productive techniques, 

they tend to remain hidden. Academic studies therefore, have tended to rely upon in-depth 

interviews in order to understand the complexities and breadth of responses as it is 

otherwise difficult to record and measure emotion (Cameron 2003:16). By creating 

opportunities for visitors to more openly discuss and share their affective and emotional 

responses in conversation with each other and the museum, we not only build further 

professional understanding of effective interpretative design which encompasses emotion 

and affect, but also opportunities to further develop academic study of affect and emotion 

in the museum. 

 

5.2 Emotion and Affect in Videogames 

ȬTo play a game is to make an emotional gambleȢȭ (Juul 2013:14).  

Just as with museum studies, in game studies interest has been growing in exploring how 
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videogames can evoke emotional responses. In part, this is because it has been recognised 

that there are often emotional and affective motivations for engaging with videogames, such 

as a desire to relax, have fun, or to experience feelings in relation to challenge (Lazzaro 

2004:1). In fact, Nacke, Wehre, Stahlke and Noguiera (2016:106) describe the act of playing 

ÇÁÍÅÓ ÁÓ ȬÁÎ ÁÆÆÅÃÔÉÖÅ ÁÃÔÉÖÉÔÙ ÔÈÁÔ ÃÁÎ ÐÒÏÖÉÄÅ ÓÔÒÏÎÇ ÅÍÏÔÉÏÎÁÌ ÅØÐÅÒÉÅÎÃÅÓȭȢ 4ÈÅÒÅ ÁÒÅ 

several aspects of the videogame medium that are particularly relevant in considering their 

potential emotional and affective impact compared to other types of media. Mirroring 

museum studies, scholars researching videogames have increasingly engaged with emotion 

and affect, resulting in literature that more fully explores the varied ways in which 

videogames can evoke such responses. These span from studies on the emotions elicited 

from: gameplay and game mechanics (Calleja et al. 2016; Jagoda 2018, Järvinen 2008; Juul 

2013); the interaction between player and game narrative (Fahlenbrach 2016; Schrier 

2016; Veale 2015) and affective and emotional possibilities in player engagements with 

physical and digital game environments (Frome 2007; Isbister 2016). The diverse 

possibilities evidenced in these studies highlight the rich potential of emotion and affect in 

relation to videogames. The focus of the following section, therefore, will be to identify 

specific emotional and affective affordances of videogames which align with ideas relating 

to museum interpretation. 

 

5.2.1 Emotion and Affect at work in Videogames 

It could be argued that emotion is intrinsic to videogames. Part of the appeal of videogames 

is the opportunity they provide to experience specific emotional responses. Indeed, 

ÖÉÄÅÏÇÁÍÅÓ ÁÒÅ ÃÏÍÍÏÎÌÙ ÃÏÎÓÉÄÅÒÅÄ ȬÆÕÎȭ ÔÏ ÐÌÁÙȟ ÉÍÐÌÉÃÁÔÉÎÇ ÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÔÈÅÉÒ 

emotiÏÎÁÌ ÁÎÄ ÁÆÆÅÃÔÉÖÅ ÅÌÅÍÅÎÔÓȟ ÂÕÔ ×ÈÅÒÅ ÄÏÅÓ ÔÈÉÓ ÉÄÅÁ ÏÆ ȬÆÕÎȭ ÃÏÍÅ ÆÒÏÍȩ ,ÁÚÁÒÒÏ 

(2004:3-υɊ ÓÕÇÇÅÓÔÓ Ô×Ï ÐÏÓÓÉÂÉÌÉÔÉÅÓȡ ÔÈÁÔ ÐÌÁÙÅÒÓ ÆÉÎÄ ÏÖÅÒÃÏÍÉÎÇ ÃÈÁÌÌÅÎÇÅÓ ȬÆÕÎȭ; and 

that videogames provide a rich source of stimuli, immersion and curiosity. Let us explore 

this idea of challenge first. Some of the key pillars of the medium, as discussed in Chapter 

Three, are that videogames have goals, and that videogames require players to overcome 

challenges in order to achieve these goals. As a result, gameplay emotions are ones that 

relate to competition, either against other players or the game itself, and videogames are 

perhaps more similar to sport than to media such as film, with which videogames are 

commonly compared. Frome (2006:19) identifies videogame emotions as being prompted 

ÂÙ Ȭ×ÉÎÎÉÎÇȟ ÌÏÓÉÎÇȟ ÁÃÃÏÍÐÌÉÓÈÍÅÎÔȟ ÁÎÄ ÆÒÕÓÔÒÁÔÉÏÎȭ ɉÓÅÅ ÁÌÓÏ #ÁÌÌÅÊÁ et al. 2016:47; Jagoda 

2018:207). Building upon this, a number of authors in game studies reference the 

ÐÓÙÃÈÏÌÏÇÉÓÔ #ÓÉËÓÚÅÎÔÍÉÈÁÌÙÉ ÁÎÄ ÈÉÓ ÃÏÎÃÅÐÔ ÏÆ ȬÆÌÏ× ÔÈÅÏÒÙȭ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ ÖÉÄÅÏÇÁÍÅÓ 
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(Isbister 2016:40; McGonigal 2012:24; Poole 2004:168). Flow theory explores the 

relationship between challenge and skill which, when well-ÂÁÌÁÎÃÅÄ ÉÎ Á ÓÔÁÔÅ ÏÆ ȬÆÌÏ×ȭȟ ÃÁÎ 

result in an emotionally positive experience. Videogames are especially good at facilitating 

flow, pushing players to the extent of their abilities to provide consistent challenge that 

ÍÁÔÃÈÅÓ ÔÈÅ ÐÌÁÙÅÒȭÓ ÁÂÉÌÉÔÉÅÓ ÁÎÄ ÓËÉÌÌÓ ÁÓ ÔÈÅÙ ÇÒÏ×Ȣ 3ÕÃÃÅÓÓÆÕÌÌÙ ÏÖÅÒÃÏÍÉÎÇ ÃÈÁÌÌÅÎÇÅÓ ÔÏ 

complete a videogame can result in feelings of enjoyment and achievement, making emotion 

inherent to the gameplay experience (Frome 2006:19; Lazzaro 2004:3). Furthermore, 

McGonigal (2012:27) utilises flow theory to discuss the autotelic nature of videogames in 

that when we play, we are self-motivated and self-rewarding. Engaging in videogames, 

-Ã'ÏÎÉÇÁÌ ÁÒÇÕÅÓȟ ÐÒÏÖÉÄÅÓ ÉÎÔÒÉÎÓÉÃ ÒÅ×ÁÒÄÓ ÁÓ ÏÐÐÏÓÅÄ ÔÏ ÍÁÔÅÒÉÁÌ ÏÒ ÅØÔÅÒÎÁÌ ȬÅØÔÒÉÎÓÉÃȭ 

ÒÅ×ÁÒÄÓȢ 2Å×ÁÒÄ ÃÏÍÅÓ ÆÒÏÍ ÔÈÅ ÇÒÏ×ÔÈ ÏÆ ÔÈÅ ÐÌÁÙÅÒ ÔÈÅÍÓÅÌÖÅÓȟ ÔÈÒÏÕÇÈ ÔÈÅ ȬÐÏÓÉÔÉÖÅ 

ÅÍÏÔÉÏÎÓȭ ÁÎÄ ȬÐÅÒÓÏÎÁÌ ÓÔÒÅÎÇÔÈÓȭ ÕÎÃÏÖÅÒÅÄ ÉÎ ÔÈÅ ÅØÐÅÒÉÅÎÃÅ ɉ-Ã'ÏÎÉÇÁÌ ςπρςȡςχɊȢ 4ÈÅ 

importance of emotions in videogames, then, is well established. 

Yet, as Järvinen notes, emotional responses to videogames are not always positive. In 

particular, frustration and failure are common when players are unable to overcome 

videogame challenges. It is unusual that we would actively seek out an experience that we 

often take great pains to avoid, and perhaps even stranger that the experience of failing 

could be considered enjoyable (Juul 2013, see also Anable 2018). As such, Juul interrogates 

the topic of failure extensively in his essay The Art of Failure (2013) and provides several 

possible explanations for why players are more likely to accept failure in a videogame 

context. When we fail in a videogame, Juul argues, it generally does not have real-life 

consequences and therefore failure and its accompanying emotional responses are 

ÃÏÎÓÉÄÅÒÅÄ ȬÓÁÆÅȭ ɉ*ÕÕÌ ςπρσȡτɊȢ )Ô ÉÓ ÁÌÓÏ ÐÏÓÓÉÂÌÅ ÔÈÁÔ ×Å ÁÃÃÅÐÔ ÆÁÉÌÕÒÅ ÉÎ ÖÉÄÅÏÇÁÍÅÓ 

because it is a common part of the game experience ɀ we cannot overcome some challenges 

without first learning how to through failure. As Juul points out, as with real life, failure in 

videogames allows us to better understand the details of the challenge, identify our 

mistakes or gaps in skill, and change, adapt, or improve ourselves in order to eventually 

succeed (Juul 2013:59). Veale (2015:8) further comments that continued failure can cause 

players to grow angry at themselves if they see the failure as a result of their own 

inadequacies, but that they will tend to try again regardless. Perhaps, then, when 

appropriate videogames could provide an avenue for museums to explore certain emotional 

and affective experiences in ways that other mediums cannot. 

Returning to ,ÁÚÚÁÒÏȭÓ ÅØÐÌÏÒÁÔÉÏÎ ÏÆ ÆÕÎȟ there are also emotional and affective 

implications of videogames as rich, stimulating experiences, which can be explored in how 

videogames immerse or engage players using different aesthetic, spatial, and interactive 
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elements. The participatory nature of gameplay creates possibilities for emotional 

experiences as videogames require the player to be active and engaged, investing 

themselves in the game (Calleja 2011:23; Nørgård 2016:90; Perron 2016:192). Calleja, 

Herrewijn and Poels (2016:47) build upon this idea by noting that playing entails emotional 

investment, and players will likely experience general emotions such as pleasure or interest. 

However, Järvinen (2008:90) argues that we should not attempt to define a specific relation 

between a game mechanic and an emotional response, which echoes the previous 

discussion on the individual nature of emotional and affective experience. Instead, Järvinen 

notes that videogames and their agents, objects and events can creatÅ ȬÅÌÉÃÉÔÉÎÇ ÃÏÎÄÉÔÉÏÎÓȭ 

ÆÏÒ ÅÍÏÔÉÏÎÁÌ ÒÅÓÐÏÎÓÅÓȢ )Ô ÉÓ ÔÈÒÏÕÇÈ ÉÎÔÅÒÁÃÔÉÏÎ ×ÉÔÈ Á ÇÁÍÅȭÓ ÍÅÃÈÁÎÉÃÓȟ ÃÏÎÔÒÏÌÓȟ 

structures, rules, and systems that players come to navigate and understand the game 

(Jagoda and McDonald 2018:177; Perron 2016:190). This also relates to understandings of 

play and its relationship with both fun and the negotiation and understanding of rules, 

objects, other players, and the wider meanings of the game itself (Huizinga 2003). As such, 

there are many elements of videogame design that can create opportunities for emotion and 

affect. The allowances or limitations created through the use of specific mechanics and 

ÄÅÓÉÇÎ ÅÌÅÍÅÎÔÓ ÃÁÎ ÈÁÖÅ Á ÓÉÇÎÉÆÉÃÁÎÔ ÉÍÐÁÃÔ ÏÎ ÔÈÅ ÉÎÄÉÖÉÄÕÁÌ ÐÌÁÙÅÒȭÓ ÅÍÏÔÉÏÎÁÌ ÒÅÓÐÏÎÓÅ 

to a videogame. 

Perhaps the clearest illustration of this is through the establishment of genre conventions 

and how videogames are designed to build a specific tone or mood. Isbister (2016:52) 

ÉÄÅÎÔÉÆÉÅÓ ÈÏ× Á ÇÁÍÅȭÓ ÍÅÃÈÁÎÉÃÓȟ ÂÙ ÄÅÆÉÎÉÎÇ ×ÈÉÃÈ ÍÏÖÅÍÅÎÔÓ ÁÎÄ ÉÎÔÅÒÁÃÔÉÏÎÓ ÁÒÅ 

possible to the player, can set the emotional tone and affective atmosphere of a game. 

Isbister uses the example of the player avatar in LittleBigPlanet (2008), a platform puzzle 

ÇÁÍÅ ÄÅÓÉÇÎÅÄ ÁÒÏÕÎÄ ÔÈÅ ÔÁÇÌÉÎÅ Ȭ0ÌÁÙȟ #ÒÅÁÔÅ, 3ÈÁÒÅȭȟ ÁÓ ÁÎ ÉÌÌÕÓÔÒÁÔÉÏÎ. Part of the way 

LittleBigPlanet creates a child-like, playful tone is in how it utilis es a physics engine that 

makes player movements exaggerated and often humorous (Isbister 2016:49-52). This is 

particularly interesting considering its affective implications as interacÔÉÏÎ ×ÉÔÈ ÔÈÅ ÇÁÍÅȭÓ 

mechanics requires players to use hand movements to manipulate controllers or keyboards 

and in the cases of certain controller systems, also involves haptic feedback. In some cases, 

this has been taken to an extreme. In Octodad: Dadliest Catch (2010) you play as an octopus 

attempting to pass as a human. The videogame movement mechanics are made intentionally 

difficult to control, provoking both amusement and frustration at the unpredictable and 

often hilarious movements of the player-character [Fig 5.5]. The unwieldy nature of the 

ÃÏÎÔÒÏÌÓ ÁÌÉÇÎÓ ×ÉÔÈ ÔÈÅ ÇÁÍÅȭÓ ÁÄÖÅÎÔÕÒÅ ÇÅÎÒÅȟ ×ÈÉÃÈ ÒÅÑÕÉÒÅÓ ÔÈÅ ÐÌÁÙÅÒ ÔÏ ÅØÐÌÏÒÅ ÁÎÄ 

solve puzzles in order to progress, and the comedic tone of the story in which an octopus 

pretends to be human. Furthermore, games such as these also help address questions 
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ÁÒÏÕÎÄ ÔÈÅ ÐÕÂÌÉÃȭÓ ÂÒÏÁÄ familiarity and comfort with videogames. If players find it difficult 

to control a character effectively, this is likely to result in failure and frustration, as Juul 

noted, yet in games such as Octodad: Dadliest Catch this issue is overcome by making 

movement unwieldy for any player regardless of their level of experience with videogames. 

However, it is still important to discuss these barriers. Whilst an increasing percentage of 

the population are familiar with the videogame medium, as discussed in Chapter One, this 

familiarity cannot be guaranteed and remains a particularly important consideration in the 

creation of museum videogames ɀ an importance heightened by the emotional and affective 

potentials of the medium. 

To give another example of affective enÖÉÒÏÎÍÅÎÔÁÌ ÄÅÓÉÇÎ ÉÎ ÖÉÄÅÏÇÁÍÅÓȟ #ÁÌÌÅÊÁȭÓ ɉςπρρɊ 

examination of F.E.A.R (2005), a psychological horror game, provides useful insight. In 

F.E.A.R - much like museum exhibitions such as in the grid-based design of the Holocaust 

exhibition explored in Chapter Four (Hourston Hanks 2012) - aesthetic design elements and 

navigational and interactional possibilities work together to construct an emotional tone. A 

combination of various aesthetic, narrative, and gameplay elements build an immersive 

experience that engages players imaginatively and sensorily (Nacke and Lindley 2010:3). 

Calleja comments that the pacing of F.E.A.R, which switches from quick combat sequences 

to calmer areas, is designed to maximise both excitement and anticipation, as players might 

be placed in combat or frightening environments with little warning. In terms of aesthetics 

and navigation, levels in F.E.A.R are often dimly lit with lots of twists and turns that obscure 

Fig 5.5: A player attempts to pick up items in Octodad: Dadliest Catch, evidencing the difficulty of 
controlling the player-character. 
Image © Young Horses.  
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the path forward and provide hiding spots, contributing to a sense of anticipation and 

tension. In particular, Calleja highlights how the designers used player expectations of 

normal game design against them in order to evoke a sense of shock and horror. In F.E.A.R, 

ÇÁÍÅ ÏÂÊÅÃÔÓ ÍÏÖÅ ÕÎÅØÐÅÃÔÅÄÌÙ ÁÎÄ ×ÉÔÈÏÕÔ ÔÈÅ ÐÌÁÙÅÒȭÓ ÉÎÐÕÔȢ )ÔÅÍÓ ÆÌÙ ÏÆÆ ÓÈÅÌÖÅÓ ÁÎÄ 

lÉÇÈÔÓ Ó×ÁÙȢ 4ÏÇÅÔÈÅÒȟ ÔÈÅÓÅ ÁÅÓÔÈÅÔÉÃ ÁÎÄ ÍÅÃÈÁÎÉÃÁÌ ÅÌÅÍÅÎÔÓ ÂÕÉÌÄ Á ȬÃÏÇÎÉÔÉÖÅȟ ÅÍÏÔÉÏÎÁÌ 

ÁÎÄ ËÉÎÁÅÓÔÈÅÔÉÃ ÆÅÅÄÂÁÃË ÌÏÏÐȭ ÂÅÔ×ÅÅÎ ÔÈÅ ÇÁÍÅ ÁÎÄ ÔÈÅ ÐÌÁÙÅÒ ×ÈÉÃÈ ÈÁÓ ÔÈÅ ÐÏÔÅÎÔÉÁÌ 

ÔÏ ÓÔÒÏÎÇÌÙ ÉÎÆÌÕÅÎÃÅ Á ÐÌÁÙÅÒȭÓ ÅÍÏÔÉÏÎÁÌ ÒÅÓÐÏÎÓÅÓ ɉ#ÁÌÌÅÊÁ ςπρρȡςπɊȢ 4ÈÅÒe has been 

criticism of the emphasis on videogame graphics in particular, with authors arguing that it 

can come at the expense of other elements of gameplay (Perron 2016). Yet, Järvinen (2008) 

makes the important point that graphics are an important elemenÔ ÏÆ Á ÇÁÍÅȭÓ ÁÅÓÔÈÅÔÉÃ 

ÓÔÉÍÕÌÉȟ ÁÌÏÎÇÓÉÄÅ ÏÔÈÅÒ ÆÁÃÔÏÒÓ ÓÕÃÈ ÁÓ ÓÏÕÎÄ ÅÆÆÅÃÔÓȟ ÍÕÓÉÃȟ ÁÎÄ ÔÅØÔȢ Ȭ&ÌÁÓÈÙ ÇÒÁÐÈÉÃÓȭȟ 

ÔÈÅÒÅÆÏÒÅȟ ÁÒÅ ȬÎÏÔ ÊÕÓÔ ÅÙÅ ÃÁÎÄÙ ÂÕÔ ÁÎ ÉÍÐÏÒÔÁÎÔ ÁÎÔÅÃÅÄÅÎÔ ÏÆ ÔÈÅ ÐÌÁÙ ÅØÐÅÒÉÅÎÃÅ ÁÓ ÁÎ 

ÅÍÏÔÉÏÎÁÌ ÅØÐÅÒÉÅÎÃÅȭ ɉ*ßÒÖÉÎÅÎ ςππψȡωυ-96). Indeed, the colourful graphic design used in 

Octodad: Dadliest Catch adds to the playful emotional tone, just as the dark colours and 

textures of F.E.A.R build an atmosphere of tension. Finally, whilst these individual elements 

ÃÁÎ ÉÍÐÁÃÔ Á ÐÌÁÙÅÒȭÓ ÅÍÏÔÉÏÎÁÌ and affective responses, videogames are arguably most 

effective at creating emotional and affective opportunities when the design elements used 

contribute to a coherent whole. 

 

5.2.2 Telling Stories Differently: Choice and Empathy 

As explored in Chapters Three and Four, the way narrative is implicated within videogames 

often differs from other mediums. Perron (2005:3) compares the ways videogames use 

ÎÁÒÒÁÔÉÖÅ ÔÏ ȬÃÌÁÓÓÉÃÁÌ ÎÁÒÒÁÔÉÏÎȭȟ ×ÈÉÃÈ ÉÓ ÁÖÁÔÁÒ-centred, and object and action-orientated. 

Indeed, the active positioning of the player has implications for how players might respond 

emotionally and affectively to games and the stories they tell. It is interesting that 

videogames, which have been criticised for having underdeveloped narratives and 

ÃÈÁÒÁÃÔÅÒÓ ÃÏÍÐÁÒÅÄ ÔÏ ÏÔÈÅÒ ÍÅÄÉÕÍÓȟ ÓÔÉÌÌ ÃÏÍÍÏÎÌÙ ȬÇÅÎÅÒÁÔÅ ÎÁÒÒÁÔÉÖÅ ÅÍÏÔÉÏÎÓȭ ÔÈÁÔ 

ÁÒÉÓÅ ÉÎ ÄÉÒÅÃÔ ÒÅÓÐÏÎÓÅ ÔÏ ÔÈÅ ÎÁÒÒÁÔÉÖÅ ÁÎÄ ÔÈÅ ÐÌÁÙÅÒȭÓ ÒÏÌÅ ×ÉÔÈÉÎ ÉÔ ɉ&ÒÏÍÅ ςππχȡψσςɊȢ 

Fahlenbach (2016:142) also makes a clear differentiation between gameplay emotions and 

emotions arising from narrative. Whilst this can be a helpful distinction when examining 

ÔÈÅ ÅÍÏÔÉÏÎÁÌ ÉÍÐÁÃÔ ÏÆ Á ÓÐÅÃÉÆÉÃ ÖÉÄÅÏÇÁÍÅȭÓ ÎÁÒÒÁÔÉÖÅȟ ÉÔ ÉÓ ÁÌÓÏ ÉÍÐÏÒÔÁÎÔ ÔÏ ÃÏÎÓÉÄÅÒ 

that the progression of videogame narratives often has ÉÍÐÌÉÃÁÔÉÏÎÓ ÉÎ ÒÅÇÁÒÄÓ ÔÏ ÔÈÅ ÇÁÍÅȭÓ 

mechanics and design, and vice-versa. Within games, these elements are deeply linked. As 

Calleja et al. (2016:44) note, game narratives not only provide context in the form of 

worldbuilding and story progression, ÔÈÅÙ ÁÌÓÏ ÇÉÖÅ ÔÈÅ ÐÌÁÙÅÒȭÓ ÁÃÔÉÏÎÓ ÃÏÎÔÅØÔȟ ÂÅÓÔÏ×ÉÎÇ 
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those actions with an additional layer of meaning. As such, the experience of gameplay and 

narrative feed into each other to build an affective and emotional potential that can 

supersede the potential of the individual parts.  

4ÈÅ ÉÍÐÌÉÃÁÔÉÏÎ ÏÆ ÂÏÔÈ ÎÁÒÒÁÔÉÖÅ ÁÎÄ ÇÁÍÅÐÌÁÙ ÉÎ Á ÇÁÍÅȭÓ ÅÍÏÔÉÏÎÁÌ ÁÎÄ ÁÆÆÅÃÔÉÖÅ 

potential further highlights the importance of the player, in particular, player choice. Veale 

(2015:1) argues the inclusion of choices means that players are more likely to become 

emotionally invested in the outcome. Though the depth of investment will depend on how 

the videogame has been designed, and each individual playerȭÓ ÅØÐÅÒÉÅÎÃÅ. The impact of 

player choice is perhaps clearest in games that are designed to include multiple possible 

narrative journeys. By giving players choices, games implicate the possibility that players 

might incur consequences as a result of their choices (Perron 2016:199). Yet, as Holmes 

ɉςπρςȡτςɊ ÎÏÔÅÓȟ Ȭ×ÉÔÈÏÕÔ ÃÏÎÓÅÑÕÅÎÃÅÓȟ ÃÈÏÉÃÅÓ ÁÒÅ ÍÅÁÎÉÎÇÌÅÓÓȭ ÂÅÃÁÕÓÅ ÔÈÅÙ ÁÒÅÎȭÔ ÔÒÕÌÙ 

choices if nothing changes. Veale (2015) expands upon this by suggesting that the emotional 

and affective potential of choice and conseÑÕÅÎÃÅ ÉÓ ÉÎÈÅÒÅÎÔÌÙ ÌÉÎËÅÄ ÔÏ ÔÈÅ ÐÌÁÙÅÒȭÓ 

perceptions of responsibility. Building upon the discussion in Chapter Four regarding 

connections between players and avatars, Veale argues that when a player makes a choice 

that has consequences, for the story or characters (including the player-character), they 

become responsible for those consequences, ÁÓ ÔÈÅÙ ×ÅÒÅ ÏÆ ÔÈÅ ÐÌÁÙÅÒȭÓ ÍÁËÉÎÇ ɉ6ÅÁÌÅ 

2015:5-6). Of course, these consequences and their potential emotional implications can be 

either negative or positive, or unique to the videogame medium. Isbister (2016:25) suggests 

ÔÈÁÔ Á ÖÉÄÅÏÇÁÍÅȭÓ ÁÂÉÌÉÔÙ ÔÏ ÅÖÏËÅ ÆÅÅÌÉÎÇÓ ÏÆ ÇÕÉÌÔ ×ÈÅÎ ÐÌÁÙÅÒ ÃÈÏÉÃÅÓ ÒÅÓÕÌÔ ÉÎ ÎÅÇÁÔÉÖÅ 

ÃÏÎÓÅÑÕÅÎÃÅÓ ÉÓ ȬÁ ÆÉÃÔÉÏÎÁÌ ÅØÐÅÒÉÅÎÃÅ ÕÎÉÑÕÅ ÔÏ ÇÁÍÅÓȭȢ !Ó ÓÕÃÈȟ ÉÎ ÖÉÄÅÏÇÁÍÅÓ ÔÈÅ ÐÌÁÙÅÒ 

has control over, and can be seen as responsible for, changes to the narrative.  

The relationship between gameplay, narrative, and players and can also have an impact on 

the intensity or breadth of emotional and affective responses. Videogame narratives are 

interacted with in a manner that is often very direct, and which has emotional and affective 

implications. Perron (2016:203) notes that this direct interaction with narrative results in 

feeling towards videogame representations that are less distant and can be more intense 

than in other media. Frome (2016) suggests that when players engage with a videogame, 

their focus is often split between different elements such as gameplay and narrative as such, 

players are not able to process the emotions they experience to their fullest extent, and 

certain emotions are better  evoked during scripted elements such as cut-scenes. Indeed, 

player focus is not only split between the narrative and the gameplay, but also between the 

different types of emotions evoked by gameplay and narrative, which implicate each other 

and can sometimes conflict. Veale (2015:9) argues that players build up an affective 
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investment through engagement with gameplay, player choices and actions, and their 

narrative repercussions for characters and situations. Veale (2015:10) also comments that 

×ÈÅÎ ×Å ÐÌÁÙ Á ÖÉÄÅÏÇÁÍÅȟ ×Å ÄÏ ÎÏÔ ÈÁÖÅ ÔÈÅ ÓÁÍÅ ȬÁÆÆÅÃÔÉÖÅ ÍÅÄÉÁÔÉÏÎȭ ÁÓ ×Å ×ÏÕÌÄ ÉÎ 

ÏÔÈÅÒ ÍÅÄÉÁ ÂÅÃÁÕÓÅ ×Å ÁÒÅ ÎÏÔ ÒÅÓÐÏÎÄÉÎÇ ÔÏ Á ÃÈÁÒÁÃÔÅÒȭÓ ÒÅÁÃÔÉÏÎȟ ÂÕÔ ÉÎÓÔÅÁÄ ÁÒÅ 

responding directly to events that we have ourselves influenced and shaped. Emotional and 

affective responses to games therefore have the potential to be deeply impactful. 

Take the example of The Last of Us (2013). The Last of Us follows two primary characters, 

Joel and Ellie, in a dystopian future where much of humanity has been wiped out by a fungal 

virus. Joel, who lost his young daughter at the outbreak of this virus, acts as a reluctant guide 

and protector for Ellie, a teenage girl immune to the virus, as they travel across America in 

the hopes that a cure might be developed. During the course of the game and following 

numerous encounters with danger the two characters become increasingly attached to each 

other, eventually forming a father-daughter bond. In the game, players have little control 

over the narrative outcome, but the story nevertheless had a strong emotional impact.39 The 

Last of Us tends to deliver the most emotionally charged parts of the narrative, such as 

confrontations between characters, in cut-scenes where the player is fully focused on the 

story and therefore open to intense emotional and affective responses. But these moments 

would likely not have the same impact had players not developed a sense of affective 

responsibility towards the characters who, at different points in the game, both act as the 

player-character. Indeed, the most pivotal and controversial choice in the story of The Last 

of Us, whether or not to sacrifice Ellie in the hopes that her immunity might save the world, 

is one the player has no choice in. It is scripted. Joel will always choose to save Ellie. Yet, the 

moment is emotionally impactful because, as Veale argues, players have undertaken choices 

as these characters and become invested in the outcome of their stories. Therefore, 

completing the final section of the game where players are required to kill both enemies and 

innocents in order to reach Ellie might evoke a sense of achievement, but the morally-grey 

accompanying narrative complicates the emotional impact, resulting in diverse responses. 

This raises further questions around the ability of videogames to evoke empathy and tackle 

ethical issues. If sympathy in videogames is where the player is aware of the emotional state 

 

39 Many reviews discuss the emotional impact of The Last of Us. See, for example reviews by Colin 

Moriarty for IGN, available at: https://www.ign.com/articles/2013/06/05/the -last-of-us-review; 

Philip Kollar for Polygon, available at: https://www.polygon.com/2013/6/5/4396286/the -last-of-

us-review; and Chad Sapieha for the Financial Post, available at: 

https://financialpost.com/technology/gaming/the -last-of-us-is-a-terrifying -beautiful-emotional-

tour-de-force 

https://www.ign.com/articles/2013/06/05/the-last-of-us-review
https://www.polygon.com/2013/6/5/4396286/the-last-of-us-review
https://www.polygon.com/2013/6/5/4396286/the-last-of-us-review
https://financialpost.com/technology/gaming/the-last-of-us-is-a-terrifying-beautiful-emotional-tour-de-force
https://financialpost.com/technology/gaming/the-last-of-us-is-a-terrifying-beautiful-emotional-tour-de-force
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of a character or situation, empathy is where the emotional distance is removed and players 

ÔÒÙ ÔÏ ÃÏÍÐÒÅÈÅÎÄ ÁÎ ÅÍÏÔÉÏÎÁÌ ÓÉÔÕÁÔÉÏÎ ÆÏÒ ÔÈÅÍÓÅÌÖÅÓȟ ÔÏ ÔÒÕÌÙ ȬËÎÏ×ȭ ÈÏ× ÔÈÅ ÃÈÁÒÁÃÔÅÒ 

feels (Perron 2016:196). The ability of videogames to put players in ÁÎÏÔÈÅÒȭÓ ÓÈÏÅÓȟ 'ÅÅ 

ɉςπρρȡσυσɊ ÁÒÇÕÅÓȟ ÃÒÅÁÔÅÓ ÁÎ ÅÎÖÉÒÏÎÍÅÎÔ ÔÈÁÔ ÅÎÃÏÕÒÁÇÅÓ ÒÅÆÌÅÃÔÉÏÎ ÏÎ ÁÎÏÔÈÅÒȭÓ 

situation or perspective, and therefore an environment capable of producing empathy. As 

such, it has been argued that videogames have the potential to create particularly powerful 

empathic connections and to provide opportunities to practice skills related to empathy, 

such as ethical decision making (Isbister 2016:2; Schrier 2016:42). This is perhaps most 

obvious in videogames that represent real-life situations. As Perron (2016:191) comments, 

players will often compare imagined situations with real situations in order to decide how 

to respond. This suggests that videogames, especially games that tackle real-world issues, 

can create space for the development of empathic, ethical, and moral-based decision 

making. This is of particular interest when considering the affordances of games for 

museum interpretation.  

A videogame that effectively, yet simply, evokes emotional and empathetic responses in 

relation to a historical event is Hush (2008). Hush is a simple game about a mother trying to 

Fig 5.6: Hush gameplay. A failure to type the correct letter in type is indicated with the letter 
turning red. 
Image © Jamie Antonisse.  
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calm her sleeping baby - a situation that is perhaps universally recognisable and, depending 

on the player, may result in an emotional or empathic connection to the character of the 

mother. The game mechanics of Hush are simple: to succeed the player must quickly and 

accurately press keys on their keyboard that correspond to letters that appear on the screen 

[Fig 5.6]Ȣ )Ô ÉÓ ÔÈÅ ÃÏÎÓÅÑÕÅÎÃÅ ÏÆ ÆÁÉÌÕÒÅȟ ÁÎÄ ÔÈÅ ÐÌÁÙÅÒȭÓ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÔÈÅ ÃÏÎÔÅØÔ ÏÆ 

the game, that has perhaps the greatest potential to evoke empathic and emotional impact. 

Failing to type the correct letters makes the baby cry and footsteps approach, fail enough 

times and a gunshot is heard before the screen fades to black. Actions and consequences in 

Hush build a sense of responsibility for the player-character, as both player and character 

work in narrative union to calm the child. The sense of tension evoked reflects real 

experiences, for Hush is set during the Rwandan Genocide and you play as a Tutsi mother 

hiding from Hutu soldiers, a context that is briefly introduced at the start of the game after 

an introduction to the game mechanics. Yet, as with interpretation in museums, it is 

important to consider that player responses to Hush likely differ depending on individual 

knowledge of the historical context, which is not explained in detail in the game. As such, 

taking into account the individuality of players is also important. 

 

5.2.3 Emergent Gameplay and Player Experiences 

Much as in museum studies, game studies academics have recognised the importance of 

understanding the player as an individual who may have very different emotional 

experiences based on the knowledge, intentions, and pre-conceptions they bring with them. 

As 'ÒÏÄÁÌ ɉςππσȡρυπɊ ÓÔÁÔÅÓȟ ȬÔÈÅ ÐÌÁÙÅÒȭÓ ÅÍÏÔÉÏÎÁÌ ÅØÐÅÒÉÅÎÃÅ ÉÓ Á ÐÅÒÓÏÎÁÌÉÚÅÄ ÏÎÅȭȢ 

Building on this, Frome (2007:833) comments that player responses are distinct and 

ÄÉÆÆÅÒÅÎÔ ÁÓ ȬÅÁÃÈ ÐÅÒÓÏÎ ÄÒÁ×Ó ÏÎ Á ÕÎÉÑÕÅ ÎÅÔ×ÏÒË ÏÆ ÍÅÎÔÁÌ ÁÓÓÏÃÉÁÔÉÏÎÓȭ ×ÈÅÎ ÔÈÅÙ Ðlay, 

prior knowledge and experiences that influence the type and intensity of individual 

emotional responses. This can be related directly back to our examination theory in Chapter 

Three as each person, when they undergo the process of cognitive appraisal, appraises 

against different structures and criteria, resulting in unique emotional responses. Equally, 

as previously mentioned, players often engage with games because they are seeking an 

emotional experience (Calleja 2011:19). This not only suggests that players perceive 

videogames as capable of producing emotional experiences, and as a result may approach 

videogames with an openness to being emotionally affected, but that they might choose to 

play one game over another based on its potential to evoke the type of emotional experience 

they are seeking. For example, a player looking for an intense emotional experience may 

choose a horror game such as F.E.A.R, whilst a player looking to relax and express their 
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creativity might choose an Animal Crossing game. Even then, the motivations of one player 

in choosing a specific game may well be different to another player. Equally, fluctuation in 

goals, skillsȟ ÁÎÄ ÍÏÔÉÖÁÔÉÏÎÓȟ ÃÏÍÂÉÎÅÄ ×ÉÔÈ ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ ÐÒÉÏÒ ÅØÐÅÒÉÅÎÃÅ ×ÉÔÈ Á ÇÁÍÅȟ 

may over time result in an individual player experiencing a variety of emotions in response 

to the same situation (Grodal 2003:150). For instance, fear may become negated as an 

encounter or scenario becomes expected, and frustration may be overcome as difficult 

obstacles are successfully navigated. Playing a game involves undertaking a personalised 

emotional journey. 

With the knowledge that all players are different and come to the game with different prior 

knowledge and expectations the concept of emergent gameplay, where players interact 

with videogame rules in unexpected ways beyond their original intended purpose, as 

discussed in Chapter Four, again becomes useful and applicable. This type of gameplay 

experience is personal because it relies on individual players using their agency and 

creativity to explore the tools the game provides in unique ways. The most common 

example of this is in the exploitation of game rules and glitches in order to overcome 

challenges. Such exploitation can result in a sense of triumph when an unexpected, and 

sometimes humorous way to overcome an obstacle is discovered. A particularly well -known 

example is the use of grenades to climb walls in Deus Ex (2000). As the grenades are 

designed to stick to surfaces, players discovered they could be placed on walls and jumped 

upon in order to climb and reach areas that players were not supposed to find.40 My own 

experience of exploiting the rules and mechanics of Hollow Knight (2017) resulted in 

experiences that evoked various emotions including amusement and triumph. For instance, 

it is possible to use one of the charm abilities in the game, which causes damage to enemies 

ÄÕÅ ÔÏ ÉÔÓ ȬÈÅÒÏÉÃ ÏÄÏÕÒȭ, to comically defeat major enemies by simply standing next to them. 

A different exploit, which takes advantage of a glitch where opening the map allows players 

to bypass a major fight, can in fact trap players in one area of the game. As winning the fight 

unlocks a key movement ability, without it players are unable to either progress further or 

ÒÅÔÒÁÃÅ ÔÈÅÉÒ ÓÔÅÐÓȢ 4ÈÅ ÏÎÌÙ ×ÁÙ ÔÏ ÅÓÃÁÐÅ ÔÈÉÓ ÓÉÔÕÁÔÉÏÎ ɉËÎÏ×Î ÃÏÌÌÏÑÕÉÁÌÌÙ ÁÓ Á ȬÓÏÆÔÌÏÃËȭɊ 

is to restart the game, completely erasing any progress the player had made up until that 

point and forcing them to start again. 

Player engagements with The Sims, a game that simulates real life, have also led to a 

significant amount of what could be considered emergent gameplay. Isbister (2016:39) 

 

40 The grenade wall-climb technique in Deus Ex is explained at: 

https://www.youtube.com/watch?v=qwXqvCBWMVE  

https://www.youtube.com/watch?v=qwXqvCBWMVE
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explores how players, creatively using the games mechanics which allow them to directly 

control characters or let them have autonomy, and image and movie capture tools, created 

stories that tackle real-life and often emotionally charged issues. A notable example is the 

story of Alice and Kev created by Sims player roBurky which explores homelessness. The 

story discusses emotions in relation to the characters and their situation, and how roBurky 

ÁÎÄ ÔÈÅ ÓÔÏÒÙȭÓ ÒÅÁÄÅÒÓ ÉÎÔÅÒÐÒÅÔÓ ÔÈÅÉÒ ÁÃÔÉÏÎÓȢ Ȭ)ÔȭÓ ÔÈÅÎ ÔÈÁÔ ÓÈÅ ɍ!ÌÉÃÅɎ ÁÐÐÅÁÒÓ ÔÏ ÓÎÁÐȟ 

and surprises me by coming back with ÓÏÍÅ ÉÎÓÕÌÔÓ ÏÆ ÈÅÒ Ï×Îȣ !ÎÄ ÍÏÓÔ ÏÆ ÉÔ ×ÁÓ ÅÎÔÉÒÅÌÙ 

×ÉÔÈÏÕÔ ÁÎÙ ÉÎÔÅÒÖÅÎÔÉÏÎ ÆÒÏÍ ÍÅȭȢ 41 Considering emergent gameplay as an ongoing and 

evolving process of interaction between player and game through which individual players 

define their experience of the game based on their cognitive and emotional understandings 

(Calleja et al. 2016:53; Jagoda and McDonald 2018:177; Nørgård 2016:97), it can be seen as 

not dissimilar to museum interpretation. When players engage with a videogame, they 

engage in an individual process of communication that results in the construction of a 

ÐÅÒÓÏÎÁÌÉÓÅÄ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÔÈÅ ÇÁÍÅȭÓ ÍÅÁÎÉÎÇȟ ÂÕÉÌÔ ÕÐÏÎ ÈÏ× ÔÈÅÙ ÈÁÖÅ ÉÎÔÅÒÁÃÔÅÄ 

with, influenced, and become emotionally and affectively involved in the progression of the 

game and its narrative. As a result, designing emotional and affective opportunities into a 

game requires recognition that games cannot define the emotional or affective responses of 

individual players, instead designers can create game mechanics, rules, and narratives that 

provide space for players to engage in emergent gameplay.  

 

5.2.4 Spatial and Social Contexts 

Finally, let us briefly consider ideas of space and context, and their impact on emotional and 

affective possibilities. The specific situation, context or space within which a game is 

interacted with can affect a playerȭs emotional and affective responses. Frome (2007:834) 

explores how different factors and the connections between them, such as game narrative 

and the sensory environment in which the game is played, impact upon emotional 

responses. For example, Alien: Isolation (2014) is a horror game. The game is designed to 

build tension, uncertainty, and fear through a mixture of its visual and audio design. Dim 

visuals mean that the player has a limited ability to see obstacles or enemies, navigation 

through the game space is made difficult, and the audio is designed to put players on edge 

through a mixture of in-game sounds such as banging or rattling, and the soundtrack, with 

 

41 The full Ȭ!ÌÉÃÅ ÁÎÄ +ÅÖȭ ÓÔÏÒÙ ÏÆ ÈÏÍÅÌÅÓÓness as explored in the Sims 3 is available at: 

https://aliceandkev.wordpress.com/   

This spÅÃÉÆÉÃ ÑÕÏÔÅ ÉÓ ÆÒÏÍ ÔÈÅ ÃÈÁÐÔÅÒ Ȭ'ÒÏ×ÉÎÇ 5ÐȭȢ 4ÈÅ ÃÏÍÍÅÎÔÓ ÓÅÃÔÉÏÎÓ ÁÌÓÏ ÅÖÉÄÅÎÃÅ ÔÈÅ 

variety of emotional responses readers had to the story. 

https://aliceandkev.wordpress.com/
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discordant or intense music. However, even then the affective response of the player cannot 

be guaranteed by the designer, who has no control over either the players personal context, 

or the spatial context in which the game will be experienced. As such, affective responses to 

playing Alien: Isolation alone in a darkened room which complements the games 

environment and tone, are likely to be very different to the affective responses if it is played 

ÉÎ Á ÂÒÉÇÈÔȟ ÏÐÅÎ ÓÐÁÃÅ ×ÈÉÃÈ ÊÕØÔÁÐÏÓÅÓ ÔÈÅ ÇÁÍÅȭÓ ÁÔÍÏÓÐÈÅÒÅȢ  

Frome (2006:22) develops a framework which explores ȬÁÃÔÏÒÓȭȟ ÔÈÏÓÅ ÁÃÔÉÖÅÌÙ ÐÌÁÙÉÎÇ ÔÈÅ 

game, ÁÎÄ ȬÏÂÓÅÒÖÅÒÓȭ, who watch the players but do not directly engage with the game 

themselves, in terms of emotion and affect. The acknowledgement of ȬÏÂÓÅÒÖÅÒÓȭ ÁÎÄ social 

context is especially relevant considering the rise of videogame spectatorship on platforms 

such as Twitch. However, it is in multiplayer games that the impact of social interactions on 

emotional dynamics is especially clear. Isbister (2016) comments that cooperative 

multiplayer gameplay can have a positive emotional effect on players through the enacting 

of social interactions and the need for coordination between players. Social interactions in 

multiplayer games, Isbister (2016:53) argues, can create shared emotional experiences. 

Isbister (2016:109) also comments that the formation of emotional bonds in online 

multipl ayer games is especially interesting because players create these connections 

without the usual in-person cues used to build relationships. Therefore, the tools 

multiplayer games provide which allow players to interact, and the level and depth of 

interaction that these tools offer, will influence how emotional bonds are formed as well as 

the depth and intensity of these connections. Journey (2012) is a particularly interesting 

example of a game which can be played individually or as a cooperative multiplayer 

experience. If players choose to play cooperatively in Journey, the game will randomly pair 

players with complete strangers. Journey also only provides simplistic communication tools 

ÆÏÒ ÐÌÁÙÅÒÓȠ ÐÌÁÙÅÒÓ ÃÁÎ ȬÔÁÌËȭ ÕÓÉÎÇ ÓÏÕÎÄÓ ÔÈÁÔ ÍÉÍÉÃ ÍÕÓÉÃÁÌ ÃÈÉÍÅÓȟ ÁÎÄ ÏÎÅ ÐÌÁÙÅÒ ÃÁÎ 

ÃÈÁÒÇÅ ÁÎÏÔÈÅÒȭÓ ÊÕÍÐ ÁÂÉÌÉÔÙ ÂÙ ÓÔÁÎÄÉÎÇ ÎÅÁÒ ÔÈÅÍȢ !Ó Á ÒÅÓÕÌÔȟ Journey requires players 

to develop both unique and universal systems of communication, using these tools and 

character movement to express their intentions and desires. The emotional bonds formed 

vary as a result, with some players barely interacting, perhaps limited by the restrictions of 

the game mechanics, whilst others appear to form deep relationships. Indeed, one player 

new to Journey ÄÅÓÃÒÉÂÅÄ ÈÏ× ÔÈÅÙ ȬÄÒÅ× Á ÈÅÁÒÔ ÉÎ ÔÈÅ ÓÎÏ×ȭ ×ÉÔÈ ÔÈÅÉÒ ÃÈÁÒÁÃÔÅÒ ÔÏ ÔÈÁÎË 

their more experienced companion for their kindness and compassion in guiding them to 

the end of the game, whilst another expressed sadness at losing a companion and continuing 
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ÁÌÏÎÅȡ ȬÓÅÅÉÎÇ ÔÈÁÔ ÏÎÅ ÌÏÎÅ ÆÉÇÕÒÅȟ ÍÅ ÂÒÁÖÉÎÇ ÔÈÅ ÍÏÕÎÔÁÉÎȟ ×ÁÓ ÈÅÁÒÔ-×ÒÅÎÃÈÉÎÇȭȢ42 It has 

therefore been suggested that designers of online multiplayer games can be considered 

social engineers as, through their games, they create possibilities for social situations 

(Isbister 2016:63,109). Frome (2006) also insinuates that cooperative multiplayer games 

have the potential to build emotional bonds through the positioning of players as working 

towards a common goal. These ideas are interesting to think about in terms of museum 

games, which are often played in different spatial and social contexts [Fig 5.7]. 

 

5.3 Conclusions: Emotion and Affect Affordances 

To summarise, this chapter has identified a number of aspects in museum studies and 

practice which evidence how emotion and affect are implicated in the interpretative 

process, and how the emotional and affective potential of museum objects and spaces are 

increasingly being recognised. Experiences of empathy in museums, and its importance in 

the process of interpretation have been explored, as well as the potential for museums to 

 

42 %ØÃÅÒÐÔÓ ÔÁËÅÎ ÆÒÏÍ ÁÎÏÎÙÍÏÕÓ ÓÕÂÍÉÓÓÉÏÎ ÔÏ Ȭ*ÏÕÒÎÅÙ 3ÔÏÒÉÅÓȭ ÏÎ 4ÕÍÂÌÒ, available at: 

https://journeystories.tumblr.com/tagged/journey%20stories   

Fig 5.7: Personal, social and spatial contexts are at play in this competitive game at the Riverside 
Museum in Glasgow. Played in a physical gallery, the game rewards players who are able to 
interpret and understand the system the game explores - in this case, how ships transport items 
around the world ɀ as they are more likely to succeed at the game. 
Image by the author. 

https://journeystories.tumblr.com/tagged/journey%20stories
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provide spaces for visitors to engage with emotional and affective responses, and challenge 

both themselves and the museum. In this, the consideration of the personal nature of 

emotional responses has been considered, as well as how social contexts impact upon an 

ÉÎÄÉÖÉÄÕÁÌȭÓ ÃÁÐÁÃÉÔÙ ÔÏ ÅÍÏÔÉÏÎÁÌÌÙ ÁÎÄ ÁÆÆÅÃÔÉÖÅÌÙ ÅÎÇÁÇÅ ÁÎÄ ÓÈÁÒÅ experiences. Equally, 

it has acknowledged some of the difficulties faced by museums in evoking, or providing 

space for reflection upon such responses, especially when the museum touches upon 

difficult or contentious topics. However, we have also seen successful attempts at designing 

for emotion and affect in museums, which have often utilised elements of spatial design, 

embodied movement, playfulness and participation.  

Videogames similarly employ the design of spaces, bodily engagement with controls, play, 

and active participation. This chapter has drawn out a number of areas in which videogame 

affordances might add to the current practices of museum interpretation . We have explored 

how emotion and affect are intrinsic elements of the gameplay experience, with videogames 

having the potential to evoke emotions that other mediums may find more difficult. Just as 

museums have been considered spaces where emotions can be evoked, so to have 

videogames, perhaps especially in the case of exploring more difficult narratives and 

negative emotions. We have also seen how the aesthetic elements of games, such as the 

design of spaces and the use of objects and movement are also acknowledged as having 

emotional and affective potential. Videogames have also been examined as a medium with 

ÃÁÐÁÃÉÔÙ ÔÏ ÂÕÉÌÄ ÅÍÐÁÔÈÉÃ ÃÏÎÎÅÃÔÉÏÎÓ ÂÅÔ×ÅÅÎ ÐÌÁÙÅÒÓ ÁÎÄ ÔÈÅ ÇÁÍÅȭÓ ÃÈÁÒÁÃÔÅÒÓ ÁÎÄ 

situations through the use of player choice and agency, resulting in a sense of responsibility 

ÆÏÒ ÔÈÅ ÇÁÍÅȭÓ ÏÕÔÃÏÍÅȢ 4ÈÅ ÉÎÆÌÕÅÎÃÅ ÏÆ ÓÐÁÔÉÁÌ ÁÎÄ ÓÏÃÉÁÌ Ãontexts on the type and strength 

of emotional and affective response has also been explored. Finally, the individual nature of 

Á ÐÌÁÙÅÒȭÓ ÒÅÓÐÏÎÓÅÓ ÈÁÓ ÁÌÓÏ ÒÅÓÕÌÔÅÄ ÉÎ ÓÏÍÅ ÉÎÔÅÒÅÓÔÉÎÇ ÁÎÄ ÒÅÌÅÖÁÎÔ ÁÆÆÏÒÄÁÎÃÅÓ ÔÈÒÏÕÇÈ 

an exploration of emergent gameplay, where players take an active role in the construction 

ÏÆ Á ÇÁÍÅȭÓ ÓÔÏÒÙ ÁÎÄ ÍÅÁÎÉÎÇ ÂÙ ÅÎÇÁÇÉÎÇ creatively, cognitively and emotionally, in a 

manner reminiscent of the museum interpretation process. The similarity raises the 

question as to what a museums videogame designed with interpretation itself as its primary 

challenge might look like, and what it would mean for museums in terms of engaging 

visitors actively with the cognitive, emotional and affective elements of the interpretative 

process. 

Following on from the discussions of narrative and storytelling and emotion and affect, 

Chapter Six further explores these and other ideas in relation to rhetoric and its implications 

in museum interpretation and videogames. 
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6. Rhetoric in the Museum and the Videogame 

 

6.1 Rhetoric in Videogames 

Unlike those which proceeded it, this chapter begins with an examination of game studies 

for, as established in Chapter Three, it is here that the concept of procedural rhetoric 

originated. Procedural rhetoric explores how, through the use of systems, processes and 

player interaction, videogames might convey arguments and messages (Bogost 2007:45; 

Matheson 2015:464). With the genre of serious games, which aim to engage players in a 

manner beyond solely entertainment, gaining interest, such study provides useful insight 

into the various ways rhetoric can be employed in games. Examination of the potential of 

procedural rhetoric and the ways it has been used enables the drawing out of themes and 

ideas related to rhetoric, which can then be explored in terms of existing museum 

videogames and the museum sector more broadly, identifying how understandings of 

procedural rhetoric might contribute to more effective interpretation of contemporary 

issues through games.  

 

6.1.1 Procedural Rhetoric: Systems with Meaning 

As a digital, multimedia format, videogames are capable of rhetoric that goes beyond the 

textual or even the visual. This is further supported by the idea of videogames as a 

representational media. Indeed, Gee (2007:139) describes their capability to create 

representative environments as one of the things that makes videogames so powerful. 

Videogames can also utilise symbolic forms of representation, and are therefore capable of 

addressing arguments about symbolic or non-material concepts such as societal, cultural or 

political processes (Bogost 2008:126). Fernández-Vara (2019:151) further comments that 

with procedural rhetoric systems are privileged over other methods of representation, 

meaning the message is implemented deeper than graphics or narrative alone, and is 

instead entwined with core game mechanics to be negotiated and interpreted through play. 

Videogames, therefore, do not just simulate cultural or social practices, they create 

processes through which players can participate in them, represent, evaluate, and 

understand them (Bogost 2008:119). 

Through procedural rhetoric it is argued that videogames can convey a message or meaning, 

but what does this look like in practice? Ferrara (2012:203) notes that all games 

communicate meaning, as meanings give play purpose and keep players engaged. 
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Therefore, it could be argued that all games involve an element of procedural rhetoric. 

(Ï×ÅÖÅÒȟ ÉÔ ÉÓ ÇÁÍÅÓ ÔÈÁÔ ÃÏÍÍÕÎÉÃÁÔÅ ÁÎ ȬÉÄÅÏÌÏÇÉÃÁÌ ÓÔÁÔÅÍÅÎÔȭ ÔÈÁÔ ÁÒÅ ÏÆ ÉÎÔÅÒÅÓÔ ÔÏ ÔÈÉÓ 

research (Fernández-Vara 2019:150). This is where the persuasive element of rhetoric is 

most easily recognised and expressed. Serious games, which tend to deal with real-world 

situations and issues, often put forward a particular perspective or message. One aim of 

such games is that players might be encouraged to alter their understandings or behaviour 

ÔÈÒÏÕÇÈ ÎÅÇÏÔÉÁÔÉÏÎ ÏÆ ÔÈÅ ÇÁÍÅȭÓ ÒÈÅÔÏÒÉÃÁÌ ÁÒÇÕÍÅÎÔ ɉ&ÅÒrara 2012:204). The potential of 

procedural rhetoric has primarily been explored in games which have a specific message to 

impart to the player. When we play such games, there is the implication that we play for 

reasons that go beyond leisure. Bogost (2008:136) argues that when we play games which 

incorporate rhetoric, we engage in the exploration of possibility spaces, the negotiation of 

×ÈÁÔ ÉÓ ÁÌÌÏ×ÅÄ ×ÉÔÈÉÎ ÔÈÅ ÒÕÌÅÓ ÏÆ ÔÈÅ ÇÁÍÅ ÁÎÄ ×ÈÙȢ 4ÈÉÓ Ȭ×ÈÙȭ ÉÓ ÉÍÐÏÒÔÁÎÔ ÁÓ ÉÔ ÉÓ ÔÈÒÏÕÇÈ 

this process of interpreting game rules that players encounter and can critically engage with 

the intended message. A number of authors have acknowledged the importance of the 

ÐÌÁÙÅÒ ÁÓ ÁÎ ÁÇÅÎÔ ÉÎ ÃÏÎÓÔÒÕÃÔÉÎÇ ÁÒÇÕÍÅÎÔÓ ÔÈÒÏÕÇÈ ÉÎÔÅÒÁÃÔÉÏÎ ×ÉÔÈ ÔÈÅ ÇÁÍÅȭÓ ÓÙÓÔÅÍÓȢ 

This active role of the player is, after all, what distinguishes videogames from other media. 

As King (2010) ÃÏÍÍÅÎÔÓȟ ȬÏÎÌÙ ÔÈÅ game makes its claims through the processes it requires 

players to enactȭȢ "Ù ÉÎÔÅÒÁÃÔÉÎÇ ×ÉÔÈ ÔÈÅ ÇÁÍÅȭÓ ÓÙÓÔÅÍÓȟ ÐÌÁÙÅÒÓ ÁÒÅ ÁÂÌÅ ÔÏ ÂÒÅÁË Äown 

ÁÎÄ ÕÎÄÅÒÓÔÁÎÄ ÈÏ× ÔÈÅ ÐÒÏÃÅÓÓÅÓ ÂÅÈÉÎÄ ÔÈÅ ÇÁÍÅȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ Á ÓÉÔÕÁÔÉÏÎ ÏÒ ÉÓÓÕÅ 

work (Wardrip -Fruin 2009:218). As such, by ensuring that certain actions in a game result 

in certain outcomes, a layer of meaning can be embedded into the game. 

Celeste (2018) is an indie game available on PC, Nintendo Switch, PlayStation and Xbox that 

received universal critical acclaim.43 As an example of a game which utilises procedural 

rhetoric, Celeste is interesting in that it does not fall in the serious game genre. Instead, it is 

a platformer, a type of game where players primarily progress by successfully moving 

between different points in the game environment, overcoming obstacles and challenges. 

The narrative of Celeste follows the character of Madeline as she climbs the titular (and 

fictional) Celeste Mountain, whilst exploring her struggles in navigating mental health and 

identity issues ɀ issues which Madeline believes can be overcome by climbing the mountain. 

This is where procedural rhetoric comes into play because Celeste is intentionally difficult 

ÔÏ ÃÏÍÐÌÅÔÅȢ )ÔÓ ÄÉÆÆÉÃÕÌÔÙ ÆÏÒÍÓ ÐÁÒÔ ÏÆ ÔÈÅ ÇÁÍÅȭÓ ÓÙÓÔÅÍÓ ÔÈÒÏÕÇÈ ÌÅÖÅÌ ÄÅÓÉÇÎ ÁÎÄ ÔÈÅ 

ÐÒÅÃÉÓÅ ÍÏÖÅÍÅÎÔ ÍÅÃÈÁÎÉÃÓȢ *ÕÓÔ ÁÓ -ÁÄÅÌÉÎÅȭÓ ÊÏÕÒÎÅÙ ÔÏ ÃÏÎÆÒÏÎÔ ÈÅÒ ÆÅÁÒÓ ÁÎÄ 

overcome her problems is hard, the experience of playing the game is also hard. In this way, 

 

43 See ClarkȭÓ (2018) article regarding Celeste. 
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ÔÈÅ ÇÁÍÅȭÓ ÃÏÒÅ ÓÙÓÔÅÍÓ ÁÒÅ ÁÌÉÇÎÅÄ ×ÉÔÈ ÔÈÅ ËÅÙ ÍÅÓÓÁÇÅ ÏÆ ÔÈÅ ÇÁÍÅȭÓ ÓÔÏÒÙ ɀ this is hard, 

but if you keep trying, you can overcome it [Fig 6.1]. Failure is also an integral and frequent 

part of gameplay. It is expected that players will fail in Celeste, often repeatedly, before 

successfully navigating the area, solving problems, and accurately inputting the controls to 

complete the level. Whilst there are options to make the game easier for those who find the 

Fig 6.ρȡ 4ÏÐȡ ! ÓÃÒÅÅÎ ÁÔ ÔÈÅ ÅÎÄ ÏÆ ÔÈÅ #ÅÌÅÓÔÅȭÓ ÐÒÏÌÏÇÕÅ ×ÈÉÃÈ ÃÏÍÍÕÎÉÃÁÔÅÓ ÔÈÅ ÇÁÍÅȭÓ 
ÍÅÓÓÁÇÅȢ "ÏÔÔÏÍȡ !ÃÔÉÖÁÔÉÎÇ Ȭ!ÓÓÉÓÔ -ÏÄÅȭ ÉÎ #ÅÌÅÓÔÅ prompts this screen indicating the intended 
difficulty of the game. 
Images © Maddy Makes Games. 
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ÄÉÆÆÉÃÕÌÔÙ ÉÎÁÃÃÅÓÓÉÂÌÅ ÉÎÃÌÕÄÉÎÇ ÔÈÅ ȬÁÓÓÉÓÔ ÍÏÄÅȭ ɍ&ÉÇ 6.1], activating it comes with a 

ÍÅÓÓÁÇÅ ÆÒÏÍ ÔÈÅ ÄÅÖÅÌÏÐÅÒ ÅØÐÌÁÉÎÉÎÇ ÔÈÁÔ Ȭ#ÅÌÅÓÔÅ ÉÓ ÉÎÔÅÎÄÅÄ ÔÏ ÂÅ Á ÃÈÁÌÌÅÎÇÉÎÇ ÁÎÄ 

ÒÅ×ÁÒÄÉÎÇ ÅØÐÅÒÉÅÎÃÅȭȟ ÒÅÍÉÎÄÉÎÇ ÐÌÁÙÅÒÓ ÏÆ ÔÈÅ ÃÏÒÅ ÍÅÓÓÁÇÅ ÏÆ ÔÈÅ ÇÁÍÅ ÁÎÄ ÈÏÐÅÆÕÌÌÙ 

discouraging the use of assist mode to negate the intended experience ɀ the procedural 

rhetoric implemented in the difficulty. 

 

6.1.2 Critical Thinking: Choice and Authorship  

"ÕÉÌÄÉÎÇ ÍÅÁÎÉÎÇ ÉÎÔÏ Á ÖÉÄÅÏÇÁÍÅȭÓ ÓÙÓÔÅÍÓȟ ÈÏ×ÅÖÅÒȟ ÄÏÅÓ ÎÏÔ ÇÕÁÒÁÎÔÅÅ ÔÈÁÔ ÔÈÅ ÐÌÁÙÅÒ 

will be successfully engaged with it. The manner in which people interact with these games 

is also important. Ferrara (2012:208) suggests that procedural rhetoric games can be 

especially effective at helping players to critically consider, and ideally adopt, the core 

message of the game. This is achieved by implementing the statement, meaning or message 

ÁÓ Á ÆÕÎÄÁÍÅÎÔÁÌ ÐÁÒÔ ÏÆ ÔÈÅ ÐÌÁÙÅÒȭÓ ÊÏÕÒÎÅÙ ÔÈÒÏÕÇÈ ÔÈÅ ÇÁÍÅȢ In order to progress, the 

ÐÌÁÙÅÒ ÉÓ ÁÓËÅÄ ÔÏ ȬÂÕÙ ÉÎȭ ÔÏ ÔÈÅ ÍÅÓÓÁÇÅ ÔÈÁÔ ÔÈÅ ÐÒÏÃÅÄÕÒÁÌ ÒÈÅÔÏÒÉÃ ÉÓ ÅØÐÒÅÓÓÉÎÇ ɉ&ÅÒÒÁÒÁ 

2012:208). As such, procedural rhetoric is not necessarily explicit, but rather emerges from 

gameplay. This interaction creates opportunities for players to explore and consider choices 

ÁÎÄ ÔÈÅÉÒ ÃÏÎÓÅÑÕÅÎÃÅÓ ×ÉÔÈÉÎ ÔÈÅ ÃÏÎÔÅØÔ ÏÆ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÁÎÄ ÅÖÁÌÕÁÔÉÎÇ ÔÈÅ ÇÁÍÅȭÓ 

message (Seiffert and Nothhaft 2015:261). Ferrara (2012:209) also comments that 

discovery is an important element of rhetoric in games as, through discovery, players gain 

a sense of ownership towards what they have uncovered. If players are invested in 

uncovering the most effective way to achieve victory in the game, they are more likely to 

engage in a deeper understanding of systems and processes. Yet, it is also possible to see 

ÈÏ× ÔÈÅ ÁÃÔ ÏÆ ÐÌÁÙ ÅÎÃÏÕÒÁÇÅÓ ÔÈÅ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ ÐÌÁÙÅÒȭÓ ÁÃÔÉÏÎÓȢ 'ÁÌÌÏ×ÁÙ ɉςππφȡυɊ 

notes that when we play, both machine and player work together to enact the various 

actions possible in the game. As such, the meaning of the game is subject to change 

depending on how the player participates, ÁÎÄ ÔÈÅ ÍÁÃÈÉÎÅȭÓ ÒÅÓÐÏÎÓÅÓȟ ÁÎÄ ÃÁÎÎÏÔ ÂÅ 

wholly dictated by the developer (Gee 2007:84). Therefore, the construction, interpretation, 

and deconstruction of procedural rhetoric and persuasive arguments in games is reliant 

upon both the player and the computer, and is also personal and individual, with the 

outcome dependent on how the player interacts and responds. 

Ideas around critical engagement and adoption of a message through procedural rhetoric 

ÃÁÎ ÂÅ ÓÅÅÎ ÉÎ &ÅÒÒÁÒÁȭÓ ÁÐÐ Fitter Critters (2010), a serious game about feeding pets 

designed to encourage healthy nutritional habits in children. In order to succeed in Fitter 

Crittersȟ ÓÔÕÄÅÎÔÓ ÍÕÓÔ ȬÂÕÙ ÉÎȭ ÔÏ ÔÈÅ ÉÄÅÁ ÔÈÁÔ Á ÂÁÌÁÎÃÅÄ ÁÐÐÒÏÁÃÈ ÔÏ ÎÕÔÒÉÔÉÏÎ ÉÓ ÂÅÔÔÅÒ 
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than one that has too much fat, sugar, or overall calorie count.44 An evaluation of the game 

in the Games for Health journal found that the attitude of many players towards healthy 

eating changed and, generally, there was an increase in nutritional knowledge, though 

further research would be needed to explore whether this translated into long-term 

behavioural change (Schneider et al. 2012). Ferrara (2012:202) emphasises that players 

must be given opportunities to critically engage, as procedural rhetoric aims to persuade, 

not coerce. The use of choice is often highlighted as important in ensuring this. In Chapter 

Five, the idea that choices can lead to a seÎÓÅ ÏÆ ÒÅÓÐÏÎÓÉÂÉÌÉÔÙ ÆÏÒ ÔÈÅ ÇÁÍÅȭÓ ÏÕÔÃÏÍÅ ×ÁÓ 

discussed (Veale 2015). Ferrara (2012:202,208, 2013:301) states that players must be 

ÏÆÆÅÒÅÄ ÃÈÏÉÃÅÓ ÁÎÄ ÔÈÁÔ ÁÌÌ ÃÈÏÉÃÅÓȟ ÅÖÅÎ ÔÈÅ Ȭ×ÒÏÎÇȭ ÏÎÅÓȟ ÍÕÓÔ ÈÁÖÅ ÓÏÍÅ ÍÅÁÎÉÎÇ ÂÅÈÉÎÄ 

them and an advantage to choosing them. Otherwise, the player is not critically engaged in 

learning about and interpreting the message through navigating the systems. Thus, by 

giving players choices, you can encourage them to think critically about the merits and 

drawbacks of each choice (Ferrara 2012:209). Seiffert and Nothhaft (2015:261) describe 

this effect as allowing the player to uncover the meaning of the argument by directly 

influencing the outcome and experiencing the consequences of these choices. When you 

make procedural rhetoric a key element of a game, the meaning behind these options and 

choices becomes especially significant, and the act of uncovering this meaning becomes part 

of playing.  

In the -Ã$ÏÎÁÌÄȭÓ Video Game (2006) by Molleindustria, the game makes the argument that 

McDonalds employs tactics that exploit and damage land and livestock, calling into question 

the ethical and moral standards of the company and how consumers perpetuate the cycle. 

The game builds a model of the system within which McDonalds operates. The player must 

make decisions on topics that are often ethically and morally contentious in order to 

progress. These choices include deciding whether to destroy forests to make more 

farmland, or deciding whether or not the player can afford to cull diseased cattle in order to 

meet both the standards and product demand expected by the customer. Each choice has its 

advantages or disadvantages, but in order to most effectively complete the game, the best 

choice is often the immoral one. The game aims to inform players about the dubious 

practices behind the fast-food industry, and through its systems and processes helps them 

understand how the cycle is dependent upon customer demand. The procedural rhetoric of 

the -Ã$ÏÎÁÌÄȭÓ Video Game could therefore be seen as attempting to persuade players to 

 

44 FerraraȭÓ Ȭ&ÉÔÔÅÒ #ÒÉÔÔÅÒÓȭ ÓÕÂÍÉÓÓÉÏÎ ÔÏ ÔÈÅ Ȭ!ÐÐÓ ÆÏÒ (ÅÁÌÔÈÙ +ÉÄÓȭ ÈÁÃËÁÔÈÏÎ ÒÕÎ ÂÙ ÔÈÅ 53 

Department of Agriculture: https://appsforhealthykids.devpost.com/submissions/6134 -fitter -

critters   

https://appsforhealthykids.devpost.com/submissions/6134-fitter-critters
https://appsforhealthykids.devpost.com/submissions/6134-fitter-critters
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reconsider their fast-food habits and to work to improve fast-food company practices. 

Civilization VI (2016), a world-building strategy game, provides a further example to 

explore how procedural rhetoric might be used to tackle real-world issues. With the release 

of a game expansion, Civilization VI: Gathering Storm in 2019, a new mechanic was added 

which conveys a message about the real-world issue of climate change. [Fig 6.2]. A number 

of systems within the game affect how climate conditions are represented, but the most 

notable is the impact of the newly-introduced resources and methods of producing power. 

When players need to produce power for their growing cities, initial options available to 

them are based upon fossil fuels. This is because the game is based at least in part on how 

the real world has developed. Players rely on coal or oil-based power plants before different 

options based upon renewable energy sources become available. Continuing to use coal 

power once renewable sources of power have become available - as players are not required 

to switch - does still have perks which can positively influence game progress, such as 

improved production skills. But the power plants are also inefficient compared to other 

sources of power and contribute to overall progression of the climate change process. 

Increases to climate change systems lead to increased frequencies of damaging natural 

disasters in the later stages of the game [Fig 6.2]. Therefore, it makes sense for the player to 

use renewable sources of energy in order to reduce the chance of natural disasters which 

hinder progress. With climate change becoming an increasingly prominent issue, the 

processes programmed into Civilization VI, could therefore be read as a commentary or 

persuasive argument for the use of more renewable energy sources in the real world. 

As discussed, procedural rhetoric is not one-sided. The player is not passive, or rather 

cannot be passive. They undertake a process of uncovering and interpreting information 

×ÈÉÃÈ ÉÎÆÌÕÅÎÃÅÓ ÔÈÅ ÄÅÃÉÓÉÏÎÓ ÔÈÅÙ ÍÁËÅ ÉÎ ÔÈÅ ÇÁÍÅȢ $ÅÖÅÌÏÐÉÎÇ ÔÈÅ ÐÌÁÙÅÒȭÓ ÃÁÐÁÃÉÔÙ ÆÏÒ 

critical interpretation is another important element of procedural rhetoric. Wardrip-Fruin 

(2009:217) comments that the ability of videogames to simulate processes, and provide 

opportunities for the investigation and interpretation of those processes through 

procedural rhetoric-based gameplay, can help the player make more informed decisions in 

the real world. In essence, procedural rhetoric can help players develop critical thinking 

skills that can be applied both within and outside of the game. Moreover, videogames that 

use procedural rhetoric to address real world issues can disrupt and unsettle existing 

attitudes and opinions by exposing limitations and exploring different perspectives and 

Fig 6.2: Left: A screenshot of the world climate screen in Civilization VI: Gathering Storm. Right: 
A storm damaging a city in Civilization VI: Gathering Storm.  
Images © Firaxis Games, Aspyr. Source: Rock Paper Shotgun. 
[These images have been removed by the author for copyright reasons] 
 

https://www.rockpapershotgun.com/2019/02/14/civ-6-gathering-storm-review/
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ways of doing (King 2010; Richardson 2020). This process is summed up quite neatly by 

Gee: 

Ȭ6ÉÄÅÏÇÁÍÅÓ ÈÁÖÅ ÁÎ ÕÎÍÅÔ ÐÏÔÅÎÔÉÁÌ ÔÏ ÃÒÅÁÔÅ ÃÏÍÐÌÅØÉÔÙ ÂÙ ÌÅÔÔÉÎÇ ÐÅÏÐÌÅ 

experience the world from ÄÉÆÆÅÒÅÎÔ ÐÅÒÓÐÅÃÔÉÖÅÓȣ 4ÈÉÓ ÍÁËÉÎÇ ÓÅÎÓÅ ÏÆ ÔÈÅ ÖÉÒÔÕÁÌ 

world amid not just thought but also action in the world amounts to experiencing 

new and different cultural models. Furthermore, you may experience these models 

much more consciouslyɂand render some of your own previous models conscious by 

contrast in the processɂthan is typical of our daily lives in the real world.'  

(Gee 2007:151). 

It strikes me that the process Gee is describing, and indeed the possibilities of procedural 

rhetoric and its application, sound very similar to how museum interpretation has been 

theorised and understood. 

 

6.1.3 Ethics and Potential Drawbacks of Procedural Rhetoric  

Whilst the potentials for procedural rhetoric seem rich and, in many ways, applicable to 

museum interpretation, the concept is not without its drawbacks. For one, procedural 

rhetoric and the persuasive power of videogames remains under researched, with little 

theoretical work being undertaken since Ian Bogost introduced the concept (Jacobs et al. 

2021; Matheson 2015; Seiffert and Nothhaft 2015:255). Indeed, Bogost (2007:7) noted that 

there were issues and limitations with procedural rhetoric including that its effectiveness, 

and the simulation of complex processes more broadly, very much depended on the capacity 

of the authors of the game to understand and translate these concepts into code and 

computer processes. Another potential limitation is that the meanings within the game with 

likely reflect a specific perspective ɀ that of the developer(s) (Seiffert and Nothhaft 

2015:262). King (2010) similarly notes that the human element of procedural rhetoric can 

be problematic as it often relies upon the player understanding the context of the message 

(see also Jacobs et al. 2021). As individual players bring different knowledge and 

experiences, some may lack the context needed to understand the game, resulting in a 

failure to comprehend the argument or the game as a whole. Interestingly, the issue of 

context has previously affected museum games. Many players of High Tea, designed in the 

context of a Wellcome Collection exhibition, commented that they had little or no knowledge 

of the Opium Wars upon which the game was based, and as few as 6.3% of players had 

actually found the game through the MÕÓÅÕÍȭÓ ×ÅÂÓÉÔe (Birchall and Henson 2011:8). 

Birchall and Henson (2011) further write that whilst many players did express interest in 
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exploring the topic of the game, others were more interested in creating walkthroughs 

explaining how to win the game most effectively, or gain the best score. 

In his essay Against Procedurality, Sicart (2011) makes a number of important points 

regarding the limitations of procedural rhetoric. In particular, he argues that the concept of 

procedural rhetoric as currently understood, whilst of value to the growing ontological 

comprehension of games, is problematic because it has not focused enough on the player 

(Sicart 2011; Frasca 2007). This effect, Sicart comments, is two-fold. If games are designed 

for procedural rhetoric, but not the plÁÙÅÒȟ ÔÈÅÙ ÒÉÓË ÌÏÓÉÎÇ ÓÏÍÅ ÏÆ ÔÈÅ ȬÒÉÃÈÎÅÓÓȟ ÐÌÅÁÓÕÒÅÓ 

ÁÎÄ ÃÈÁÌÌÅÎÇÅÓȭ ÔÈÁÔ ÍÁËÅ ÇÁÍÅÓ ÅÎÊÏÙÁÂÌÅ ÔÏ ÐÌÁÙÅÒÓ ɉ3ÉÃÁÒÔ ςπρρɊȢ 4ÈÉÓ ÁÐÐÒÏÁÃÈ 

ÉÎÓÉÎÕÁÔÅÓ ÔÈÁÔ Á ÇÁÍÅȭÓ ÍÅÁÎÉÎÇ ÃÁÎ ÏÎÌÙ ÂÅ ÆÏÕÎÄ ÉÎ ÉÔÓ ÒÕÌÅÓȟ ÁÎÄ ÔÈÅ ÐÌÁÙÅÒȭÓ ÅØÐÅÒÉÅÎÃÅ 

ÔÈÕÓ ÂÅÃÏÍÅÓ ÌÅÓÓ ÁÂÏÕÔ ȬÐÌÁÙȭ ÁÎÄ ÍÏÒÅ ÁÂÏÕÔ ÃÏÍÐÌÅÔÉÎÇ ÔÈÅ ÐÒÏÃÅÓÓÅÓ ÌÁÉÄ ÏÕÔȢ 4ÈÅ ÒÅÓÕÌÔȟ 

Sicart argues, is that games explicitly designed with procedural rhetoric constrict the 

avenues for players to appropriate and negotiate the systems and rules. In essence, the 

ÇÁÍÅÓ ȬÐÌÁÙ ÔÈÅ ÐÌÁÙÅÒÓȭ ÁÎÄ ÉÎ ÄÏÉÎÇ ÓÏȟ ÐÏÔÅÎÔÉÁÌÌÙ ÁÌÉÅÎÁÔÅ ÐÌÁÙÅÒÓ ×ÈÏ ÃÁÍÅ ÆÏÒ ÔÈÅ ÇÁÍÅȟ 

not the message (Sicart 2011). There is also a potential problem in the way the message is 

communicated. Ferrara (2012:212) comments that the message of games which utilise 

pÒÏÃÅÄÕÒÁÌ ÒÈÅÔÏÒÉÃ ÉÓ ÒÁÒÅÌÙ ȬÓÔÁÔÅÄ ÅØÐÌÉÃÉÔÌÙȭ ÉÎ ÔÈÅ ÇÁÍÅȢ 4ÈÅÒÅÆÏÒÅȟ ÉÔ ÍÁÙ ÎÏÔ ÂÅ ÃÌÅÁÒ to 

players that there is a message or position that the game is attempting to communicate. This 

risks persuasion becoming coercion, as players are not informed and aware participants in 

ÂÕÉÌÄÉÎÇ ÁÎÄ ÄÅÃÏÎÓÔÒÕÃÔÉÎÇ ÔÈÅ ÇÁÍÅȭÓ ÁÒÇÕÍÅÎÔȢ  

Whilst objects and even technology can be imbued with ethics, values or politics, ultimately 

these are personal experiences, and how the player interacts with and brings their own 

experience to the game will change how it is viewed and interpreted (Sicart 2011). What is 

often missing in procedural rhetoric, Sicart goes on to argue, is space for the player to give 

back and contribute their own viewpoints, to engage in that process of conversation as 

described by Bogost. Procedural rhetoric should not be about communicating ideas to the 

player, but rather inviting players to participate in a conversation about the ideas, in a 

manner than mirrors contemporary interpretative practices in museums that are becoming 

more participatory and dialogue-based. Sicart (2011) describes the effect of games which 

ÓÕÃÃÅÓÓÆÕÌÌÙ ÉÍÐÌÅÍÅÎÔ ÔÈÉÓ ÔÙÐÅ ÏÆ ÐÒÏÃÅÄÕÒÁÌ ÒÈÅÔÏÒÉÃ ÁÓ ÐÒÏÖÉÄÉÎÇ Á ȬÇÕÉÄÅÄ ÐÒÏÃÅÓÓ ÏÆ 

meaning-ÍÁËÉÎÇȭȢ &ÉÎÁÌÌÙȟ ×ÈÅÎ Ãonsidering potential limitations particularly for museum 

ÇÁÍÅÓ ÕÓÉÎÇ ÐÒÏÃÅÄÕÒÁÌ ÒÈÅÔÏÒÉÃȟ +ÉÎÇ ÉÎ ÈÉÓ ÓÔÕÄÙ ÏÆ $ÉÁÎÅ $ÁÖÉÓȭ ×ÏÒË ÏÎ ÒÈÅÔÏÒÉÃȟ ÄÒÁ×Ó 

ÏÕÔ Á ÐÏÉÎÔ ÔÈÁÔ ÉÓ ÅÓÐÅÃÉÁÌÌÙ ÁÐÐÌÉÃÁÂÌÅȢ 7ÈÅÎ ÔÈÅ ÃÏÎÔÅÎÔ ÍÁÔÔÅÒ ÄÅÁÌÓ ×ÉÔÈ ÔÈÅ ȬÏÔÈÅÒȭȟ 

something beyond their frame of experience, the player will always be engaging with 

ÓÏÍÅÔÈÉÎÇ ÔÈÁÔ ȬÃÁÎ ÎÅÖÅÒ Âe ÆÕÌÌÙ ÇÒÁÓÐÅÄ ÏÒ ÒÅÐÒÅÓÅÎÔÅÄȭ ɉ+ÉÎÇ ςπρπɊȢ !Ó ÅØÐÌÏÒÅd in 
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Chapter Five, the limitations involved in attempts ÔÏ ÃÏÍÍÕÎÉÃÁÔÅ ÔÈÅ ȬÏÔÈÅÒȭ ÁÒÅ ÃÏÍÍÏÎ 

and well-known in museums and it is important to recognise that videogames, and indeed 

procedural rhetoric, will not necessarily overcome these limitations. However, what 

ÖÉÄÅÏÇÁÍÅÓ ÃÁÎ ÄÏ ÉÓ ÒÅÐÒÅÓÅÎÔ ÔÈÅ ȬÏÔÈÅÒȭ ÉÎ ÁÎ ÉÎÔÅÒÁÃÔÉÖÅ ÆÏÒÍÁÔ ÕÓÉÎÇ ÄÉÆÆÅÒÅÎÔ ÆÒÁÍÅÓ 

and perspectives that may help with understanding and identification, and, with the use of 

procedural rhetoric, challenge some of the assumptions and judgements that museum 

visitors may arrive with. 

 

6.1.4 Procedural Rhetoric,  Difficult Topic s, and Contemporary Issues 

Games which are explicitly designed with procedural rhetoric often explore real world 

issues. This is not a coincidence. Bogost (2007:244,340) stated that procedural rhetoric 

would be most effective and meaningful when it allowed pÌÁÙÅÒÓ ÔÏ Ȭinterrogate our world, 

ÔÏ ÃÏÍÍÅÎÔ ÏÎ ÉÔȟ ÔÏ ÄÉÓÒÕÐÔ ÁÎÄ ÃÈÁÌÌÅÎÇÅ ÉÔȭȢ 3ÉÍÉÌÁÒÌÙȟ 'ÅÅ ɉςππ7:151) comments that 

ÖÉÄÅÏÇÁÍÅÓ ÈÁÖÅ ȬÁÎ ÕÎÍÅÔ ÐÏÔÅÎÔÉÁÌ ÔÏ ÃÒÅÁÔÅ ÃÏÍÐÌÅØÉÔÙ ÂÙ ÌÅÔÔÉÎÇ ÐÅÏÐÌÅ ÅØÐÅÒÉÅÎÃÅ ÔÈÅ 

×ÏÒÌÄ ÆÒÏÍ ÄÉÆÆÅÒÅÎÔ ÐÅÒÓÐÅÃÔÉÖÅÓȭȢ As playeÒÓ ÕÎÄÅÒÔÁËÅ ÁÎ ȬÁÃÔ ÏÆ ÓÕÒÒÅÎÄÅÒȭ ÔÏ ÔÈÅ 

narrative/fiction of the game they are empowered to start a conversation with the game 

about values, morals and ethics (Guanio-Uluru 2016; Sicart 2013:12). Like museum 

interpretat ive practices which provide new perspectives and challenge preconceptions, 

games with procedural rhetoric can fulfil similar purposes. Taking this further, Ferrara 

ɉςπρσȡσπσɊ ÁÒÇÕÅÓ ÔÈÁÔ ȬÇÁÍÅÓ ÃÁÎ ÓÏÌÖÅ ÒÅÁÌ ÐÒÏÂÌÅÍÓȭ ÂÙ ÃÒÅÁÔÉÎÇ ÏÐÐÏÒÔÕÎÉÔÉÅÓ ÔÏ 

experience political, economic or social issues from a perspective outside existing frames of 

reference. When procedural rhetoric relates to real-world issues, the ideologically charged 

nature of the game becomes especially evident although, Vee (2010:346) notes that the 

political or social implications of such arguments are yet to be fully explored. This is 

particularly relevant considering that many videogames designed with procedural rhetoric 

in mind are either political in nature or politically charged, such as September 12th (2003), a 

game ×ÈÉÃÈ ÃÈÁÌÌÅÎÇÅÓ ÔÈÅ ÐÏÌÉÔÉÃÁÌ ÐÏÌÉÃÙ ÏÆ ÔÈÅ Ȭ×ÁÒ ÏÎ ÔÅÒÒÏÒȭ ÁÎÄ ÉÔÓ ÉÍÐÌÉÃÁÔÉÏÎÓ 

following the September 11th terror attacks on the Twin Towers (Espel 2015). Not all 

videogames that put forward a political argument necessarily acknowledge that they are 

political, as we shall see later in this chapter with the Decision Points Theatre, making critical 

engagement all the more important. Therefore, it is worth exploring a few more examples 

of procedural rhetoric in games tackling contemporary issues, to aid consideration of what 

procedural rhetoric might be capable of in museum games and its potential drawbacks.  

Bury Me, My Love (2017)  was initially conceived as a mobile game. The title is drawn from a 

3ÙÒÉÁÎ ÐÈÒÁÓÅ ×ÈÉÃÈ ÁÐÐÒÏØÉÍÁÔÅÌÙ ÔÒÁÎÓÌÁÔÅÓ ÔÏ ȬÄÏÎȭÔ ÅÖÅÎ ÔÈÉÎË ÁÂÏÕÔ ÄÙÉÎÇ ÂÅÆÏÒÅ ) ÄÏȭȢ 



135 

Based on the refugee crisis caused by the Syrian civil war the game follows the fictional 

journey of Nour, a Syrian refugee travelling to Germany. The game aims to represent the 

complex situations of refugees as they attempt to reach safety and as such, the narrative is 

based on the experiences of refugees who have undertaken similar journeys to Europe.45 

4ÈÅ ÇÁÍÅȭÓ ÒÅÌÅÁÓÅȟ ÄÕÒÉÎÇ ÏÎÇÏÉÎÇ ÒÅÆÕÇÅÅ ÃÒÉÓÅÓȟ ×ÁÓ ÅÓÐÅÃÉÁÌÌÙ ÔÉÍÅÌÙ ÃÏÎÓÉÄÅÒÉÎÇ ÔÈÅ 

often-negative portrayal of refugees in popular media (Berry et al. 2016). Bury Me, My Love 

sets out to provide a more complex and positive message regarding refugees, challenging 

preconceptions players might have, enabling players to explore why refugees might make 

certain choices, and creating a sense of empathy towards the potential emotional impacts 

of common refugee experiences. In Bury Me, My Love you play as Majd, the husband of Nour. 

In the wake of violent attacks near their home town, they decide that Nour should leave 

Syria. The game takes place through a phone-like interface through which players advise 

Nour as she makes decisions, and provide comfort and support when she encounters 

difficulties and dangers [Fig 6.3]. In order to represent a realistic experience, at times Nour 

will do what she thinks is best in a particular situation, even if that means acting against the 

ÐÌÁÙÅÒȭÓ ÁÄÖÉÃÅȢ 4ÈÅ ÓÔÏÒÙȟ ×ÈÉÌÓÔ ÐÒÅ-scripted, further reminds us of the real people behind 

ÔÈÅ ÔÅÒÍÓ ȬÍÉÇÒÁÎÔȭ ÁÎÄ ȬÒÅÆÕÇÅÅȭ ÔÈÒÏÕÇÈ ÓÍÁÌÌȟ ÆÁÍÉÌÉÁÒ ÄÅÔÁÉÌÓ ÓÕÃÈ ÁÓ ÁÕÔÏÃÏÒÒÅÃÔ 

mistakes [Fig 6.3].  

In the game procedural rhetoric is primarily found in its realistic depiction of situations 

affecting refugees and the processes behind them. The information the player receives is 

ÐÕÒÐÏÓÅÆÕÌÌÙ ÌÉÍÉÔÅÄ ÁÓ ÔÈÅÙ ÁÒÅ ÄÉÓÔÁÎÃÅÄ ÆÒÏÍ .ÏÕÒȭÓ ÅØÐÅÒÉÅÎÃÅÓȢ 4ÈÅÒÅ ÁÒÅ ÁÌÓÏ ÎÏ ÃÌÅÁÒ 

ri ght or wrong choices in Bury Me, My Loveȟ ×ÉÔÈ ÐÒÏÇÒÅÓÓÉÏÎ ÒÅÌÙÉÎÇ ÏÎ ÔÈÅ ÐÌÁÙÅÒȭÓ 

judgements of situations about which they have very little knowledge. In this way, the game 

is able to represent difficult decisions refugees make whilst travelling and reflect how 

refugees often have little control, relying on both official structures and strangers to 

progress their journeys. These systems contribute towards a sense of helplessness, in which 

small victories where players successfully guide Nour through a situation become large 

achievements within that context. In addition, there are a multiplicity of narrative paths 

which explore the many complex and frequently perilous refugee routes from Syria to 

Europe, as well as how refugees are treated in different places. In total there are 19 different 

 

45 The story of Bury Me, My Love is partially based on the experience of Dana, a Syrian refugee, 

whose journey to Europe was documented by French journalist Lucie Soullier. The article ɀ in 

French - Ȱ,Å 6ÏÙÁÇÅ ÄȭÕÎÅ ÍÉÇÒÁÎÔÅ 3ÙÒÉÅÎÎÅ ÁǮ ÔÒÁÖÅÒÓ ÓÏÎ ÆÉÌ 7ÈÁÔÓ!ÐÐȱ ɉ4ÈÅ *ÏÕÒÎÅÙ ÏÆ Á 3ÙÒÉÁÎ 

Migrant, as Told by her WhatsApp Messages) can be found at: 

https://www.lemonde.fr/international/visuel/2015/12/18/dans -le-telephone-d-une-migrante-

syrienne_4834834_3210.html  

https://www.lemonde.fr/international/visuel/2015/12/18/dans-le-telephone-d-une-migrante-syrienne_4834834_3210.html
https://www.lemonde.fr/international/visuel/2015/12/18/dans-le-telephone-d-une-migrante-syrienne_4834834_3210.html
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endings to Bury Me, My Love, some of which are hopeful, others harrowing. When played on 

mobile (and arguably, the game is best on mobile), Bury Me, My Love also effectively utilises 

a mechanic that simulates real-time messaging which has both emotional/affective and 

procedural rhetoric potential. Following decisions about tense or dangerous situations 

ÓÅÅÉÎÇ ÔÈÅ ÍÅÓÓÁÇÅ Ȭ.ÏÕÒ ÉÓ ÂÕÓÙȭ ÁÎÄ ÈÁÖÉÎÇ ÔÏ ×ÁÉÔ ÔÏ ÈÅÁÒ ÂÁÃË - if you hear back at all - 

is surprisingly affective as player investment in their choices can build empathy with the 

character of Nour and her circumstances (Richardson 2020:539). Simultaneously Bury Me, 

My Love enables the player to experience the worry and wait of those left behind whilst 

friends and families attempt the treacherous journey. Bury Me, My Love is not always a 

ÈÁÐÐÙ ÇÁÍÅȟ ÂÕÔ ÉÆ ÉÔ ÉÓ ÔÏ ÁÃÃÕÒÁÔÅÌÙ ÒÅÆÌÅÃÔ ÔÈÅ ÅØÐÅÒÉÅÎÃÅÓ ÏÆ ÒÅÆÕÇÅÅÓ ÔÈÅÎ ÍÁÙÂÅ ÉÔȭÓ ÎÏÔ 

meant to be. As such, it is the hope of the developers that players will continue to ponder on 

Fig 6.3: Moments of humanity in Bury Me, My Love. 
Images © The Pixel Hunt/Arte France/ FIGS.  
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the stories of refugees beyond the game.46 Bury Me, My Love thus demonstrates that a game 

×ÈÉÃÈ ÕÔÉÌÉÓÅÓ ÐÒÏÃÅÄÕÒÁÌ ÒÈÅÔÏÒÉÃ ÔÅÃÈÎÉÑÕÅÓ ÃÁÎ ÂÕÉÌÄ Á ÃÏÎÎÅÃÔÉÏÎ ×ÉÔÈ ÔÈÅ ȬÏÔÈÅÒȭȟ 

enabling critical interpretation of a current social and political issue.  

Short indie game Easy Level Life (2016) was developed by DE Team and released on itch.io, 

a popular online platform. Developed in response to media coverage and societal response 

to fatal police shootings of people of colour in America which often placed blame on the 

victims, Easy Level Life ÐÒÏÖÉÄÅÓ Ȭa glimpse of ÌÉÆÅ ÆÏÒ ÐÅÏÐÌÅ ÏÆ ÃÏÌÏÕÒ ÉÎ ÓÏÃÉÅÔÙ ÔÏÄÁÙȭȢ47 

2ÉÃÈÁÒÄÓÏÎȭÓ ɉςπςπȡυσψɊ ÉÎÔÅÒÖÉÅ× ×ÉÔÈ 9ÖÖÙȟ ÏÎÅ ÏÆ ÔÈÅ ÄÅÖÅÌÏÐÅÒÓȟ ÄÉÓÃÕÓÓÅÄ ÈÏ× 

frustration with the media and online forums directly inspired Easy Level Life, and its 

inclusion of mock newspaper articles. In Easy Level Life the player experiences the 

perspective of a Black schoolchild who has recently moved to a new, and supposedly safer, 

neighbourhood, through an encounter with police officers during their walk to school. [Fig 

6.4]. The player is immediately confronted by a representation of police brutality as their 

character comes across a scene of police officers attacking a Black man who is lying on the 

ground [Fig 6.4]. The player is then presented with choices, none of which are aggressive in 

nature, with the aim of avoiding becoming involved in the situation. Yet, regardless of which 

option is chosen, the police always find a reason to see the child as a threat and there is no 

narrative path in which the player survives the encounter. The final screen of the game is a 

mock newspaper report of the encounter which presents a message regarding real media 

responses to fatal police shootings, attempting to portray the child as a threat, often 

misrepresenting the situation entirely. The frequent disconnect between media portrayal 

ÁÎÄ ÒÅÁÌÉÔÙ ÉÓ ÍÁÄÅ ÃÌÅÁÒ ÉÎ ÔÈÅÓÅ ÍÏÃË ÁÒÔÉÃÌÅÓ ×ÈÉÃÈ ÄÅÓÃÒÉÂÅ ÔÈÅ ÓÃÈÏÏÌÃÈÉÌÄ ÁÓ Á ȬÌÁÒÇÅ 

"ÌÁÃË ÐÅÒÓÏÎȭ ×ÈÏ ÓÕÐÐÏÓÅÄÌÙ - and absurdly - ÉÎÔÉÍÉÄÁÔÅÄ ÔÈÅ ÏÆÆÉÃÅÒÓ ÂÙ ȬÓÔÁÎÄÉÎÇ ÓÔÉÌÌ 

×ÉÔÈ ÔÈÅÉÒ ÈÁÎÄÓ ÉÎ ÔÈÅ ÁÉÒȭ ɍ&ÉÇ 6.4]. 

Easy Level Life is intentionally and explicitly politically and socially charged, dealing with 

issues of systemic racism and police brutality towards Black people in America. It asks 

ÐÌÁÙÅÒÓ ÉÆ ÔÈÅÙ ÁÒÅ Ȭ×ÉÌÌÉÎÇ ÔÏ ÓÔÅÐ ÏÕÔÓÉÄÅ ÏÆ ɍÔÈÅÉÒɎ ÃÏÍÆÏÒÔ ÚÏÎÅȭ ÔÏ ÕÎÄÅÒÓÔÁÎÄ Ôhe 

experiences of people of colour.48 The political nature of the game is further emphasised in 

the default name for ÓÁÖÅ ÆÉÌÅÓ Ȭ!#!"ȭ ɉ!ÌÌ #ÏÐÓ !ÒÅ "ÁÓÔÁÒÄÓɊȟ ÁÎ ÁÃÒÏÎÙÍ ÃÏÍÍÏÎÌÙ ÕÓÅÄ 

as a political slogan. There are clear elements of procedural rhetoric in Easy Level LifeȭÓ  

 

46 4ÈÅ ÄÅÖÅÌÏÐÅÒÓ ÅØÐÒÅÓÓ ÔÈÉÓ ×ÉÓÈ ÁÔ ÔÈÅ ÅÎÄ ÏÆ ÔÈÅ ȬȣÂÁÓÅÄ ÏÎ ÔÒÕÅ ÓÔÏÒÉÅÓȭ ÓÅÃÔÉÏÎ ÏÆ ÔÈÅ ÇÁÍÅȭÓ 

website, available at: https://burymemylove.arte.tv/   
47 &ÒÏÍ $% 4ÅÁÍȭÓ ÇÁÍÅ ÄÅÓÃÒÉÐÔÉÏÎ ÆÏÒ Easy Level Life, available at: https://timecube.itch.io/easy -

level-life  
48 Ibid. 

https://burymemylove.arte.tv/
https://timecube.itch.io/easy-level-life
https://timecube.itch.io/easy-level-life
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Fig 6.4: Playing Easy Level Life (2016) 
Images © DE Team. 
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message that the ȬÇÁÍÅȭ ÉÓ ÒÉÇÇÅÄ ÆÏÒ ÐÅÏÐÌÅ ÏÆ ÃÏÌÏÕÒ ɉ2ÉÃÈÁÒÄÓÏÎ ςπςπȡυσψɊȢ 4ÈÉÓ ÍÅÓÓÁÇÅ 

is suggested through the system of choice - or lack of them - available to the player, and how 

media is represented. Furthermore, at the end of the game, players are given two options: 

ȬÔÒÙ ÁÇÁÉÎȭ, ÏÒ Ȭ)ȭÖÅ ÈÁÄ ÅÎÏÕÇÈ ÔÈÁÎËÓȭ ɍ&ÉÇ 6.4]. These options are also interestingȢ Ȭ4ÒÙ 

ÁÇÁÉÎȭ ÔÁËÅÓ ÐÌÁÙÅÒÓ ÂÁÃË ÔÏ ÔÈÅ ÂÅÇÉÎÎÉÎÇȟ ÐÒÏÖÉÄÉÎÇ ÏÐÐÏÒÔÕÎÉÔÉÅÓ ÔÏ ÃÏÎÔÉÎÕÅ ÅØÐÌÏÒÉÎÇ 

ÔÈÅ ȬÒÉÇÇÅÄȭ ÎÁÔÕÒÅ ÏÆ ÔÈÅ ÇÁÍÅ, ×ÈÉÌÓÔ Ȭ)ȭÖÅ ÈÁÄ ÅÎÏÕÇÈ ÔÈÁÎËÓȭ ÉÓ ÓÕÇÇÅÓÔÉÖÅÌÙ ×ÏÒÄÅÄȢ 4ÈÅ 

latter could potentially reflect the feelings of the developers, the attitude of the player on 

realising they cannot win the game, or the adoption of a proactive attitude towards ending 

police brÕÔÁÌÉÔÙȢ 2ÉÃÈÁÒÄÓÏÎ ɉςπςπȡυσψɊ ÔÈÕÓ ÎÏÔÅÓ ÔÈÁÔ Á ȬÄÉÓÃÒÅÔÅ ÓÏÃÉÁÌ ÊÕÓÔÉÃÅ ÃÌÁÉÍȭ ÉÓ 

ÍÁÄÅ ÉÎÓÉÄÅ ÔÈÅ ÇÁÍÅȢ 3ÅÌÅÃÔÉÎÇ Ȭ)ȭÖÅ ÈÁÄ ÅÎÏÕÇÈ ÔÈÁÎËÓȭ ÁÌÓÏ ÐÒÏÖÉÄÅÓ ÎÏ ÃÁÔÈÁÒÓÉÓ ÏÒ 

hopeful resolution as the game immediately closes, leaving players to muse upon the 

phrasing of their final choice and what it might mean for them. 

 

6.2 Rhetoric in Museum Interpretation  

When considering how procedural rhetoric might relate to museum interpretation, it is 

worth  establishing how museums are already engaging with rhetoric. Academic works and 

practical projects have begun exploring how the museum sector has engaged with rhetoric 

in a variety of ways. Whilst a number of recent academic works have focused specifically on 

rhetoric in the museum sector, as Kidd (2014:1) notes, museums are yet to fully understand 

ÔÈÅ ÉÍÐÌÉÃÁÔÉÏÎÓ ÏÆ ÅÎÇÁÇÉÎÇ ÖÉÓÉÔÏÒÓ ×ÉÔÈ ȬÐÏÌÉÔÉÃÁÌÌÙ ÃÈÁÒÇÅÄ ÁÎÄ ÉÄÅÏÌÏÇÉÃÁÌÌÙ ÌÏÁÄÅÄ 

ÄÉÓÐÌÁÙÓȭ ÉÎ ×ÈÁÔ ÉÓ ÉÎÃÒÅÁÓÉÎÇÌÙ ÂÅÉÎÇ ÒÅÃÏÇÎÉÓÅÄ ÁÓ Á ÎÏÎ-neutral setting. The following 

section will therefore explore museum engagements with rhetoric, and how videogames 

might contribute to contemporary museum interpretation. 

 

6.2.1 Museums Are Not Neutral: Rhetoric in the Sector 

In 2017, a twitter exchange between museum professionals Mike Murawski and La Tanya 

Autry led to the ÆÏÕÎÄÁÔÉÏÎ ÏÆ ÔÈÅ Ȭ-ÕÓÅÕÍÓ !ÒÅ .ÏÔ .ÅÕÔÒÁÌȭ ÃÁÍÐÁÉÇÎȢ49 The primary 

argument of the campaign, as the name suggests, is that museums are not neutral 

ÉÎÓÔÉÔÕÔÉÏÎÓ ÁÎÄ ÃÁÎ ÂÅ ȬÐÏ×ÅÒÆÕÌ ÁÇÅÎÔÓ ÏÆ ÓÏÃÉÁÌ ÃÈÁÎÇÅȭ ɉ-ÕÒÁ×ÓËÉ ÁÎÄ !ÕÔÒÙ ςπρωɊȢ Kidd 

(2014:7) further ÓÕÇÇÅÓÔÓ ÔÈÁÔ ÍÕÓÅÕÍÓ ÓÈÏÕÌÄȟ ÁÔ ÌÅÁÓÔ ÉÎ ÐÁÒÔȟ ÁÉÍ ÔÏ ÃÒÅÁÔÅ ȬÇÏÏÄȭ ÃÉÔÉÚÅÎÓ 

who understand and undertake in social justice. The study of rhetoric in museums is 

 

49 4ÈÅ Ȭ-ÕÓÅÕÍÓ !ÒÅ .ÏÔ .ÅÕÔÒÁÌȭ ÃÁÍÐÁÉÇÎ can be found at: 

https://www.museumsarenotneutral.com/  

https://www.museumsarenotneutral.com/
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particularly significant in light of these changing perspectives on the role of museums in 

society in regard to social, political and economic issues. Similar questions have been posed 

by museum professionals, with Kate McLeod (2017) asking whether museums had a 

ÒÅÓÐÏÎÓÉÂÉÌÉÔÙ ÔÏ ÂÅÃÏÍÅ ȬÐÌÁÃÅÓ ÏÆ ÄÉÁÌÏÇÕÅ ÆÏÒ ÃÈÁÎÇÅȭȢ Increasingly, academics and 

museum professionals are recognising problems with the perception of museums as neutral 

institutions, leading to further development of understanding about the potential of 

museums as agents of change in society. This shift is well summarised by Kayleigh Bryant-

'ÒÅÅÎ×ÅÌÌȭÓ ËÅÙÎÏÔÅ ÔÁÌË ÆÏÒ -ÕÓÅÕÍ-iDȟ Ȭ4ÁËÉÎÇ Á ÓÔÁÎÄ ÁÇÁÉÎÓÔ ÎÅÕÔÒÁÌÉÔÙȡ ÔÈÅ ÒÏÌÅ ÏÆ ÓÏÃÉÁÌ 

ÊÕÓÔÉÃÅ ÉÎ ÍÕÓÅÕÍÓȭ. Bryant-Greenwell (2019) breaks down the ways that the neutrality of 

museums can be questioned; in the influence that museums have over their visitors and 

communities, the politics behind funding and sponsorships and their influence on 

exhibitions development, and the impact of colonialism on Western museums and their 

ÎÁÒÒÁÔÉÖÅÓȢ !Ó -ÕÒÁ×ÓËÉ ÁÎÄ !ÕÔÒÙ ɉςπρωɊ ÃÏÍÍÅÎÔȟ ȬÆÏÒ ÔÈÅ ÍÏÓÔ ÐÁÒÔȟ museums are 

ÐÒÏÄÕÃÔÓ ÁÎÄ ÐÒÏÊÅÃÔÓ ÏÆ ÃÏÌÏÎÉÁÌÉÓÍȣ ÔÈÅÙ ÁÒÅ ÂÙ ÎÁÔÕÒÅ ÎÏÔ ȰÎÅÕÔÒÁÌȱȭȢ Cameron (2006:30) 

ÁÌÓÏ ÁÒÇÕÅÓ ÔÈÁÔ ÍÕÓÅÕÍÓ ÁÒÅ ȬÉÎÅØÔÒÉÃÁÂÌÙ ÐÏÌÉÔÉÃÁÌȣ ÁÃÔÉÎÇ ÁÓ ÉÎÓÔÒÕÍÅÎÔÓ ÏÆ ÐÏÌÉÔÉÃÁÌ ÁÎÄ 

cultural ÐÏ×ÅÒȭȢ -ÕÓÅÕÍÓ ÁÒÅ ÒÁÒÅÌÙ ÉÄÅÏÌÏÇÉÃÁÌÌÙ ȬÃÌÅÁÎȭ ÅÎÖÉronments and often reflect 

their political and cultural context (Stylianou 2019:312). It is especially important that 

museums as places of social justice, activism, and change acknowledge the influences and 

biases that shape their stances on certain topics in order to enable the development of 

informed, comprehensive discussion. 

All of this has implications for how we recognise and examine rhetoric in museum 

exhibitions, yet we must also acknowledge that to some extent rhetoric is always at work in 

the sense of communicating a meaning and message. Fleming (2016:74) argues that no 

museum is ever neutral as every display conveys a message. Museum exhibitions are unique 

ÁÓ ÍÅÄÉÁȟ ÂÒÉÎÇÉÎÇ ÔÏÇÅÔÈÅÒ ÍÁÎÙ ÄÉÆÆÅÒÅÎÔ ÅÌÅÍÅÎÔÓ ÓÕÃÈ ÁÓ ȬÏÂÊÅÃÔÓȟ ÉÎÓÔÁÌÌÁÔÉÏÎÓȟ ÐÅÏple 

ÁÎÄ ÁÒÇÕÍÅÎÔÓȭ ɉWeibel and Latour 2007:94). Note the rhetorical implications of the use of 

ÔÈÅ ×ÏÒÄ ȬÁÒÇÕÍÅÎÔȭ ÈÅÒÅȢ -ÁÃÄÏÎÁÌÄȭÓ ɉρωωψȡσ-5) comments on issues of authorship, 

political and economic interests, inclusion and exclusion of audiences, and the privileging 

of certain interpretations of topics, could also be read as relating to rhetoric. Indeed, the 

rhetoric and persuasive potential of methods of display in exhibitions is explored later in 

her study (Macdonald 1998:3-5). Similarly, Bonnell and Simon (2007:68) acknowledge that 

museum exhibitions often communicate a specific perspective or viewpoint. Therefore, one 

of the biggest issues facing exhibition designers is deciding which objects to include and 

how to express certain meanings through interpretation (Bonnell and Simon 2007:68). 

Meaning is also an interesting concept in discussion of rhetoric, as objects might be 

interpret ed in ways which support the communication of different messages. Objects, sites, 
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events, or practices might be considered meaningful because they have an emotional, 

evocative, or affective weight; or because they hold a particular meaning or significance for 

certain audiences (Dickinson et al. 2010:3). As such, the interpretation of meaning and 

significance by visiÔÏÒÓ ÉÓ ÐÁÒÔ ÏÆ Á ȬÈÉÇÈÌÙ ÃÏÍÐÌÉÃÁÔÅÄ ÐÒÏÃÅÓÓ ÈÕÇÅÌÙ ÉÎÆÌÕÅÎÃÅÄ ÂÙ ÔÈÅ 

×ÉÄÅÒ ÉÎÔÅÒÐÒÅÔÉÖÅ ÆÒÁÍÅ×ÏÒË ×ÉÔÈÉÎ ×ÈÉÃÈ ÔÈÅÙ ɍÏÂÊÅÃÔÓɎ ÅØÉÓÔȭ ɉ3ÔÙÌÉÁÎÏÕ ςπρωȡσςπɊȢ 

Interpretative and exhibition design form an important part of explorations of rhetoric and 

persuasion in museums.  

Although an ÏÂÊÅÃÔȭÓ ÍÅÁÎÉÎÇ is communicated through interpretation in museums, the 

message or argument behind that particular interpretation is often only noticeable in its 

absence or when it is challenged. To return to an example from Chapter Four, the artistic 

intervention of Fred Wilson at the Maryland Historical Society also included a display of 

Western-style suits (Robins and Baxter 2012). Wilson chose to interpret these suits as 

ȬÃÏÓÔÕÍÅÓȭȟ ÕÎÄÅÒÍÉÎÉÎÇ ÁÎÄ ÃÈÁÌÌÅÎÇÉÎÇ ÔÈÅ %ÕÒÏ-centric practice of labelling clothes worn 

ÂÙ ȬÏÔÈÅÒÓȭ ÁÓ ȬÃÏÓÔÕÍÅÓȭ ɍ&ÉÇ 6.5]. In doing so, Wilson critiques the way in which Western 

museums interpret and build narratives of meaning around their objects (Robins and 

Baxter 2012:248). Outside of projects such as this, in most cases the museum remains the 

author of the meaning(s) presented to the visitor through interpretation. Yet, Allison-

Bunnell (1998:67) argues, due to the historical, and therefore at least partially unknowable, 

nature of the majority of museum objects museums can never fully capture the meaning(s) 

evoked during the life of that object. Interpretation of meaning, then, is always limited. As 

Dickinson et al. ɉςπρπȡρσɊ ÎÏÔÅȟ ÔÈÉÓ ÓÕÇÇÅÓÔÓ ÔÈÁÔ ÔÈÅÒÅ ÉÓ ȬÎÏ ȰÐÕÒÅȱ ÁÒÔÉÃÕÌÁÔÉÏÎ ÏÆ ÔÈÅ ÐÁÓÔȭ 

but instead elements such as language, narrative, and tropes that we use to articulate the 

ÐÁÓÔ ÃÁÎ ÏÆÔÅÎ ÂÅ ÕÓÅÄ ÁÓ ȬÉÎÖÅÎÔÉÏÎÁÌȭ ÒÅÓÏÕÒÃÅÓȢ 4ÈÅÓÅ Òesources when used selectively or 

ÃÒÅÁÔÉÖÅÌÙ ÉÎ ÁÎ ȬÉÎÖÅÎÔÉÏÎȭ ÏÆ ÍÅÁÎÉÎÇȟ ÃÁÎ ÁÃÔ ÉÎ Á ÒÈÅÔÏÒÉÃÁÌ ÁÎÄ ÐÅÒÓÕÁÓÉÖÅ ÍÁÎÎÅÒ 

(Bogost 2008:124; Dickinson et al. 2010). In this way, museums can use interpretation to 

persuasively present the past and its relevance. Rhetoric in museums has the capacity to 

challenge neutrality, effect social change, and contribute to our understanding of 

interpretation. When used well, rhetoric could also be used to bring to light the ways in 

which the past is drawn upon in order to ÓÕÇÇÅÓÔ ȬÆÕÔÕÒÅ-ÏÒÉÅÎÔÁÔÅÄ ÐÏÓÓÉÂÉÌÉÔÉÅÓȭ ÁÎÄ ȬÎÅ× 

ÓÏÃÉÁÌ ÆÏÒÍÁÔÉÏÎÓȭ ɉ,ÁÆÒÅÎÚ 3ÁÍÕÅÌÓ ςπρυ:7-8, see also Munslow 2007:520; Weiser 

2017:34). In other words, rhetoric in museums can, by relating us to our commonality and 

differences throughout the past, prompt challenge or change about elements of our present 

and future. 

Fig 6.5: 'Guarded View' by Fred Wilson 
Image © Fred Wilson. Source: Whitney Museum of American Art. 
[This image has been removed by the author for copyright reasons] 

https://whitney.org/education/forteachers/activities/76
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In academic works, the concept of rhetoric in terms of museums has been further explored. 

7ÅÉÓÅÒȭÓ ×ÏÒË Museum Rhetoric (2017:5) makes a distinction between the study of rhetoric 

in ÍÕÓÅÕÍÓȟ ÏÒ ȬÒÈÅÔÏÒÉÃÁÌ ÍÕÓÅÏÌÏÇÙȭȟ ÁÎÄ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÔÈÅ ÒÈÅÔÏÒÉÃ of museums, or 

ȬÍÕÓÅÏÌÏÇÉÃÁÌ ÒÈÅÔÏÒÉÃȭȢ 2ÈÅÔÏÒÉÃÁÌ ÍÕÓÅÏÌÏÇÙ ÃÁÎ ÂÅ ÓÔÕÄÉÅÄ ÂÙ ÅØÁÍÉÎÉÎÇ ÈÏ× ÉÎÄÉÖÉÄÕÁÌÓ 

ÁÒÅ ȬÐÅÒÓÕÁÄÅÄ ÔÏ ÕÎÉÔÅ ÔÈÅÉÒ ÉÄÅÎÔÉÔÉÅÓ ×ÉÔÈ ÔÈÅ ÃÉÖÉÃ ÉÄÅÎÔÉÔÙ ÔÈÒÏÕÇÈ ÏÂÊÅÃÔȟ ÔÅØÔȟ ÁÎÄ 

ÓÐÁÃÅȭȟ ÔÈÒÏÕÇÈ ÍÕÓÅÕÍÓ ×ÈÉÃÈȟ ÕÓÉÎÇ ÅØÈÉÂÉÔÉÏÎÓ ÁÎÄ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎȟ ÐÒÏÐÏÓÅ ȬÁ ÆÌÅØÉÂÌÅ 

unificatÉÏÎ ÏÆ ÄÉÖÅÒÓÅ ÐÁÒÔÓȭ ɉ7ÅÉÓÅÒ ςπρχȡφȟ ÓÅÅ ÁÌÓÏ $ÁÎÉÅÌ-Wariya 2019:395). These 

concepts of identification and unification can also be found in the work of Dickinson et al. 

ɉςπρπȡρɊ ×ÈÏ ÅØÐÌÏÒÅ ÈÏ× ȬÒÈÅÔÏÒÉÃȟ ÍÅÍÏÒÙȟ ÁÎÄ ÐÌÁÃÅ ÆÏÒÍ ÃÏÍÐÌÅØ ÁÎÄ ÉÍÐÏÒÔÁÎÔ 

relaÔÉÏÎÓȭȟ ÃÏÎÎÅÃÔÉÎÇ ÐÅÏÐÌÅ ×ÉÔÈ ÏÂÊÅÃÔÓȟ ÈÉÓÔÏÒÙȟ ÁÎÄ ÅÁÃÈ ÏÔÈÅÒȢ -ÕÓÅÏÌÏÇÉÃÁÌ ÒÈÅÔÏÒÉÃ 

ÁÎÁÌÙÓÅÓ ȬÔÈÅ ÒÏÌÅ ÏÆ ÒÈÅÔÏÒÉÃÁÌ ÍÕÓÅÕÍÓ ÁÓ ÓÉÔÅÓ ÏÆ ÃÉÖÉÃ ÅÎÇÁÇÅÍÅÎÔȭ ɉ7ÅÉÓÅÒ ςπρχȡφɊȢ 

According to Weiser (2017:33-34), rhetorical museums serve as a place of intersection 

between the public and the academic, political and aesthetic, where rhetoric ȬÕÎÉÔÅÓ ÔÈÅ 

logical and the emotional into thoughtful, action-ÏÒÉÅÎÔÅÄ ÐÅÒÓÕÁÓÉÏÎȭ. Whilst Weiser does 

discuss the persuasive element of rhetoric, Lafrenz Samuels (2015:4) more explicitly tackles 

ÔÈÅ ÉÄÅÁ ÏÆ ȬÈÅÒÉÔÁÇÅ ÁÓ ÐÅÒÓÕÁÓÉÏÎȭȢ 7ÉÔÈÉÎ ÈÅÒ ÅÄÉÔÅÄ ÃÏÌÌÅÃÔÉÏÎȟ ÔÈÅ ÃÏÎÃÅÐÔ ÉÓ ÅØÐÌÏÒÅÄ 

through the social, political, economic, and moral contexts of museums, as well as 

considerations of the persuasive power of presenting objects or sites as having certain 

significance using various standpoints, perspectives and claims. Critically examining 

rhetoric enables us to more fully explore the increasingly strategic, persuasive, and active 

role museums play in contemporary society. As Lafrenz Samuels (2015:7-8) argues, to 

ÅØÐÌÏÒÅ ÍÕÓÅÕÍ ÒÈÅÔÏÒÉÃ ÉÓ ÔÏ ÅØÐÌÏÒÅ ÈÏ× ÔÈÅ ÐÁÓÔ ÉÓ ȬÍÏÂÉÌÉÚÅÄ ÉÎ ÔÈÅ ÐÒÅÓÅÎÔȭ ÉÎ ÏÒÄÅÒ ÔÏ 

put forward and encourage the acceptance of a specific narrative.  

Alongside the rhetoric that arises from the use of persuasion and argument in museums, 

another area of interest considers the rhetoric of museum practices themselves, such as the 

meaning and use of common museum terminology, and through this critically examines the 

role and purpose of specific museums. Lafrenz Samuels (2015:4) discusses the wider 

ȬÒÈÅÔÏÒÉÃ ÏÆ ÈÅÒÉÔÁÇÅȭȟ ÉÎ ÔÅÒÍÓ ÏÆ ÔÈÅ ÅØÉÓÔÉÎÇ ÍÅÁÎÉÎÇÓ ÁÎÄ ÐÒÁÃÔÉÃÅÓ ÔÈÒÏÕÇÈ ×ÈÉÃÈ 

heritage is enacted, codified and institutionalised; which can often be problematic and, as is 

often acknowledged, need frequent re-examiÎÉÎÇȢ &ÏÒ ÉÎÓÔÁÎÃÅȟ +ÁÒÌÓÔÒĘÍȭÓ ɉςπρυɊ ÃÁÓÅ 

study of cultural traditions in a Vietnamese village explores alternative methods and 

understandings of heritage to typical Western standards. In particular, practices and 

understandings of authenticity and preservation in relation to historic religious temples are 

discussed. Within Vietnamese culture, when a new temple is constructed rather than 

preserving the old temple, it is destroyed in order to empower the new temple and make it 

ready for use. This destruction, although the antithesis of Western understanding of 
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heritage preservation, is an important cultural and religious practice in Vietnam (Karlström 

2015:32). For the people of the village, it was the spiritual heritage that the building 

contained that held value, rather than the building itself (Karlström 2015:33). Their concept 

of authenticity is more fluid and complex than is generally considered within museums 

(Karlström 2015:31; McGee 2006:181). Karlström (2015:43) concludes that it is important 

to be aware of our individual rhetorical background, and to be sensitive and imaginative 

about the way objects and sites are approached in order to best help people connect with 

their heritage in a way that is culturally relevant and reflects the values of that society (see 

also Kidd 2014:7). These issues of context and practice can be addressed and demystified 

through interpretation. In the case of the Vietnamese temple, interpretation of both 

religious and scientific discourses formed the basis of decisions about the preservation and 

management of the site, so that the needs of the community and heritage practitioners could 

all be understood and met (Karlström 2015:42-44). Rhetoric, therefore, can be put into 

practice using a variety of interpretative methods and for a variety of purposes. It is these 

developing understandings of museums as rhetorical and persuasive spaces and in 

particular the potential of new technology such as videogames which, as Gruber (2014) 

notes are underexplored in current literature, that the following sections will explore. 

 

6.2.2 Critical Thinking: The Case of Decision Points Theatre 

Staiff (2014:14) wrote that contemporary interpretation in museums is characterised in 

ÐÁÒÔ ÂÙ ȬÃÒÉÔÉÃÁÌ ÑÕÅÓÔÉÏÎÓȭ ×ÈÉÃÈ ÌÅÁÄ ÔÏ ȬÉÎÆÏÒÍÁÌ ÌÅÁÒÎÉÎÇȭȢ !ÌÏÎÇÓÉÄÅ ÄÉÓÃÕÓÓÉÏÎÓ ÏÆ 

rhetoric there has been a shift towards museums as places where visitors can debate and 

critically engage with contemporary issues as part of the interpretative process and 

negotiation of meaning. This critical engagement is arguably even more important 

considering non-ÎÅÕÔÒÁÌÉÔÙ ÁÎÄ ÒÈÅÔÏÒÉÃ ÉÎ ÍÕÓÅÕÍÓȟ ÁÓ ÖÉÓÉÔÏÒÓ ×ÉÌÌ ÎÅÅÄ ÔÏ Ȭcritically 

consider the nature and source of the evidence and infÏÒÍÁÔÉÏÎ ÐÒÅÓÅÎÔÅÄȭ ÉÎ ÏÒÄÅÒ ÔÏ ÆÕÌÌÙ 

understand the interpretative context of the museum and undertake informed meaning-

making (Cameron 2006:18,33). Depending on the perspectives visitors bring to the 

museum, engaging critically may involve challenging their opinions and existing knowledge. 

In this way visitors may, through active engagement with the rhetoric of an exhibition, 

reconsider their expectations in regards to how stories might be told in museums (Bonnell 

and Simon 2007:67). In order to encourage participation, many museums are beginning to 

develop co-productive practices and spaces where critical debate and discussion can take 

place. Radice (2015:255) identifies a number of ways in which visitors are prompted to 

participate in contemporary exhibitions including by contributing their own stories, 
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commenting on exhibits, voting, and co-designing. In this sense, museums are increasingly 

sharing their rhetorical power with visitors, empowering them to become voices of 

interpretative authority (Cameron 2006:33). Digital technologies, such as videogames, have 

been identified as a medium through which interpretative techniques can be transformed 

(Kraemer 2018; Osterman 2018). The growth of interest in these areas has resulted in one 

recent study explicitly exploring procedural rhetoric in a museum game, which evidences 

how some of these questions around critical thinking and participation have been 

negotiated ɀ successfully or unsuccessfully - in practice. 

Joshua Daniel-Wariya (2019) explores elements of procedural rhetoric in the digital game 

Decision Points from the Decision Points Theatre at the George Bush Memorial Library. The 

game forms part of an exhibition on the Bush Doctrine, the foreign policy principles 

employed by George Bush during his presidency.50 Importantly, Daniel-Wariya (2019:389) 

notes, due to its political ties and purpose as a memorial library the Museum usually avoids 

ÔÈÅ ÍÏÒÅ ÃÏÎÔÒÏÖÅÒÓÉÁÌ ÁÓÐÅÃÔÓ ÏÆ "ÕÓÈȭÓ 0ÒÅÓÉÄÅÎÃÙȢ 4ÈÅ ÇÁÍÅ ÉÓ ÆÏÕÎÄȟ ÓÈÏÕÌÄ ÔÈÅ ÖÉÓÉÔÏÒ 

traverse the Museum as intended, after a section of films and information that explore 

"ÕÓÈȭÓ ÐÏÌÉÃÙ ÄÅÃÉÓÉÏÎÓȟ ÁÎÄ ÔÈÅ ÐÏÌÉÃÙ ÐÏÉÎÔÓ ÕÐÏÎ ×ÈÉÃÈ he was elected, but before the 

area of the exhibition that covers the Bush Doctrine itself. The section on the Bush Doctrine 

provides further context and information on how the doctrine represented a broader 

change to established U.S. foreign policy, and how situations encountered within the 

Decision Points game reflected and influenced these policies. Also of note is that the entrance 

to the Decision Points Theatre follows directly from coverage of the terror attacks on the 

Twin Towers on September 11th 2001 and, as such, arriving at the Decision Points Theatre, 

ÔÈÅ ÉÄÅÁ ÏÆ ÄÅÁÌÉÎÇ ×ÉÔÈ ÃÒÉÓÉÓ ÉÓ ÆÒÅÓÈ ÉÎ ÔÈÅ ÖÉÓÉÔÏÒȭÓ ÍÉÎÄȢ Decision Points puts visitors into 

the position of George Bush at key points during his term as president. The scenarios the 

game covers include the response to Hurricane Katrina and the decision to invade Iraq. The 

ÉÎÔÅÎÄÅÄ ÒÈÅÔÏÒÉÃÁÌ ÍÅÓÓÁÇÅ ÏÆ ÔÈÅ ÇÁÍÅ ÉÓ ÔÈÁÔ "ÕÓÈȭÓ ÄÅÃÉÓÉÏÎÓ ×ÅÒÅ ȬÃÏÒÒÅÃÔȭȟ ÁÎÄ ÉÔ ÁÉÍÓ 

to achieve this by engaging visitors critically with each situation using information that was 

available to Bush. In this way, the game asks visitors to engage with the experience of the 

ȬÏÔÈÅÒȭ ÉÎ Á ÍÁÎÎÅÒ ×ÈÉÃÈ ÍÉÇÈÔ ÃÈÁÌÌÅÎÇÅ ÔÈÅÉÒ ÅØÉÓÔÉÎÇ Ïpinions (Bonnell and Simon 

2007:81). The game asks players to choose one of four scenarios, providing each individual 

 

50 4ÈÅ ÆÕÌÌ "ÕÓÈ $ÏÃÔÒÉÎÅ ÁÓ ÔÁËÅÎ ÆÒÏÍ "ÕÓÈȭÓ Ï×Î ÍÅÍÏÉÒȠ $ÅÃÉÓÉÏÎ 0ÏÉÎÔÓȟ ÉÓ ÁÓ ÆÏÌÌÏ×Óȡ 

ρȢ Ȱ-ÁËÅ ÎÏ ÄÉÓÔÉÎÃÔÉÏÎ ÂÅÔ×ÅÅÎ ÔÅÒÒÏÒÉÓÔÓ and the nations that harbor them ɀ and hold both to 

ÁÃÃÏÕÎÔȢȱ 

ςȢ Ȱ4ÁËÅ ÔÈÅ ÆÉÇÈÔ ÔÏ ÔÈÅ ÅÎÅÍÙ ÏÖÅÒÓÅÁÓ ÂÅÆÏÒÅ ÔÈÅÙ ÃÁÎ ÁÔÔÁÃË ÕÓ ÁÇÁÉÎ ÈÅÒÅ ÁÔ ÈÏÍÅȢȱ 

σȢ Ȱ#ÏÎÆÒÏÎÔ ÔÈÒÅÁÔÓ ÂÅÆÏÒÅ ÔÈÅÙ ÆÕÌÌÙ ÍÁÔÅÒÉÁÌÉÚÅȢȱ 

τȢ Ȱ!ÄÖÁÎÃÅ ÌÉÂÅÒÔÙ ÁÎÄ ÈÏÐÅ ÁÓ ÁÎ ÁÌÔÅÒÎÁÔÉÖÅ ÔÏ ÔÈÅ ÅÎÅÍÙȭÓ ÉÄÅÏÌÏÇÙ ÏÆ ÒÅÐÒÅÓÓÉÏÎ ÁÎÄ ÆÅÁÒȢȱ 
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with brief (and unique) information updates from advisors, simulating the kind of 

information that George Bush was receiving. Upon receiving their different pieces of advice, 

players must discuss and debate the information they have been given and vote collectively 

on which action to take.  

Due to this dependence on visitor participation, Daniel-Wariya (2019:400) suggests that 

although Decision Points might not be considered a true videogame as the institution has 

considerable control over the majority of the narrative and its outcomes, the exhibition can 

be viewed as videogame-like. This is interesting as it does not necessarily align with 

understandings of videogame narrative, authorship and emergent gameplay discussed in 

Chapter Four. Daniel-Wariya also acknowledges that Decision Points is far from perfect as a 

rhetorical tool, but highlights some specific rhetorical capacities of videogames that it uses 

which make it suitable for further exploration. In particular, he identifies three key elements 

ÔÈÁÔ ÁÒÅ ÕÓÅÄ ×ÉÔÈÉÎ ÔÈÅ $ÅÃÉÓÉÏÎ 0ÏÉÎÔÓ 4ÈÅÁÔÒÅȢ &ÉÒÓÔ ÁÒÅ ÔÈÅ ȬÐÏÓÓÉÂÉÌÉÔÙ ÓÐÁÃÅÓȭ ×ÈÅÒÅ ÔÈÅ 

player is able to meaningfully interact with and build empathy and connection with the 

game, in this case through positioning the player in the perspective of Bush, and the 

representation of a Bush-ÅÒÁ %ØÅÃÕÔÉÖÅ #ÏÎÆÅÒÅÎÃÅ 2ÏÏÍ ÉÎ ÔÈÅ ÓÐÁÃÅȭÓ ÄÅÓÉÇÎ ɍ&ÉÇ 6.6]. 

Second is the use of valorised outcomes, the message that the designers want the game to 

convey. Within Decision Points ÔÈÉÓ ×ÏÕÌÄ ÂÅ ÆÏÒ ÐÌÁÙÅÒÓ ÔÏ ÐÅÒÃÅÉÖÅ 'ÅÏÒÇÅ "ÕÓÈȭÓ decisions 

ÁÓ ȬÃÏÒÒÅÃÔȭȟ ÏÒ ÃÈÁÌÌÅÎÇÅ ÔÈÅÉÒ ÐÒÅÃÏÎÃÅÐÔÉÏÎ ÁÂÏÕÔ ÈÉÓ ÄÅÃÉÓÉÏÎÓ ÂÙ working through the 

processes of the game and interpreting the information to see if they independently arrive 

Fig 6.6: 4ÈÅ #ÒÉÔÉÃÁÌ $ÅÃÉÓÉÏÎÓ %ØÈÉÂÉÔÉÏÎ Ȭ$ÅÃÉÓÉÏÎ 0ÏÉÎÔÓȭ 
Image © George W. Bush Presidential Center. 
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at the same conclusions. Finally, there is procedural modelling, or the rules guiding the 

game, the most relevant being the voting mechanic (Daniel-Wariya 2019:388). 

A number of aspects of the Decision Points experience therefore reflect ideas related to 

procedural rhetoric and rhetoric in museums more generally. In the voting mechanic and 

its outcomes, the rhetoric elements of the game become especially clear. If players find that 

they disagree with Bush, the game accepts their response but provides an explanation for 

ÔÈÅ ÐÒÅÓÉÄÅÎÔȭÓ ÔÈÉÎËÉÎÇ ÔÏ ÅÎÃÏÕÒÁÇÅ ÆÕÒÔÈÅÒ ÒÅÆÌÅÃÔÉÏÎ ÁÎÄ ÃÒÉÔÉÃÁÌ ÔÈÉÎËÉÎÇȢ In this way 

Decision Points creates space for debate ×ÈÉÃÈ ÃÁÎ ÏÐÅÎ ȬÐÅÏÐÌÅͻÓ ÍÉÎÄÓ ÔÏ ÏÔÈÅÒ ÐÏÉÎÔÓ ÏÆ 

ÖÉÅ× ÏÎ ÔÏÐÉÃÓȭ ɉ#ÁÍÅÒÏÎ ςππφȡχɊȢ However, if players fail to make a decision, they are 

reminded that inaction was not an option for the president, and it is also not an option in 

the game (Daniel-Wariya 2019:393). They must make a decision to complete the game. In 

addition, there are other layers of rhetoric at work. The location of Decision Points plays a 

part in its rhetorical potential. For one, as a Presidential Memorial Library, the Museum 

attempts to persuade visitors that the person it memorialises was a good President. As such, 

within the Museum the narrative is one that encourages visitors to see the PÒÅÓÉÄÅÎÔȭÓ ÐÏÉÎÔ 

of view and argues that the decisions he made were well thought out and valid. The specific 

context of the Bush Doctrine is also important. Daniel-Wariya (2019:405) suggests that 

visitors encountering information on the Bush Doctrine after completing Decision Points 

would not immediately understand its link to the game and therefore would fail to recognise 

ÔÈÅ ÇÁÍÅȭÓ rhetorical role because visitors are not accustomed to encountering persuasion 

in videogame form. Therefore, he contends that the messages are covert and implicit, 

undermining the attempt to make a nuanced case for the Bush Doctrine. However, I would 

argue that the wider context around the game, which includes information on the Bush 

Doctrine, the influences on the policy changes employed by Bush such as the September 11th 

terror attacks, and the Museum as a Presidential Library, means that visitors probably had 

some sense of the message they were likely to encounter in Decision Points, even if the 

format was unfamiliar to them. Whilst they may not have the skills required to immediately 

interrogate the game, I belÉÅÖÅ ÔÈÁÔ ÔÈÅ ÇÁÍÅȭÓ ÓÙÓÔÅÍÓ ÏÆ ÄÅÂÁÔÅȟ ÄÅÃÉÓÉÏÎ ÍÁËÉÎÇȟ ÁÎÄ 

voting encourage players to begin undertaking a process of critical thought in relation to 

the subject matter. A procedural rhetoric museum game should encourage players to 

critically explore and interpret the message it is putting forward.  

 

6.2.3 Issues of Authorship and the Balance of Power 

Just as in videogames, rhetoric in museums is not without its issues. The common 

perception that museums are neutral sites remains prevalent and can prove problematic in 
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relation to rhetoric and persuasion. The acknowledgement of non-neutrality, making clear 

to visitors that the museum is not without bias, is becoming more widespread amongst 

museum professional and institutions. However, other issues around authorship and the 

ÂÁÌÁÎÃÅ ÏÆ ÐÏ×ÅÒ ÃÁÎ ÁÌÓÏ ÉÍÐÁÃÔ ÏÎ Á ÍÕÓÅÕÍȭÓ ÕÓÅ ÏÆ ÒÈÅÔÏÒÉÃ ÁÎÄ ÈÏ× ÖÉÓÉÔÏÒÓ ÅÎgage 

with it. Who is included and excluded in terms of authorship is something that needs to be 

reflected upon in the development of any exhibition. As Rodéhn (2015:101) notes, when 

ÆÁÃÅÄ ×ÉÔÈ ÄÅÓÉÇÎÉÎÇ ÁÎ ÅØÈÉÂÉÔÉÏÎ ÆÏÒ ÔÈÅ ȬÐÅÏÐÌÅȭȟ ÉÔ ÉÓ ÒÁÒÅÌÙ ÃÏÎÓÉÄÅÒed how diverse the 

ȬÐÅÏÐÌÅȭ ÁÒÅȟ ×ÉÔÈ ÍÁÎÙ ÍÉÎÏÒÉÔÉÅÓ ÁÎÄ ÓÏÃÉÁÌ ÇÒÏÕÐÓ ÖÉÓÉÔÉÎÇ ÍÕÓÅÕÍÓ ÔÈÁÔ ×ÉÌÌ ÂÅ ÌÏÏËÉÎÇ 

for representation and connection. Whilst new narrative approaches might improve 

representation, the narrative(s) that the museum uses will likely represent the viewpoint 

of a particular group and therefore a particular rhetoric.  

Failing to recognise and incorporate different perspectives can result in issues, as McGee 

(2006) found in her study of the restructuring of a South African art museum. The Museum 

began to undergo a process of decolonisation in response to changing attitudes amongst its 

community. Tensions arose between Western-educated Museum staff and local artists who 

felt that they were not reflected in exhibitions, but who still recognised the value of the 

Museum and wished to be a part of it (McGee 2006:189). McGee (2006:188,192) found that 

a small number of Museum staff held rhetorical power, as the objects on display and how 

they were interpreted formed a collective memory which did not represent the wider 

community, a majority black population, or their heritage and traditions. Even when 

changes were made, McGee (2006:192) notes that in many cases the changes were 

temporary, and that the potential to challenge the status quo went unmet. Thus, the Museum 

ÓÔÉÌÌ ÐÏÒÔÒÁÙÅÄ Á ÆÌÁ×ÅÄ ÍÅÍÏÒÙ ÏÆ ÔÈÅ ÃÏÕÎÔÒÙȭÓ ÁÒÔ ÈÅÒÉÔÁÇÅȢ ! ÓÔÕÄÙ ÏÆ -ÁÎÃÈÅÓÔÅÒ 

-ÕÓÅÕÍȭÓ ÁÔÔÅÍÐÔÓ ÔÏ ÉÎÖÏÌÖÅ Á ÇÒÏÕÐ ÏÆ 3ÏÍÁÌÉ ÒÅÆÕÇÅÅÓ ÉÎ ÔÈÅ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ the 

MÕÓÅÕÍȭÓ ÏÂÊÅÃÔÓ ÅØÁÍÉÎÅÄ ÓÉÍÉÌÁÒ ÉÓÓÕÅÓ ÒÅÌÁÔÉÎÇ ÔÏ ÁÕÔÈÏÒÓÈÉÐ Ánd control. As refugees 

began to challenge the existing interpretation of objects, Lynch (2014) noted that the 

-ÕÓÅÕÍ ÒÅÓÐÏÎÄÅÄ ÂÙ ÓÉÔÕÁÔÉÎÇ ÔÈÅ ÃÏÎÔÒÉÂÕÔÉÏÎ ÏÆ ÔÈÅ 3ÏÍÁÌÉ ÒÅÆÕÇÅÅȭÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÉÎ Á 

way that subverted any substantial challenge to the MuÓÅÕÍȭÓ ÎÁÒÒÁÔÉÖÅȢ %ÑÕÁÌÌÙȟ 

throughout the process the Museum maintained authority over the relationship with the 

community, enabling the Museum to distance themselves from the potential emerging from 

the dialogue, instead maintaining ÁÎ ȬÏÂÊÅÃÔÉÖÅȭ ÐÏÓÉÔÉÏn (Lynch 2014:87-89). These 

situations reflect a common rhetoric, especially in national museums, where the selection 

ÏÆ ÏÂÊÅÃÔÓ ÁÎÄ ÔÏÐÉÃÓ ÂÙ ÔÈÅ ÍÕÓÅÕÍȭÓ ÅÍÐÌÏÙÅÅÓ ÉÓ ÕÓÅÄ ÔÏ ÒÅÁÆÆÉÒÍ Á ÓÅÔ ÏÆ ÖÁÌÕÅÓ ÔÈÁÔ ÔÈÅ 

ÎÁÔÉÏÎ ÏÒ ÁÕÔÈÏÒÉÔÙ ÃÏÎÓÉÄÅÒÓ ÔÏ ÂÅ ȬÉÄÅÁÌȭ, and which visitors are encouraged to embrace 

(Weiser 2017:31). If the community is excluded from this process and space is not provided 

for visitors to challenge narratives and values, this can prove problematic in terms of the 
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balance of power and authority over heritage and its meaning.  

A recent case study on museum persuasion provides further insight into the ways in which 

museums engage in rhetorical practice and the potential issues with undertaking a 

persuasive approach. Gruber (2014) critically examines The Majesty of All Under Heaven, an 

exhibition of the terracotta warriors at the Hong Kong Museum of History, and the ways in 

which the exhibition ÁÔÔÅÍÐÔÅÄ ÔÏ ÐÅÒÓÕÁÄÅ ÖÉÓÉÔÏÒÓ ÔÏ ÁÌÉÇÎ ÔÈÅÍÓÅÌÖÅÓ ×ÉÔÈ #ÈÉÎÁȭÓ 

discourse of unification by emphasising the power and grandeur of China. This message has 

only become more contentious following recent events and protests in Hong Kong. The 

rhetoric was mainly expressed through exhibition design and narrative, but of particular 

interest to Gruber and this study are the ways visitors were encouraged to participate in 

rhetoric through digital technologiesȢ 'ÒÕÂÅÒ ɉςπρτȡρυρɊ ÄÅÓÃÒÉÂÅÓ ÔÈÉÓ ÁÓ Á ȬÂÏÄÉÌÙ 

ȰÒÈÅÔÏÒÉÃ ÏÆ ÔÈÅ ÐÅÏÐÌÅȱȭ ×ÈÅÒÅ ÒÈÅÔÏÒÉÃ ÉÓ ÐÅÒÆÏÒÍÅÄ ÔÈÒÏÕÇÈ ÉÎÔÅÒÁÃÔÉÏÎ ×ÉÔÈ ÉÍÍÅÒÓÉÖÅ 

digital spaces. These included the first encounter visitors had with the rhetoric of the 

exhibition, a large interactive film, and an interactive where visitors could project their face 

onto a terracotta wÁÒÒÉÏÒ ÔÈÅÒÅÂÙ ÅÎÁÃÔÉÎÇ ÁÎ ÁÌÉÇÎÍÅÎÔ ×ÉÔÈ ÔÈÅ ×ÁÒÒÉÏÒȭÓ ÉÄÅÎÔÉÔÙ (Gruber 

2014:157,162). The projected film had three parts, the first two of which tried to align the 

visitor with the Chinese identity and agenda, whilst the third and final section acted as a 

deterrent against those who might oppose China. In the first section, visitors are invited into 

a narrative of friendship where they meet a friendly terracotta warrior and examine his 

chariot. Within the second section, traditional Chinese music plays and birds fly across the 

screen. Visitors are encouraged to dance along with the figures and, through this enacting 

of a culturally significant tradition, begin a process of internalising Chinese culture. In the 

third and final screen, visitors are given the option to stand in opposition to the warrior and 

ÁÒÅ ȬÁÔÔÁÃËÅÄȭ ÂÙ ÔÈÅ ÐÒÏÊÅÃÔÉÏÎȢ 'ÒÕÂÅÒ ɉςπρτȡρυχɊ ÓÕÇÇÅÓÔÓ ÔÈÁÔ ÔÈÉÓ ÖÉÒÔÕÁÌ ÁÔÔÁÃË ÉÓ 

ÉÎÔÅÎÄÅÄ ÔÏ ÉÍÐÌÙ ÔÈÅ ÐÏÔÅÎÔÉÁÌ ÏÐÐÏÓÉÔÉÏÎ ÆÁÃÅÄ ÂÙ ÔÈÏÓÅ ×ÈÏ ÓÔÁÎÄ ÁÇÁÉÎÓÔ #ÈÉÎÁȭÓ 

narrative.  

4ÈÅÒÅ ÁÒÅ ÓÏÍÅ ÎÏÔÁÂÌÅ ÅÌÅÍÅÎÔÓ ÔÈÁÔ ÂÕÉÌÄ ÔÈÉÓ ÅØÈÉÂÉÔÉÏÎȭÓ ÒÈÅÔÏÒÉÃȢ $ÉÇÉÔÁÌ ÔÅÃÈÎÏÌÏÇÙ 

features heavily, with an emphasis on immersion and visitor participation. Whilst not a 

videogame, the interpretation in the exhibition does have playful, game-like elements, and 

it is possible to see aspects of procedural rhetoric at work. In particular, the use of feedback 

between visitor and machine is clear within the film projection. The importance of visitor 

ÅÎÁÃÔÍÅÎÔ ÏÆ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÁÒÇÕÍÅÎÔ ÍÉÒÒÏÒÓ the idea of players working through the 

rhetoric of games by enacting their  systems. The choice to utilise technology in this 

exhibition allowed the designers to facilitate and provoke interactions in ways that would 

be difficult in other forms of media. Similarly, as Gruber (2014:163) notes, the narrative of 
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ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÉÓ ÏÎÅ ÔÈÁÔ ÅÎÃÏÕÒÁÇÅÓ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ ×ÉÔÈ ÔÈÅ ȬÏÔÈÅÒȭȢ 7ÈÅÎ ÖÉÓÉÔÏÒÓ ÉÎÔÅÒÁÃÔ 

with rhetorically -ÃÈÁÒÇÅÄ ÅÌÅÍÅÎÔÓȟ ÔÈÅÙ ÁÒÅ ÁÓËÅÄ ÔÏ ÃÏÎÓÉÄÅÒ ÈÏ× ÔÈÅ ȬÏÔÈÅÒȭ ÍÉÇÈÔ ÆÅÅÌ 

and react. The Majesty of All Under Heaven also shows how persuasive rhetoric can be 

enacted within museums by outside parties. Gruber (2014:163) concludes that the 

ÅØÈÉÂÉÔÉÏÎ ÉÓ Á ÇÏÏÄ ÅØÁÍÐÌÅ ÏÆ ÐÏÌÉÔÉÃÁÌ ÁÆÆÅÃÔ ȬÍÏÂÉÌÉÚÅÄ ÁÓ Á ËÉÎÄ ÏÆ ÃÏÎÓÔÉÔÕÔÉÖÅ ÒÈÅÔÏÒÉÃȭ 

wherein MainÌÁÎÄ #ÈÉÎÁ ÉÓ ÁÂÌÅ ÔÏ ÂÕÉÌÄ ÕÐ Á ȬÐÏÌÉÔÉÃÁÌ ÁÆÆÅÃÔȭ ÏÒ ÄÉÓÐÏÓÉÔÉÏÎ ÔÏ×ÁÒÄÓ ÔÈÅÉÒ 

narrative of unification.  

What this exhibition highlights are the ways in which persuasion in museums can be 

potentially problematic, particularly when the persuasive aims of the exhibition are not 

made explicit. Rhetoric is most successful when those interacting with it are able to openly 

debate and critically engage. In order to persuade and not coerce the rhetoric argument 

underlying exhibitions must be clearly and openly articulated, so that visitors are aware 

that they are engaging in discussion about a specific political or social message. The 

importance of the visitor as a challenging voice is highlighted by Kidd (2014:2-3), who 

×ÒÉÔÅÓ ÔÈÁÔ ÔÈÅ ÖÉÓÉÔÏÒȭÓ ÖÏÉÃÅ ÉÓ ÏÎÅ ÔÈÁÔ ÉÓ ȬÅÌÏÑÕÅÎÔȟ ÃÏÎÓÉÄÅÒÅÄȟ ÐÏ×ÅÒÆÕÌ ÁÎÄ ɉÃÒÕÃÉÁÌÌÙɊ 

ÖÉÓÉÂÌÅȭȢ -ÕÓÅÕÍÓ ÁÒÅ ÉÎÃÒÅÁÓÉÎÇÌÙ ÂÅÃÏÍÉÎÇ ÐÌÁÃÅÓ ×ÉÔÈÉÎ ×ÈÉÃÈ ÄÉÆÆÅÒÅÎÔ ÃÏÍÍÕÎÉÔÉÅÓ 

and individuals are able to question the authority of the museum and the narrative they 

present. In this way, the museum continues to move away from the ideology of museum as 

temple, and towards the idea of the museum as forum (McGee 2006:192). Through rhetoric 

and persuasion, museums can become a transformative and transforming power in society. 

But what these examples show is that whilst rhetoric is becoming more visible and 

recognised in the museum sector, we must be careful to engage with rhetoric in a manner 

that opens up space for discussion, debate, and response, and not revert back to museums 

as authoritative instÉÔÕÔÉÏÎÓ ÔÈÁÔ ÐÕÔ ÆÏÒ×ÁÒÄ ×ÈÁÔ Á ÓÅÌÅÃÔ ÆÅ× ÓÅÅ ÁÓ ÔÈÅ ȬÃÏÒÒÅÃÔȭ ÁÎÄ 

ȬÁÃÃÅÐÔÁÂÌÅȭ ÖÉÅ× ÏÆ ÔÈÅ ÐÁÓÔ ÁÎÄ ÐÒÅÓÅÎÔȢ 

 

6.2.4 Museums, Contemporary Issues, and Rhetoric 

The potential of museums as agents of change is perhaps most clear when they tackle a 

contentious or contemporary issue. Indeed, museum narratives that tackle topics 

traditionally considered difficult, uncomfortable, or controversial have become more 

common with Macdonald (2015:13) noting that addressing such topics is often seen as the 

right thing to do. A consequence of this is that museums are increasingly embracing the idea 

that interpretation involves taking a stance or side, and, as we have seen throughout this 

chapter, rhetoric in exhibitions is especially effective when the intended message is made 

clear. Before moving onto the conclusion of this chapter and Part Two, we will explore some 
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examples of museums engaging with complex contemporary issues, using videogames and 

rhetorical techniques to encourage positive social change. 

As discussed in Chapter Five, Utah Climate Challenge is a multiplayer game created for the 

National History Museum of Utah by game company Preloaded. Situated within an 

ÅØÈÉÂÉÔÉÏÎ ÅÎÔÉÔÌÅÄ Ȭ5ÔÁÈ &ÕÔÕÒÅÓȭ Utah Climate Challenge tasks players with building a Utah 

city for the future whilst also tackling climate change. Players participate in groups, making 

choices from a series of individual options to most effectively meet the needs of the city. 

These choices emphasise the impact of different policies on climate change, and climate 

change on the city [Fig 6.7]. The rhetorical nature of the game is made clear by Museum staff 

who comment that they wanted ÔÈÅ ÇÁÍÅ ȬÔÏ ÅÆÆÅÃÔ ÇÅÎÕÉÎÅ ÂÅÈÁÖÉÏÕÒ ÃÈÁÎÇÅ ÁÒÏÕÎÄ ÉÓÓÕÅÓ 

ÏÆ ÓÕÓÔÁÉÎÁÂÉÌÉÔÙȟ ÂÉÏÄÉÖÅÒÓÉÔÙȟ ÐÏÐÕÌÁÔÉÏÎ ÇÒÏ×ÔÈ ÁÎÄ ÕÒÂÁÎ ÓÐÒÁ×ÌȭȢ51 This reflects 

discussions of how procedural rhetoric might impact behaviour by representing real-world 

situations. The choices players make in Utah Climate Challenge are made meaningful 

ÂÅÃÁÕÓÅȟ ÁÓ &ÅÒÒÁÒÁ ÁÒÇÕÅÄ ÅÁÒÌÉÅÒȟ ÆÁÉÌÕÒÅ ÉÓ ÁÌÓÏ ÉÎÃÏÒÐÏÒÁÔÅÄ ÉÎÔÏ ÔÈÅ ÇÁÍÅȭÓ ÓÙÓÔÅÍÓ 

where choosing certain options might be initially beneficial but ultimately lead to disaster. 

The game therefore argues that certain policies are better for both the environment and the 

future of Utah. Furthermore, Utah Climate Challenge encourages visitors to recognise and 

take ownership of their individual battle against climate change, but also emphasises that 

damage can only be prevented if society works together. This is implemented in the 

multiplayer mechanics where individual actions may bring about change, but more options 

are available and actions more effective when the game is tackled by groups. This also opens 

ÕÐ ÃÏÍÍÕÎÉÃÁÔÉÏÎ ÂÅÔ×ÅÅÎ ÐÌÁÙÅÒÓ ÏÎ ÔÈÅÉÒ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ ÔÈÅ ÔÏÐÉÃ ÁÓ ÅÁÃÈ ÐÌÁÙÅÒȭÓ 

decisions impact the overall progress of the group, creating space for debate and discussion. 

Remarkably, the Museum found that the multiplayer requirement reduced the number of 

players that approached the game with the intention of deliberately sabotaging progression, 

as players tended to encourage each other to work towards the common good, enacting 

behaviours that could be translated into real collaborative action on climate change. The 

-ÕÓÅÕÍ ÃÏÎÃÌÕÄÅÓ ÔÈÁÔ ȬÏÕÒ ÈÏÐÅ ÉÓ ÔÈÁÔ ÖÉÓÉÔÏÒÓ ×ÉÌÌ ÔÁËÅ Á×ÁÙ ÔÈÅÓÅ ÉÄÅÁÓ ɀ that their 

choices matter, that collective impacts are critical, and that we can all work together to make 

 

51 As quoted on the Preloaded website, available at: https://preloaded.com/work/utah -climate-

challenge/  

Fig 6.7: Utah Climate Challenge 
Image © Preloaded. 
[This image has been removed by the author for copyright reasons] 

https://preloaded.com/work/utah-climate-challenge/
https://preloaded.com/work/utah-climate-challenge/
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ÔÈÅ ÆÕÔÕÒÅ ×Å ×ÁÎÔ ÉÎ 5ÔÁÈȭȢ52  

Finally, another museum game that uses elements of procedural rhetoric in a particularly 

interesting context is the Virtual Reality Blacksmith (2017) created in collaboration between 

the Chain Bridge Forge Museum and the University of Lincoln. Bogost argued that games 

are capable of representing symbolic arguments which tackle social and cultural issues, and 

the Virtual Reality Blacksmith provides insight into how this might be employed by 

museums. The Virtual Reality Blacksmith is a VR re-creation of a blacksmiths forge where 

players can engage with intangible cultural heritage - in this case the blacksmithing skill ɀ 

by using real blacksmithing techniques ÉÎ Á ÓÁÆÅ ÅÎÖÉÒÏÎÍÅÎÔ ×ÈÉÃÈ ÄÏÅÓÎȭÔ ÉÎÃÕÒ ÔÈÅ ÃÏÓÔ 

of materials usually required to teach the trade. Particularly interesting about this game is 

the way in which the virtual world interacts with the physical, as virtual items can be sent 

to a 3D printer and made real and tangible for players to take home as evidence of their new 

skills. The contemporary issue the Virtual Reality Blacksmith tackles, identified by the 

Heritage Craft Alliance, is that the number of people trained in traditional skills is dropping 

and there is a risk that these trades will be lost. The procedural rhetoric of the game 

therefore, in essence, encompasses the entire playable experience. The Museum hopes that 

the opportunity to explore blacksmithing in a virtual, playful environment where players 

can experiment, fail, and learn without fear of consequences might prompt interest and 

ÅÎÃÏÕÒÁÇÅ ÎÅ× ÁÕÄÉÅÎÃÅÓ ÔÏ ÔÁËÅ ÕÐ ÔÈÅ ÓËÉÌÌȢ !Ó Á ÎÅ×Ó ÒÅÐÏÒÔ ÏÎ ÔÈÅ ÐÒÏÊÅÃÔ ÓÁÙÓ ȬÔÈÅ ÈÏÐÅ 

is that young people may go on to tÁËÅ ɍÂÌÁÃËÓÍÉÔÈÉÎÇɎ ÕÐ ÆÏÒ ÒÅÁÌȭȢ53 Increasingly, then, 

rhetoric and even procedural rhetoric are at work in museums in complex and interesting 

ways. 

 

6.3 Conclusions: Rhetoric Affordances 

To conclude, this chapter explores how concepts of rhetoric are considered and applied in 

each field. Videogames are capable of communicating a message using procedural rhetoric, 

designing meaning into their mechanics and systems. These systems enable players to 

ÄÅÃÏÎÓÔÒÕÃÔ ÔÈÅ ÐÒÏÃÅÓÓÅÓ ÕÎÄÅÒÌÙÉÎÇ ÔÈÅ ÇÁÍÅȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉon of different situations. As 

 

52 Ibid., see also a MuseumNext talk by Becky Menlove from the Natural History Museum of Utah 

and James Allsopp from Preloaded, available at: https://www.museumnext.com/article/using -

power-play-inspire-action-around-climate-change/  
53 The BBC news report on the Virtual Reality Blacksmith is available at: 

https://www.youtube.com/watch?v=aBqtTyzQ6EM, see also a video by the Digital Culture 

Network on the project, ȬChain Bridge Forge | AR & VR #ÁÓÅ 3ÔÕÄÙ ȿ $ÉÇÉÔÁÌ #ÕÌÔÕÒÅ .ÅÔ×ÏÒËȭ, at: 

https://www.youtube.com/watch?v=3MpUtirLt5g   

https://www.museumnext.com/article/using-power-play-inspire-action-around-climate-change/
https://www.museumnext.com/article/using-power-play-inspire-action-around-climate-change/
https://www.youtube.com/watch?v=aBqtTyzQ6EM
https://www.youtube.com/watch?v=3MpUtirLt5g
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players actively participate in the negotiation of these processes, they can develop a deeper 

understanding of how things work, building a strong basis from which to critically interpret 

the message. In representations of difficult topics and contemporary issues, which 

procedural rhetoric games commonly tackle, this deconstruction and discovery of systems 

and messages may result in players considering the implications of, and potentially 

changing attitudes and behaviours in relation to, real world situations. The representative 

power of videogame systems may also provide an additional avenue through which players 

ÃÁÎ ÅÎÇÁÇÅ ×ÉÔÈ ÔÈÅ ÐÅÒÓÐÅÃÔÉÖÅ ÏÆ ÔÈÅ ȬÏÔÈÅÒȭȢ #ÒÉÔÉÃÁÌ ÅÎÇÁÇÅÍÅÎÔ ÁÓ Á ÐÒÅÒÅÑÕÉÓÉÔÅ ÆÏÒ ÔÈÅ 

successful implementation of procedural rhetoric in videogames has been explored in terms 

of choice and consequence, where players critically consider advantages and disadvantages 

of actions and, through this, interpret and construct meaning with the game. Furthermore, 

as players are co-authors in negotiating and interpreting meaning, this prompts 

consideration that players may not necessarily arrive at the exact message intended by the 

developers as their personal context and knowledge will influence their interpretation.  

The importance of rhetoric in museums is highlighted by a shift in the sector towards 

recognising the non-neutrality of museums and that they can and arguably should engage 

with contemporary issues. Rhetoric is always at play in museums in the construction of 

certain meanings and messages in relation to objects and exhibitions, which is often 

communicated through interpretation. The possible issues with biases and underlying 

messages in museums have been evidenced through an exploration of examples of different 

approaches to rhetoric and persuasion. In particular, acknowledging authorship has been 

highlighted as key in ensuring that visitors are able to negotiate and interpret the messages 

an exhibition is communicating in an informed manner. This has been further tackled by 

including communities and visitors in the construction of meaning, challenging the 

ÍÕÓÅÕÍȭÓ ÁÕÔÈÏÒÉÔÁÔÉÖÅ ÖÏÉÃÅ ÔÈÒÏÕÇÈ ÐÁÒÔÉÃÉÐÁÔÉÏÎȟ ÁÎÄ ÔÈÒÏÕÇÈ ÕÔÉÌÉÓÉÎÇ ÄÉÆÆÅÒÅÎÔ ÏÒ ÎÅ× 

perspectives to encourage critical engagement. The idea that museums can effect real 

change in society by encouraging visitors to critically consider their attitudes or actions 

around a topic or situation, has become increasingly prominent. Therefore, the critical 

component of the interpretative process has emerged as especially important in light of 

these discussions of rhetoric in museums. 

Finally, examples used in this chapter indicate that a number of museum videogames are 

already engaging with ideas of rhetoric. There are a number of parallels between the way 

rhetorical games help their players experience and make sense of the world from different 

perspectives, and the way in which museum interpretation aims to engage visitors in 

understanding historical objects and sites. I would therefore argue that videogames using 
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procedural rhetoric could contribute to museum interpretation in a number of ways. Such 

games, through their mechanics and systems, engage players critically with a topic. Where 

museum visitors might be reluctant to challenge the perspective and meanings put forward 

by the museum, videogames with procedural rhetoric are built upon the act of questioning. 

!Ó "ÏÇÏÓÔ ɉςππχȡςψτɊ ÃÏÍÍÅÎÔÓȟ ÐÒÏÃÅÄÕÒÁÌ ÒÈÅÔÏÒÉÃ ÇÁÍÅÓ ÅÎÃÏÕÒÁÇÅ ÐÌÁÙÅÒÓ ÔÏ ȬÏÐÐÏÓÅȟ 

ÑÕÅÓÔÉÏÎȟ ÏÒ ÏÔÈÅÒ×ÉÓÅ ÉÎÔÅÒÎÁÌÉÓÅ ÉÔÓ ÃÌÁÉÍÓȭȢ  7ÈÉÌÓÔ ÔÈÅÒÅ ÁÒÅ many ways in which 

museums can provide opportunities for visitors to engage in critical interpretation, the 

ÖÉÄÅÏÇÁÍÅ ÍÅÄÉÕÍȭÓ ÁÆÆÏÒÄÁÎÃÅÓȟ ÓÕÃÈ ÁÓ ÐÁÒÔÉÃÉÐÁÔÉÏÎ ÁÎÄ ÃÈÏÉÃÅȟ ÍÁËÅ ÉÔ ÐÁÒÔÉÃÕÌÁÒÌÙ 

suited in further enabling visitor recognition that they too are interpreters. Procedural 

rhetoric could therefore be used to implicate the visitor as an active and aware participant 

in an interpretative process where their opinions and actions have value and can contribute 

to our wider understanding of objects, sites, or collective histories. 

As museums increasingly embrace digital technology and continue to experiment with 

videogames, the skills and knowledge to effectively design and use videogames in 

interpretation need to be developed. Within Part Two, I have built an understanding of both 

the museum studies and game studies perspectives on the three areas of narrative and 

storytelling, emotion and affect, and rhetoric, providing a foundation for the consideration 

of the intersections between them, resulting in the identification of videogame affordances 

that can meaningfully add to museum interpretative practice. In Part Three, we move on to 

explore how these affordances might be employed in an interpretative videogame and how 

the process of developing such a game might influence reflections upon the research. 
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Part Three  

A Videogame for Interpretation  

 

It is recommended that you play Hard Craft before reading Part Three.  
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7. The Placement: Hard Craft  

Ȭ(ÅÎÃÅȟ ÔÈÅ ÏÆÔ-ÁÓËÅÄ ÑÕÅÓÔÉÏÎ ÏÆ Ȭ×ÈÁÔ ËÉÎÄ ÏÆ ÄÏÃÔÏÒÁÔÅȭ ) ×ÁÓ ÅÎÇÁÇÅÄ ÉÎ ÅÌÉÃÉÔÅÄ ÔÈÅ 

ÒÅÓÐÏÎÓÅȡ ȰÁ ÕÓÅÆÕÌ ÏÎÅȱ.ȭ (Willems 2010:332). 

 

7.1 A Placement Journey 

 

21/09/2020  

7ÅÌÌȟ ÔÈÁÔȭÓ ÉÔȢ 

)ȭÖÅ ÊÕÓÔ ÈÁÄ ÃÏÎÆÉÒÍÁÔÉÏÎ ÔÈÁÔ ÍÙ ÆÉÅÌÄ×ÏÒË ÉÓÎȭÔ ÇÏÉÎÇ ÁÈÅÁÄ ÂÅÃÁÕÓÅ 

this pandemic situation has dragged on far longer than we hoped and 

ÔÈÅÙȭÖÅ ÄÅÃÉÄÅÄȟ ÑÕÉÔÅ ÆÁÉÒÌÙȟ ÔÈÁÔ ÔÈÅÙ ÃÁÎȭÔ ÁÆÆÏÒÄ ÔÏ ×ÁÉÔ ÆÏÒ Á 

relaxation of restrictions that might not even happen. Instead of live 

user-ÔÅÓÔÉÎÇ ÔÈÅÙȭÒÅ ÕÓÉÎÇ ÆÅÅÄÂÁÃË ÆÒÏÍ ÐÒÅÖÉÏÕÓ ÇÁÍÅÓȢ )ÔȭÓ 

ÃÏÍÐÌÅÔÅÌÙ ÕÎÄÅÒÓÔÁÎÄÁÂÌÅȟ ÂÕÔ ÉÔȭÓ Á ÓÈÁÍÅȢ  

)ȭÍ ÇÏÉÎÇ ÔÏ ÎÅÅÄ ÔÏ ÈÁÖÅ Á ÍÁÊÏÒ ÒÅ-ÔÈÉÎËȢ )ÔȭÓ ÅÑÕÁÌÌÙ ÕÎÌÉËÅÌÙ ÔÈÁÔ 

ÁÎÙÔÈÉÎÇȭÓ ÇÏÉÎÇ ÔÏ ÃÏÍÅ ÏÆ ÔÈÅ ÐÏÓÓÉÂÌÅ ÐÒÏÊÅÃÔ ×Å ÄÉÓcussed with the 

museum in Australia either, especially with international travel being 

all but impossible right now. Frankly, considering my previous bad luck 

×ÉÔÈ ÔÈÅ ÇÏÖÅÒÎÍÅÎÔȭÓ ÕÎÉÖÅÒÓÉÔÙ ÆÕÎÄÉÎÇ ÃÈÁÎÇÅÓ ÍÁÙÂÅ ) ÓÈÏÕÌÄ ÈÁÖÅ 

expected that a global pandemic would hit in what should be the major 

ÆÉÅÌÄ×ÏÒË ÙÅÁÒ ÏÆ ÔÈÅ 0È$Ȣ )ÔȭÓ ÇÅÔÔÉÎÇ ÒÁÔÈÅÒ ÔÉÒÉÎÇȢ 

The one small light at the end of the tunnel is that M4C have changed 

the placement regulations, broadening the definition of ÔÈÅ ȬÒÅÓÅÁÒÃÈ 

ÐÌÁÃÅÍÅÎÔȭ ÓÏ ÔÈÁÔ it can now explicitly link to your thesis, rather than 

being solely employability-ÂÁÓÅÄȢ )Æ ) ÃÁÎ ÆÉÎÄ ÓÏÍÅ×ÈÅÒÅ ÔÈÁÔȭÓ ×ÉÌÌÉÎÇ 

to work with me for a placement, it should fall under the new 

ÄÅÆÉÎÉÔÉÏÎÓȟ ÁÎÄ ) ÍÉÇÈÔ ÙÅÔ ÂÅ ÁÂÌÅ ÔÏ ÅØÐÌÏÒÅ ×ÈÁÔ )ȭÖÅ ÂÅÅÎ ÒÅÓearching 

in practice.  

3Ïȟ ÉÔȭÓ ÔÉÍÅ ÔÏ ÇÅÔ ÅÍÁÉÌÉÎÇȢ (ÏÐÅÆÕÌÌÙ $ÕÎÃÁÎ ÁÎÄ (ÅÌÅÎ ÈÁÖÅ ÓÏÍÅ 

ÉÄÅÁÓ ÂÅÃÁÕÓÅ ) ÃÁÎȭÔ ÈÅÌÐ ÂÕÔ ÆÅÅÌ ÌÉËÅ )ȭÍ ÒÕÎÎÉÎÇ ÏÕÔ ÏÆ ÔÉÍÅȢ 

 

Following on from the reviews of literature and practice in Part Two, this chapter begins the 

work of drawing the preceding research together. Continuing the examination of the 

intersection of museum interpretation and videogame affordances, this chapter explores 

the ideas emerging from Part Two by employing them in a more practical manner ɀ 

specifically using a research through design method. The intentions behind undertaking a 

placement with a museum partner were three-fold. The first was to explore how the 
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videogame affordances identified in Part Two could work as part of an interpretative 

museum game. In particular, the aim was to examine how these ideas could be most 

ÅÆÆÅÃÔÉÖÅÌÙ ÕÓÅÄ ÔÏ ÆÕÒÔÈÅÒ ÔÈÅ ÉÎÔÅÒÐÒÅÔÁÔÉÖÅ ÐÒÏÃÅÓÓ ÁÎÄ ÔÈÅ ÐÁÒÔÎÅÒ ÍÕÓÅÕÍȭÓ ×ÏÒËȟ 

enabling further reflection upon the ideas emerging from the research. The second was to 

examine whether these ideas worked in practice through developing an interpretative game 

in collaboration with a museum. Specifically, the goal was to see if there were any 

institutional or practical barriers, or affordances, arising from collaboration with a museum 

that impacted upon the application of the research. As such, by identifying the limitations 

and possibilities that might potentially affect the development of an interpretative 

videogame, knowledge which is not easily obtained through solely literature-based 

research, the placement would allow for further exploration of the possible uses of specific 

videogame affordances. The placement opportunity also allowed for the exploration of the 

practicalities of developing a game including the skills and knowledge required, with an 

emphasis on utilising free game-making tools that might be appropriate for future use by 

museum professionals. Finally, another aim of this placement project was to ensure that the 

final thesis could contribute not only to the growing body of academic work in this area, but 

also be of practical use to the professional museum sector. Therefore, the two chapters that 

form Part Three cover the journey of a six-month research placement undertaken at the 

National Justice Museum in Nottingham. 

 

7.2 Planning the Placement 

7.2.1 The Museum 

The National Justice Museum (hereafter the NJM) is an independent museum based in the 

city centre of Nottingham. The Museum building is the former Shire Hall and County Gaol, a 

Victorian courtroom, prison, and police station, with a long history of links to the criminal 

justice system. The Museum has collections of objects which tell various stories around the 

broader themes of justice and the law, and many of these objects are used in their 

exhibitions, including temporary exhibitions, which are often created in collaboration with 

partners and the local community. In particular, the NJM employs co-productive techniques 

throughout the lifetime of their exhibitions in order to involve visitors in the development 

of interpretation through conversations, workshops, and provocations. This collaborative 

working style is evident in a recent temporary exhibition at the Museum, Constraint / 

Restraint, the gallery guide for which included a sample of visitor responses to the question 

Ȱ×ÈÁÔ ÃÏÎÓÔÒÁÉÎÔÓ ×ÏÕÌÄ ÙÏÕ ÌÉËÅ ÔÏ ÂÅ ÆÒÅÅ ÏÆȩȱ ɍ&ÉÇ χȢρɎȢ %ÎÔÒÙ ÔÏ ÍÁÎÙ ÏÆ ÔÈÅÓÅ ÅØÈÉÂÉÔÉÏÎÓȟ 

including temporary exhibitions, is free, which further facilitates the invitation for visitors 
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to contribute. The NJM also offers a wide range of different interpretative experiences, 

including tours and activities with live costumed interpreters such as mock court room 

hearings based on historical trials, interactive activities both physical and digital, and more 

traditional techniques such as interpretative text panels. The Museum frequently holds a 

range of artistic and seasonal events relating to their exhibitions, such as the art installation 

Witness by Susan MacMurray. Witness was made from a series of rope pillars which linked 

ȬÔÏ ÔÈÅ ÐÁÉÎÓÔÁËÉÎÇ ÐÒÏÃÅÓÓ ÏÆ ÐÉÃËÉÎÇ ÔÁÒ ÆÒÏÍ ÏÌÄ ÒÏÐÅ ɀ ËÎÏ×Î ÁÓ ȬÐÉÃËÉÎÇ ÏÁËÕÍȭȟ Á 

common ÆÏÒÍ ÏÆ ÐÅÎÁÌ ÌÁÂÏÕÒ ÉÎ 6ÉÃÔÏÒÉÁÎ ÔÉÍÅÓȭȢ54 The artwork was installed in the old 

prison yard, overlooked by the gallows and a rope noose, providing space and provocation 

for visitors to consider the stories of the people who had once passed through the historic 

site. Furthermore, the NJM has an ongÏÉÎÇ ÓÅÒÉÅÓ ÏÆ ÆÒÅÅ Ȭ-ÁËÅ )Ô 9ÏÕÒÓȭ ×ÏÒËÓÈÏÐÓ ÁÓ ÐÁÒÔ 

of their Creative Courtyard. Running every Friday, the workshops are led by artists, writers 

and creatives, and provide a specific space for visitors to engage with topics relevant to the 

Museum and the contemporary world, and to contribute to the interpretation of those topics 

ÔÈÒÏÕÇÈ ÃÒÅÁÔÉÖÅ ÒÅÓÐÏÎÓÅÓȢ 4ÈÅ .*- ÁÌÓÏ ÈÁÓ Á Ȭ0ÒÏÊÅÃÔ ,ÁÂȭ ×ÈÉÃÈ ÉÓ Á ÐÈÙÓÉÃÁÌ ÓÐÁÃÅ ÉÎ ÔÈÅ 

Museum where visitors can reflect upon and respond to various themes and contribute 

 

54 The Witness installation  at the NJM can be explored further at: 

https://www.nationaljusticemuseum.org.uk/museum/witness -a-unique-event  

&ÉÇ χȢρȡ 6ÉÓÉÔÏÒ ÒÅÓÐÏÎÓÅÓ ÔÏ ÔÈÅ ÐÒÏÍÐÔ Ȭ×ÈÁÔ ÃÏÎÓÔÒÁÉÎÔÓ ×ÏÕÌÄ ÙÏÕ ÌÉËÅ ÔÏ ÂÅ ÆÒÅÅ ÏÆȩȭ ÆÒÏÍ 
the Constraint / Restraint gallery guide. 
Image © The National Justice Museum. 

https://www.nationaljusticemuseum.org.uk/museum/witness-a-unique-event
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ideas as part of an ongoing conversation between the Museum and their visitors.  

When considering which museum to approach for a research placement, the NJM presented 

an ideal and serendipitous opportunity. Situated in Nottingham and therefore conveniently 

located for any physical visits that might be required, the NJM represents a strong example 

of creative and collaborative practice. Through their work they have consistently expressed 

an interest in exploring new and creative ways to respond to their collections, and in 

exploring how to involve visitors actively and visibly in the process of interpretation. This 

includes the use of digital tools and techniques, as seen in the creation of 3D virtual versions 

of their temporary exhibitions on the V21 Artspace platform for visitors to explore online 

before, during and beyond the COVID-19 pandemic. Indeed, one of the goals of the NJM was 

to improve their digital representation and outreach, an area within which a digital game 

would be well suited. Finally, another factor that led to the consideration of the NJM as a 

potential partner was the existing relationship between the Museum and the university, as 

) ÈÁÄ ÐÒÅÖÉÏÕÓÌÙ ×ÏÒËÅÄ ×ÉÔÈ ÔÈÅ .*- ÄÕÒÉÎÇ ÍÙ ÍÁÓÔÅÒȭÓ ÄÅÇÒÅÅȢ 

 

7.2.2 Placement Plans and Purpose 

When my supervisors and I originally reached out and suggested the idea of a research 

placement to the NJM the response was positive, and the NJM were supportive and very 

open minded about what the placement was trying to achieve. Initial discussions provided 

an opportunity to talk through the aims and direction of my research and how it might fit 

×ÉÔÈÉÎ ÔÈÅ .*-ȭÓ ÃÕÒÒÅÎÔ ÐÒÏÇÒÁÍÍÅ ÏÆ ÅÖÅÎÔÓ ÁÎÄ ÁÐÐÒÏÁÃÈ ÔÏ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÁÎÄ 

outreach. The NJM were interested in making the placement part of an ongoing 

collaborative prÏÊÅÃÔ ÅÎÔÉÔÌÅÄ Ȭ)ÎÇÅÎÕÉÔÙȟ #ÒÅÁÔÉÖÉÔÙ ÁÎÄ (ÏÐÅȭȟ ×ÈÉÃÈ ÁÉÍÓ ÔÏ ÓÈÁÒÅ ÈÉÓÔÏÒÉÃÁÌ 

objects crafted by people in prison in a physical and virtual exhibition. This exhibition would 

bring together and interpret objects in relation to these three themes ɀ ingenuity, creativity, 

hope - through research, lived experience contributions, and contemporary creative 

responses to the objects and themes identified. The objects, which were around twenty-five 

in number, were from a range of historical eras and many were of unknown provenance, 

with little to no information about their creation and use. Due to the artistic nature of the 

majority of these objects including a model of a heart in a cage and a toy car, some of which 

were made as part of rehabilitative programmes, the Museum also wanted to highlight the 

role of rehabilitation and artistic programmes in contemporary prisons. It was agreed that 

the contribution of the placement would be a short videogame designed in collaboration 

with the Museum, which implemented ideas from the research and responded to the themes 

and objects of the exhibition. The game would act as a digital creative response and 
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interpretative provocation which would enable the NJM to further connect the exhibition 

with digital audiences, and it would also contribute to the wider thinking and creative 

processes exploring the exhibition objects and topics. As such, the brief for the game was 

ÆÁÉÒÌÙ ÂÒÏÁÄ ÁÓ ÔÈÅÒÅ ×ÁÓÎȭÔ Á ÓÐÅÃÉÆÉÃ ÔÈÅÍÅ ÏÒ ÏÂÊÅÃÔ ÆÒÏÍ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÔÈÁÔ ÔÈÅ .*- 

wanted it to focus on. The game would become part of either the digital or physical 

exhibition, or potentially both. There was also discussion around the possibility of using the 

-ÕÓÅÕÍȭÓ 0ÒÏÊÅÃÔ ,ÁÂ ÔÏ ÓÈÁÒÅ ÐÒÏÔÏÔÙÐÅÓ ÏÆ ÔÈÅ ÇÁÍÅ ÁÔ ÖÁÒÉÏÕÓ ÓÔÁÇÅÓ ÏÆ ÄÅÖÅÌÏÐÍÅÎÔȢ 

Using the ProÊÅÃÔ ,ÁÂ ×ÏÕÌÄ ÃÏÎÎÅÃÔ ÔÈÅ ÐÌÁÃÅÍÅÎÔ ×ÏÒË ÔÏ ÔÈÅ .*-ȭÓ ÃÏ-productive 

practice and allow both myself and the Museum to gain feedback and responses from the 

.*-ȭÓ ÖÉÓÉÔÏÒÓȟ ÔÏ ÆÕÒÔÈÅÒ ÉÎÆÏÒÍ ÔÈÅ ÄÉÒÅÃÔÉÏÎ ÏÆ ÔÈÅ ÇÁÍÅ ÁÎÄ ÔÈÅ ÅØÁÍÉÎÁÔÉÏÎ ÏÆ ÔÈÅ 

research ideas. Furthermore, due to my previous experience with Twine, the intended 

software for the game, I offered to run training in the use of Twine for the NJM. This would 

upskill NJM staff, providing them with the skills and knowledge to either contribute to the 

development of the game alongside myself directly, or provide them with the tools to make 

their own games in the future. The placement would therefore be mutually beneficial. 

 

7.2.3 Methodology  

As summarised in the Introduction, the placement used a research through design 

methodology which draws upon the design thinking process, elements of autoethnography, 

ÁÎÄ ÔÈÅ ȬÐÒÁÃÔÉÔÉÏÎÅÒ ÍÏÄÅÌ ÏÆ ÃÒÅÁÔÉÖÅ ÃÏÇÎÉÔÉÏÎȭ framework laid out by Skains (2018:84). 

This methodology was appropriate for the project as creative research methods can offer 

ȬÎÅ× ×ÁÙÓ ÏÆ ËÎÏ×ÉÎÇȭ, ×ÈÉÃÈ ȬÐÒÉÖÉÌÅÇÅ ÓÕÃÈ ÔÈÉÎÇÓ ÁÓ ÐÌÁÙȟ ÉÎÔÕÉÔÉÏÎȟ ÓÅÒÅÎÄÉÐÉÔÙȟ 

ÉÍÁÇÉÎÁÔÉÏÎ ÁÎÄ ÔÈÅ ÕÎÅØÐÅÃÔÅÄȭ ÁÓ ÒÅÓÏÕÒÃÅÓ ÔÈÒÏÕÇÈ ×ÈÉÃÈ ÎÅ× ÕÎÄÅÒÓÔÁÎÄÉÎÇÓ ÃÁÎ ÂÅ 

constructed (Kara 2020:6,29). Research through design emphasises the role of making, and 

of the creative process as a whole, as a key factor in the construction of knowledge and the 

answering of questions (Sanders and Stappers 2014:6). This argument is neatly 

summarised by Zimmerman and Forlizzi (2008:3-4) who comment that the research 

ÔÈÒÏÕÇÈ ÄÅÓÉÇÎ ÁÐÐÒÏÁÃÈ ÅÎÁÂÌÅÓ ÔÈÅ ÒÅÓÅÁÒÃÈÅÒ ÔÏ ȬÅØÐÌÏÒÅ ÐÒÏÂÌÅÍ ÓÐÁÃÅÓȭ ÁÎÄ ÂÕÉÌÄ 

understanding through the construction of artefacts. The focus, therefore, is not solely on 

the creation of the product, but on the exploration of research questions through design 

methods (see also Skains 2018:86). As such, research through design enables the creation 

of new knowledge through critical engagement and from insight developed through the 

process of exploring ideas in practice (Gauntlett 2015:3). Indeed, Gauntlett (2015:3) goes 

ÏÎ ÔÏ ×ÒÉÔÅ ÔÈÁÔ ÓÏÍÅÔÉÍÅÓ ×Å ÎÅÅÄ ÔÏ Ȭmake things in order to think more thoroughly about 

ÔÈÅ ÏÐÐÏÒÔÕÎÉÔÉÅÓ ÁÎÄ ÒÉÓËÓ ÁÓÓÏÃÉÁÔÅÄȣ ÂÏÔÈ ×ÉÔÈÉÎ ÔÈÅÍÓÅÌÖÅÓ ÁÎÄ ×ÈÅÎ ÏÕÔ ÉÎ ÔÈÅ ×ÏÒÌÄȭȢ 
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Utilising a research thÒÏÕÇÈ ÄÅÓÉÇÎ ÍÅÔÈÏÄ ÁÌÓÏ ÁÌÌÏ×Ó ÆÏÒ ÅØÐÌÏÒÁÔÉÏÎ ÏÆ ÔÈÅ ȬÆÕÚÚÙ ÆÒÏÎÔ 

ÅÎÄȭ ×ÈÅÒÅ ÓÉÇÎÉÆÉÃÁÎÔ ÃÈÏÉÃÅÓ ÁÒÅ ÍÁÄÅ ÁÓ ÔÏ ×ÈÁÔ ÄÏÅÓ ÁÎÄ ÄÏÅÓ ÎÏÔ ×ÏÒË ÉÎ ÔÈÅ ÐÒÏÃÅÓÓ 

of designing (Sanders and Stappers 2008:7). Examining the rationale behind these choices 

allows us to identify, explore, and address issues, barriers, and opportunities related to the 

potential future implementation of the research in practice, and to discover relevant and 

innovative solutions (Moura et al. 2012:682).  

 The design thinking process [Fig 7.2] provided a particularly useful framework for 

undertaking the development of the placement game and, as such, elements of it will be 

discussed throughout this and the following chapter. Due to the iterative nature of the 

process, the chapters themselves are not structured in a way that rigidly follow the stages 

of the process. Created by the design school at Harvard University, the design thinking 

process is broken into five stages ɀ empathise, define, ideate, prototype, and test ɀ all of 

which feed into each other in an iterative and non-linear fashion. The process is useful for 

ȬÔÁÃËÌÉÎÇ ÃÏÍÐÌÅØ ÐÒÏÂÌÅÍÓȭ ÂÙ ÔÁËÉÎÇ Á ÈÁÎÄÓ-on, human-centred approach (Dam and Siang 

2021). As such, research undertaken using these methods has the potential to spark change 

within its r elevant industry or communities, as well as critically engaging with and 

reflecting upon the tensions and difficulties of the design and collaborative process (Ward 

and Shortt 2020:2). Equally as Ward and Shortt (2020:2) also note, methods of research 

Feedback

Empathise

(develop an 
understanding 
of the task and 

its context)

Define

(clearly identify 
the task and 

what is 
needed)

Ideate

(brainstorm 
ways to 

complete the 
task)

Prototype

(test versions 
of your ideas)

Test

(engage in 
evaluation and 

reflection)

Fig 7.2: The Design Thinking Process 
Image by the author. 
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whicÈ ȬÉÎÖÏÌÖÅ ÖÉÓÕÁÌȟ ÐÅÒÆÏÒÍÁÔÉÖÅ ÁÎÄ ÃÏÌÌÁÂÏÒÁÔÉÖÅ ÆÏÒÍÓ ÏÆ ÅÎÑÕÉÒÙȭ ÃÁÎ ÅÎÇÁÇÅ 

individuals and communities by situating people within the creative process. Therefore, 

reflexivity is an important element of the research through design methodology, positioning 

the researcher within the environment as an active and involved figure who brings with 

them personal qualities and emotions that might also influence the design process (Kara 

2020:95). As such, these chapters also include short sections of autoethnographic writing, 

which take the form of diary entries. Autoethnography as a methodological approach aims 

to openly acknowledge and explore the influence of the authors emotions and cognitive, 

sense-making processes upon the research (Atkinson 2006:401; Boyle and Parry 2007:188; 

Ellis et al. 2011:2). In this sense autoethnography as a methodology, just as with research 

through design, is interested in the journey of the research process as much as the final 

destination. 

 

7.2.4 Impact of COVID-19 

Before proceeding to the full exploration of the placement it is important to recognise that 

this was very much a placement of adaption and compromise, far beyond that which I 

initially anticipated. Early discussions with the NJM about the placement began towards the 

end of summer 2020. It was during this period that the planned activities were outlined, 

including the production of the videogame, the running of training for NJM staff in the Twine 

software, and the co-productive elements of the project - where staff and visitors would 

contribute to the development of the game and provide initial evaluation data. As such, the 

ÐÌÁÃÅÍÅÎÔ ×ÁÓ ÄÅÓÉÇÎÅÄ ÔÏ ÂÅ ÒÅÓÅÁÒÃÈ Ȭ×ÉÔÈȭ ÒÁÔÈÅÒ ÔÈÁÎ ÒÅÓÅÁÒÃÈ ȬÏÎȭȟ ÅØÐÌÏÒÉÎÇ ÈÏ× ÔÈÅ 

development of the game impacted upon both my research and the partner institution 

(McManimon 2021:247). This outline for the placement ended up being somewhat different 

to the placement that later emerged, the primary disruption being the COVID-19 pandemic. 

In particular, the UK government implemented national lockdowns both before and during 

the placement period. Over the summer of 2020, restrictions in the UK had been relaxed 

and it was possible that the planned placement might not be overly impacted. The NJM and 

I had begun to discuss ways in which the game development process might involve the 

Project Lab or focus groups with visitors - though even then we knew that this might prove 

difficult because the situation was ever-changing. By the time initial planning was complete, 

the situation had indeed changed considerably. Restrictions were once again tightening, and 

the second UK national lockdown came into force on the 9th November 2020, two months 

before the start of the placement. This lockdown was to last four weeks, after which the UK 

would move to a system in which restrictions would be decided by region and based on 
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COVID-19 case numbers. Although not ideal, this was something we could work around 

assuming cases dropped again before Christmas. However, over the Christmas holidays a 

huge spike in cases nation-wide resulted in the implementation of a third, longer lockdown 

beginning on the 6th January 2021.  

As part of this third lockdown indoor spaces, including the NJM, were required to close until 

the 17th May 2021 at the earliest, which meant that the majority if not all of my placement 

would be completed remotely. It also made it likely that we would not be able to undertake 

work with NJM visitors as planned. Whilst we had ensured that the placement could be run 

remotely before we submitted the placement application to the university and M4C, it was 

unfortunate that I would no longer be able to visit the Museum to see the objects the game 

was to be based upon. The new lockdown also limited my interaction with the NJM staff 

ÉÎÖÏÌÖÅÄ ×ÉÔÈ ÔÈÅ Ȭ)ÎÇÅÎÕÉÔÙȟ #ÒÅÁÔÉÖÉÔÙ ÁÎÄ (ÏÐÅȭ ÐÒÏÊÅÃÔȟ ÁÓ ÍÁÎÙ ÏÆ ÔÈÅÍ ×ÅÒÅ ÆÕÒÌÏÕÇÈÅÄ 

or working fewer hours. This meant that there were far fewer people involved in the 

discussion around the development of the game than there might otherwise have been. With 

ÔÈÅ .*-ȭÓ ÐÈÙÓÉÃÁÌ ÓÉÔÅ ÃÌÏÓed, the placement also could not use the Project Lab, where it 

was intended that visitors might play and provide feedback on early prototypes, resulting 

in the co-productive aspects of the project becoming much reduced. Even once the Museum 

reopened in May 2021, COVID-19 restrictions put in place by the Museum would have made 

it difficult for visitors to engage with the game as planned and preventing the spread of the 

COVID-19 virus took priority for all of us. In the end, feedback and discussion of the gamÅȭÓ 

development occurred wholly between the researcher and available Museum staff, 

particularly my primary contact, who was my main and regular point of contact with the 

Museum. Training in the Twine software could be, and eventually was, held online.  

The other element of the placement that the lockdown restrictions significantly impacted 

was the evaluation of the game. Without public involvement in the development of the game 

we had lost the opportunity to gather visitor responses to the implementation of the 

research ideas, and the chance to explore the impact that audience feedback might have on 

the final game. However, another major impact upon the placement project was the change 

of plans regarding the exhibition for which the game was being developed. Originally, the 

exhibition had been scheduled for early 2022, and would therefore fit within my PhD period, 

allowing some evaluation to be conducted and included within this thesis. The impact of the 

lockdowns upon the MÕÓÅÕÍȭÓ ÅØÈÉÂÉÔÉÏÎ ÐÒÏÇÒÁÍÍÅ ÁÎÄ ÐÒÏÊÅÃÔ ÄÅÖÅÌÏÐÍÅÎÔ ÍÅÁÎÔ ÔÈÁÔ 

the exhibition was eventually pushed back to 2023, beyond my final submission date, which 

meant that undertaking evaluation with visitors during the exhibition was no longer 

feasible for the purposes of this thesis. As a result, the placement I completed was in many 
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ways different to that which I had originally intended. However, through adaptations and 

adjustments the NJM and I were still able to realise the core aims of the placement, designing 

and delivering in collaboration an interpretative game which was based upon the ideas 

emerging from my research, and providing training for Museum staff in the use of the Twine 

software. 

 

7.2.5 Logistics of the Placement 

The placement took place between January and July 2021. It was mostly self-directed and, 

due to the circumstances of the time, completed remotely. Before the placement period 

began, the NJM provided me with a number of documents to introduce me to the planned 

exhibition and its themes, existing research around some of the ideas for the exhibition such 

as the role of rehabilitation and artistic programmes in prison environments, and images 

and descriptions of the exhibition objects. These provided a useful starting point  for the 

research process. Although many staff at the NJM were affected by furloughs, my primary 

contact ensured that they remained available for questions and queries throughout the 

entirety of the placement. In order to facilitate further collaboration with the furloughed 

staff, it was agreed that I would have a regular progress meeting approximately every other 

week with my primary contact and my supervisors. These online meetings would allow me 

to update the NJM on my progress, present and discuss ideas and prototypes, gain initial 

feedback, and plan the work to be completed before the next meeting in order to ensure that 

the project would be completed on time. In between these meetings any relevant material 

could be distributed to other members of staff or supervisors who were not present and 

additional feedback could be gathered and shared to be discussed at the following meeting. 

Due to the nature of Twine as a browser-based software, in the later stages of the placement 

I was also able to share HTML file prototypes of the game with the Museum, which could 

then be run on internet browsers without requiring the staff to download any additional 

software. In addition, during the placement I compiled a folder containing presentations 

from the regular meetings, prototype versions of the game, and research documents which 

formed the placement documentation used as the basis for these chapters. Alongside these, 

a series of additional documents were created, such as a summary of my research into the 

videogame industry which was shared with the Museum, and a daily record of work, key 

decisions, and other thoughts. The full series of documents created during this placement 

has been made available as part of this thesis and can be found on figshare, as referenced in 

the Introduction. 
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7.2.6 The Final Placement Game: An Overview 

Hard Craft is a short, primarily text-based videogame created using Twine. Twine, as 

introduced at the start of this thesis, is a free and beginner-friendly open-source software 

designed for building interactive stories and simple games, without requiring its users to 

have knowledge of programming languages. Twine games can run in any modern internet 

browser without the need for further equipment or software, and Hard Craft can be played 

using either a keyboard or keyboard and mouse. Hard Craft explores the processes behind 

the creation of many of the objects from the exhibition through the use of materials, tools, 

ÔÈÅ ÃÒÅÁÔÉÖÅ ÐÒÏÃÅÓÓ ÁÎÄ ÔÈÅ ÔÈÅÍÅ ÏÆ ȬÉÎÇÅÎÕÉÔÙȭȢ 

Positioning the player in a prison-like setting, Hard Craft is intended to accurately reflect 

the contemporary daily experiences of people living in prison. The player is introduced to 

the environment by playing from the perspective of a person living in prison, which also 

reflects the perspective of the creators of the exhibition objects. The player must navigate 

the environment in order to progress through the game [Fig 7.3]. Many of the design choices 

within the game build upon this prison-like setting. The majority of the game progresses in 

a linear fashion as players work through a daily schedule of different activities and areas. 

Whilst players are able to jump ahead in the schedule, it can only be fully engaged with if 

approached in a chronological manner as once an area has been missed it cannot be 

returned to, mirroring the lived experiences of people in prison. There are also areas of Hard 

Fig 7.3: Navigating the Daily Schedule in Hard Craft. 
Image by the author. 
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Craft where navigation occurs slightly differently. The main place where this is apparent is 

in the use of branching narrative paths - as discussed in Chapter Four. Towards the 

beginning of the game, players are invited to select a rehabilitative activity for their 

character to undertake as part of their daily schedule, and must choose one of three possible 

activities, all of which are based on real rehabilitative programmes. The areas each of these 

activities occur in can only be accessed if the player chooses the related activity, thereby 

opening up that specific area and opportunities within that specific playthrough. The areas 

linked to the activities not selected by the player are, therefore, not available for exploration. 

This allows the game to explore the tension between the themes of choice and creativity 

within a prison environment, whilst also highlighting the different ways in which the 

contemporary justice system engages with rehabilitation. Player progression throughout 

the game can be tracked using the Progress screen, which shows which achievements the 

ÐÌÁÙÅÒ ÈÁÓ ÕÎÌÏÃËÅÄ ÁÎÄ ÈÏ× ÍÁÎÙ ÏÆ ÔÈÅ ÉÔÅÍÓȟ ÁÒÅÁÓȟ ȬÌÅÁÒÎ ÍÏÒÅȭ ÏÐÔÉÏÎÓȟ ÁÎÄ ÅØÈÉÂÉÔÉÏÎ 

objects they have encountered up to that point. 

The primary game mechanics of Hard Craft are collecting and crafting, and the player must 

navigate both choice and constraint within these systems. The goal of Hard Craft is to create 

ÁÎ ÁÒÔÉÓÔÉÃ ȬÏÂÊÅÃÔȭ ÓÉÍÉÌÁÒ ÔÏ ÔÈÅ ÅØÈÉÂÉtion objects. In order to achieve this, players must 

explore the different areas of the game environment in order to collect items, use these 

items to craft tools, and then use those tools in combination with other items to create an 

ȬÏÂÊÅÃÔȭ ÏÒ ȬÁÒÔ×ÏÒËȭȢ 4ÈÉÓ ȬÏÂÊÅÃÔȭ ÍÉÇÈÔ ÂÅ ÉÎÓÐÉÒÅÄ ÂÙ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÏÂÊÅÃÔÓȟ ÔÈÅ ÔÈÅÍÅÓ 

ÅØÐÌÏÒÅÄ ×ÉÔÈÉÎ ÔÈÅ ÇÁÍÅȟ ÁÎÄ ÔÈÅ ÐÌÁÙÅÒȭÓ Ï×Î ËÎÏ×ÌÅÄÇÅ ÁÎÄ ÅØÐÅÒÉÅÎÃÅÓȢ $ÅÐÅÎÄÉÎÇ ÏÎ 

ÅÁÃÈ ÉÔÅÍȭÓ ÐÒÏÐÅÒÔÉÅÓȟ ÔÈÅÙ ÃÁÎ ÂÅ ÕÓÅÄ ÆÏÒ ÄÉÆÆÅÒÅÎÔ ÐÕÒÐÏÓÅÓ ÁÔ ÄÉÆÆÅÒÅÎÔ ÐÏÉÎÔÓ ÉÎ ÔÈÅ 

game ɀ to craft tools, as a material a tool can be used upon, or both. The items within the 

game are all based upon the materials that the exhibition objects were created from and the 

possible tools that might have been used to create them. They are also all items which could 

be realistically encountered within contemporary prison environments, highlighting the 

differences between the lived experiences of people in prison and daily life outside of that 

environment. Again, there are slight nuances in how collecting items works within the game. 

For example, items cannot be collected more than once, and in certain areas the number of 

items that players can collect is restricted and players must choose which items to prioritise 

ɀ once again drawing upon that clash between choice and constraint and further 

highlighting the ingenuity behind the creation of the exhibition objects.  

In contrast to navigation, the crafting and object creation systems are much more open and 

emphasise the themes of creativity and ingenuity in connection to the exhibition objects. 

Once they have enough items to do so players first unlock the crafting ability, and are 
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prompted to choose two of their collected items in order to craft their tool. Players are 

invited to think creatively about their choices and are prompted to describe what sort of 

tool they would create with their chosen items. Once a tool has been crafted the creation 

option unlocks, where players are invited to use their crafted tool on another item they have 

collected, such as strips of cloth or scrap paper. Again, the prompt is very open and 

encourages players to consider what they would make if all they had to work with was the 

tool and material that they have chosen. At any time during these stages, players can ask to 

ȬÂÅ ÉÎÓÐÉÒÅÄȭ ÁÎÄ ÔÈÅ ÇÁÍÅ ×ÉÌÌ ÓÈÏ× ÔÈÅÍ ÁÎ ÉÍÁÇÅ ÁÎÄ ÓÈÏÒÔ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ÏÎÅ ÏÆ ÔÈÅ 

exhibition objects at random. When the process of creation is complete and players have 

described the details of their creation, a final screen before the end of the game invites them 

to explore exhibition objects which relate to the tool and material they used, to share their 

object idea with the Museum via social media channels, or to choose to return to an earlier 

point in the game and make something different.  

 

7.3 Beginning the Placement: Context for Design 

 

19/01/2021  

What a start to the year.  

The bad news: the new lockdown means this is going to be a mostly 

ÒÅÍÏÔÅ ÐÌÁÃÅÍÅÎÔȟ ×ÈÉÃÈ ÉÓ ÕÎÄÅÒÓÔÁÎÄÁÂÌÅ ÂÕÔ ÆÅÅÌÓ ÌÉËÅ Á ÌÏÓÓȟ ÁÓ )ȭÍ 

going to miss the opportunity to discuss ideas in person. The good news: 

I just got out of the first meeting with the NJM ÁÎÄ ÉÔȭÓ ÁÌÌ ÖÅÒÙ ÅØÃÉÔÉÎÇȦ )Ô 

ÓÏÕÎÄÓ ÌÉËÅ ÔÈÅÒÅȭÓ Á ÌÏÔ ÏÆ ÁÌÉÇÎÍÅÎÔ ÂÅÔ×ÅÅÎ ÍÙ ×ÏÒË ÏÎ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ 

and the MÕÓÅÕÍȭÓ ÁÐÐÒÏÁÃÈȢ 4ÈÅÒÅ ÁÒÅ ÌÏÔÓ ÏÆ ÐÏÓÓÉÂÉÌÉÔÉÅÓ ÉÎ ÔÅÒÍÓ ÏÆ 

potential subjects for a game as well within the ingenuity project.  

Most of the meeting was spent on practicalities and expectations, should 

I be able to make physical visits later on, (the health and safety form was 

a bit strange to complete when working from home, its clearly not 

designed for this), but we were also able to talk about some of the 

possibilities for how the placement could be involved in the broader work 

of the MÕÓÅÕÍȟ ÃÏÎÓÉÄÅÒÉÎÇ ÔÈÅ ÃÉÒÃÕÍÓÔÁÎÃÅÓȢ )Î ÐÁÒÔÉÃÕÌÁÒȟ )ȭÍ 

interested in the Make It Yours workshops (currently being held online 

ÂÕÔ ÁÌÓÏ ÐÈÙÓÉÃÁÌ Ȭ×ÏÒËÓÈÏÐÓ ÉÎ ÁÎ ÅÎÖÅÌÏÐÅȭɊ ×ÈÉÃÈ ÁÒÅ ÇÏÏÄ ÅØÁÍÐÌÅÓ 

of the different, creative ways the Museum is engaging visitors in 

ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÅÖÅÎ ÄÕÒÉÎÇ ÌÏÃËÄÏ×ÎȢ 4ÈÅÙȭÒÅ ÇÏÉÎÇ ÔÏ ÓÅÎÄ ÍÅ ÓÏÍÅ ÏÆ 

the workshops in an envelope to have a play with whilst I work on initial 

game ideas. 

We also discussed the worst-case scenarios as the NJM had hoped to have 
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more information for me (from taking their objects out of the Museum 

ÁÎÄ ÉÎÔÏ ÌÏÃÁÌ ÃÏÍÍÕÎÉÔÙ ÖÅÎÕÅÓ ÔÏ ÇÅÔ ÐÅÏÐÌÅȭÓ ÔÈÏÕÇÈÔÓ ÏÎ ÔÈÅÍ ÂÕÔ 

then, of course, COVID happened) and there might be a way to delay or 

ÔÁËÅ Á ÂÒÅÁË ÆÒÏÍ ÔÈÅ ÐÌÁÃÅÍÅÎÔ ÉÆ ÎÅÃÅÓÓÁÒÙȢ (ÏÐÅÆÕÌÌÙ ÉÔ ×ÏÎȭÔ ÃÏÍÅ ÔÏ 

that. 

 

7.3.1 Navigating the Early Stages 

At the start of the placement, I laid out a rough timeline identifying when each stage of the 

game design process would ideally take place. This timeline was agreed with the NJM at our 

first full progress meeting in mid-February. The timeline was broadly in line with the stages 

of the design thinking process, which I used as a guide, though the stages were not labelled 

using the same terminology. This timeline covered the research on the exhibition content, 

themes, and wider context which enabled me to better define the desired outcome, the 

ideation process to generate game ideas, and then the development, prototyping and testing 

of the game, all of which would feed into each other in an iterative manner throughout the 

placement period. Prior to beginning the placement, I had outlined the intended goals and 

research aims of the project for the benefit of the NJM and had created a document which 

explained in detail what the ideas emerging from my research were and how they related 

to the broader thesis, all of which was shared with the Museum.  

I aimed to spend January reviewing the materials provided by the NJM and embarking on 

broader research into the reality of contemporary prison life, of which I had very little 

understanding. I also explored existing videogames that might provide inspiration 

regarding how to approach the various themes relating to the exhibition that arose out of 

this initial research and idea generation. From there, I would enter into a more informed 

dialogue with the NJM to identify specific themes and gameplay ideas that resonated with 

both the Museum and my research. Whilst this research would be ongoing throughout the 

placement as new ideas emerged, in February and March I planned to place more of a focus 

on using the research already completed for ideation, creating a number of possible game 

ideas which would be planned in more detail. These ideas would be shared with the NJM, 

adapted based on feedback, and narrowed down to a single game idea. The longest stage, I 

ÁÎÔÉÃÉÐÁÔÅÄ ÆÒÏÍ ÐÒÅÖÉÏÕÓ ÅØÐÅÒÉÅÎÃÅ ÉÎ ÄÅÓÉÇÎÉÎÇ ÓÈÏÒÔ ÇÁÍÅÓ ÄÕÒÉÎÇ ÍÙ ÍÁÓÔÅÒȭÓ ÄÅÇÒÅÅȟ 

would be the development of the game itself. I knew that game design was often more 

complex than expected and could throw up unexpected problems on a technical level that, 

alongside other suggestions and challenges arising from feedback and testing, would have 

to be overcome in order to fully realise the implementation of ideas. With a deadline of mid-

July in place for the completion and handover of the game, I wanted to be sure that I would 
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have enough time to work through the development process. The final element of the 

research through design process, the reflection process, would occur both during and in the 

few months after the end of the placement for, as Skains (2018:88) notes, it is often easier 

to identify patterns and elements which may not have been clearly observable during the 

actual creative process with the benefit of a more distanced perspective. 

 

7.3.2 Undertaking Contextual Research 

The amount of creative freedom I was given during the placement was in many ways both 

a blessing and a problem, in the sense that the possible directions the game could go in were 

so numerous. There were, as previously mentioned, a number of documents provided by 

the NJM at the beginning of the placement which acted as a starting point from which I could 

delve into further research. These included images and descriptions of the objects as well 

as the plan for the broader exhibition project and its intended narrative, outcomes and 

goals. A relevant issue of the Prison Service Journal on artistic programmes and their 

outcomes in UK prisons was also forwarded to me, as an entry point into exploring prison 

life and the types of programmes that were being run. This was especially important as the 

provenance of some of the Museum objects were likely connected to similar programmes. 

Finally, I was provided with a document detailing anonymous visitor responses to one of 

the exhibition objects - a wooden toy car made by a person living in prison and sold by a 

charity - that the NJM had compiled before the pandemic had forced the Museum to close. 

Combined, these documents suggested a broad range of possible avenues that might be 

explored in a game. Whilst the main themes emerging from the exhibition - creativity, 

ingenuity, and the importance of rehabilitation - gave me a solid foundation from which to 

generate some initial ideas it quickly became clear that, as noted in Chapter Four, there were 

many often contrasting stories and opinions which could potentially be represented within 

the game. For example, the responses to the toy car illuminated how different visitors 

reacted to the idea of an object created by a person in prison being sold for charity. When 

asked if they would tell a child where the toy had come from, visitors were split in opinion, 

some felt it best not to tell them whilst others saw it as a good learning opportunity.55 

Equally, whilst there was a general consensus that it was good that people in prison were 

doing something productive with their time, and that learning skills as part of rehabilitation 

was a good thing, some respondents questioned whether or not certain skills ɀ such as the 

 

55 See figshare for a summary of key points taken from different NJM visitor  responses to the toy 

car. 
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woodcarving evidenced in the toy car - would necessarily be useful for reintegration into 

society and finding work, thereby questioning the value of artistic programmes in relation 

to more work-based or educational options. 

Interestingly, the articles within the Prison Service Journal issue that I had been sent often 

echoed the thoughts given by visitors in response to the toy car. The interviews and case 

studies within the Prison Service Journal helped me further build upon the themes that had 

emerged from the other documents, objects and exhibition plans. One of the more common 

responses to the toy car by NJM visitors had been a consideration of the importance of 

rehabilitation, and the role that the learning of new skills plays in helping to re-adjust to life 

outside of prison. However, many of the exhibition objects were not necessarily created as 

part of a work or skills-based rehabilitative programme, but instead were works of art and 

creativity which provided insight into the realities of the daily lives of people in prison [Fig 

7ȢτɎȢ %ÑÕÁÌÌÙȟ ×ÈÉÌÓÔ ÓÏÍÅ ÏÆ ÔÈÅ .*-ȭÓ ÖÉÓÉÔÏÒÓ ÈÁÄ ÃÏÎÓÉÄÅÒÅÄ ÔÈÅ ÐÏÔÅÎÔÉÁÌ ÐÏÓÉÔÉÖÅ ÅÆÆÅÃÔ 

that creating art might have on people in prison ɀ especially considering that life in prison 

can negatively impact upon mental health or worsen existing mental health issues (Haigh 

and Caufield 2018; Stephenson and Watson 2018) ɀ the impact of the arts was much more 

obvious in the articles of the Prison Service Journal, which proved very useful in shaping 

ÅÁÒÌÙ ÉÄÅÁÓ ÆÏÒ ÔÈÅ ÇÁÍÅȢ 4ÈÅ ÉÓÓÕÅȟ Á ÓÐÅÃÉÁÌ ÅÄÉÔÉÏÎ ÏÎ Ȭ4ÈÅ !ÒÔÓ ÉÎ 0ÒÉÓÏÎȭ ÐÕÂÌÉÓÈÅÄ ÉÎ 

Fig 7.4: Improvised playing cards. 
Photograph reproduced with the kind permission of the National Justice Museum 
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2018, examined numerous different artistic programmes, residencies and interventions 

that had been run both within and outside of prison, from music to theatre to more 

traditional art forms such as painting. What was particularly interesting were the insights 

arising from interviews conducted with people in prison and prison staff on the ways in 

×ÈÉÃÈ ÉÎÔÅÒÁÃÔÉÎÇ ×ÉÔÈȟ ÃÒÅÁÔÉÎÇȟ ÁÎÄ ÓÈÁÒÉÎÇ ÁÒÔ ÁÆÆÅÃÔÅÄ ÔÈÅÍȢ ȬȰ9ÏÕ ÓÅÅ ÍÙ ÎÁÍÅ ÏÎ ÔÈÅÒÅȩ 

4ÈÁÔ ÍÁËÅÓ ÍÅ ÆÅÅÌ ÐÒÏÕÄȢ )ÔȭÓ ÏÎÌÙ Á ÐÉÅÃÅ ÏÆ ÐÁÐÅÒ ×ÉÔÈ ÍÙ ÎÁÍÅ ÏÎ ÉÔȟ ÂÕÔ )ȭÖÅ ÎÅÖÅÒ ÈÁÄ 

ÔÈÁÔȱȭ ÅØÐÌÁÉÎÅÄ ÏÎÅ ÐÁÒÔÉÃÉÐÁÎÔ ÏÆ Á ÐÒÏÇÒÁÍÍÅ ÃÁÌÌÅÄ Talent Unlocked, an arts programme 

run by and for people in prison (Herrity et al. 2018:9). Within the journal, the positive 

impact of the arts came to the forefront and was expressed variously through personal 

pride, self-expression, freedom, better relationships, and improved mental health. This is 

well summarised in the evaluation of a theatre intervention by Geese Theatre Company 

entitled Scratching the Surface:  

Ȭȣ3ÃÒÁÔÃÈÉÎÇ ÔÈÅ 3ÕÒÆÁÃÅ ÈÁÄ Á ÐÏÓÉÔÉÖÅ ÉÍÐÁÃÔ ÏÎ ÐÁÒÔÉÃÉÐÁÎÔÓ ÉÎ ÁÒÅÁÓ ÓÕÃÈ ÁÓ ÈÏÐÅȟ 

mental well-being, confidence, self-efficacy, self-esteem, positivity, anger reduction 

and control, decreasing depression, and reduction in the risk of attempted suicide and 

DSH [deliberate self-ÈÁÒÍɎȭ (Stephenson and Watson 2018:20).  

Therefore, considering that nearly all of the objects intended for the NJM exhibition 

reflected an artistic form of creation, and that considerations of the impact of the arts on 

people in prison had been less prevalent in visitor responses to the toy car, the idea of using 

the game as a way to explore the objects through an artistic lens incorporating ideas of 

rehabilitation and mental health became clear. By including these themes, the game would 

provide an interpretative journey through which visitors/ players are invited to consider 

the objects from a different, and perhaps new, perspective. 

 

7.3.3 Game Representation of the Exhibition Themes and Topic 

The other major area for initial research was exploring the context of how videogames have 

previously engaged with the main exhibition themes of ingenuity, creativity, and hope, and 

how the various approaches to game design might relate to my research and to the needs of 

the placement game. This led to a broad overview of games across a number of different 

genres. It was harder to find games that engaged with some of these themes than others as, 

for example, hope is a theme common to many games narratives but it is rarely explicitly 

the main focus - with a few notable exceptions, such as That Dragon, Cancer (2016). The 

approach I took was twofold, drawing upon my own knowledge of games, either as a player 

or from other encounters, and upon additional research into online recommendations from 
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videogame reviewers and searches of the Steam homepage using the themes as key words.56 

From this search, I compiled a document that detailed how each of the games I had 

encountered dealt with the exhibition themes, and which elements of game design those 

themes were mainly communicated through and how [Fig 7.5]. Additionally, this document 

also explored how these videogames related to my research - whether it was by using 

interesting narrative techniques (Kentucky Route Zero 2013), utilising the affordances of 

gameplay mechanics (Journey 2012), or both (Celeste 2018; Sea of Solitude 2019). The aim 

of this document was to highlight how the exhibition themes could be and had been 

addressed through videogames for staff of the NJM who did not necessarily have the same 

level of knowledge of the industry. One encouraging aspect of this exploration of 

videogames, game design, and gameplay choices was that it was relatively easy to draw out 

how my research ideas applied to games that were not designed for museum interpretation, 

 

56 Steam is an online videogame distribution service, and it is the largest platform for the 

distribution of PC games, housing around 75% of the market share as of 2013. 

Fig 7.5: Select pages from the brainstorming document on videogames that explored relevant 
themes and topics. 
Image by the author. 
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adding weight to my idea that videogame mechanics could be used for, and were often well 

suited for, interpretative purposes. 

Within this document I also began to address what I expected would be a potential issue. 

Very few videogames are set solely in prisons. Instead, prison and prison-like environments 

have historically been portrayed in what could be perceived as a problematic manner by 

the medium (Levan et al. 2020). For instance, one quest in Grand Theft Auto Online (2013) 

asks players to participate in a prison break.57 Indeed, prisons often appear in videogames 

only as settings for the player to escape, such as with the games A Way Out (2018) and the 

aptly named The Escapists (2015). Considering our intention to create an accurate portrayal 

of prison life within our game, it was likely that visitors familiar with videogames might 

have pre-conceptions of how prison environments were portrayed within the medium that 

we would need to overcome. Furthermore, the NJM had emphasised at our early progress 

meetings that they wanted to avoid the theme of escape as, whilst in many ways prison and 

escape are somewhat synonymous, especially in popular media,58 the focus of the exhibition 

ÁÎÄ ÔÈÅ .*-ȭÓ ÐÁÒÔnerships with other organisations was very much on the role of 

rehabilitation and other legal routes out of the criminal justice system. However, the theme 

of escape proved difficult to avoid as two of the objects for the exhibition, an improvised key 

and rope, could themselves be interpreted as tools of escape. Perception of encounters with 

prison environments in popular media, then, were likely neither accurate or positive, and 

this perhaps gave the impression that it would be difficult to use a prison setting in a manner 

which was respectful and realistic. In fact, I could find only a couple of videogame portrayals 

of prison life, and particularly of rehabilitation, which came close to representing reality. 

/ÎÅ ÅØÁÍÐÌÅ ÃÁÎ ÂÅ ÓÅÅÎ ÉÎ ÔÈÅ ȬÓÅÃÏÎÄ ÃÈÁÎÃÅÓȭ trailer for additional content that was being 

added to the videogame Prison Architect (2015), a prison management game where players 

are able to build and run a virtual prison.59 The added game content provided tools that 

made it possible for players to create rehabilitation programmes, although the extent to 

which this was engaged with would very much depend on how the player approached using 

those tools, if they used them in the intended manner or, indeed, if they used them at all. I 

found that in videogames dealing with prison environments, accuracy is often sacrificed for 

 

57 A summary of the prison break mission in Grand Theft Auto Online is available at: 

https://gta.fandom.com/wiki/Prison_Break   
58 See, for example, the films The Great Escape (1963) , The Shawshank Redemption (1994), family 

film Paddington 2 (2017), and the TV series Prison Break (2006-2009). 
59 The rehabilitative programmes included in Prison Architect are introduced in the trailer by 

0ÁÒÁÄÏØ )ÎÔÅÒÁÃÔÉÖÅȟ Ȭ0ÒÉÓÏÎ !ÒÃÈÉÔÅÃÔȡ 3ÅÃÏÎÄ #ÈÁÎÃÅÓ ȿ 2ÅÌÅÁÓÅ 4ÒÁÉÌÅÒȭ ɉ*ÕÎÅ ρφth 2021), available 

at: https://www.youtube.com/watch?v=b7Wf9Fn6GtU  

https://gta.fandom.com/wiki/Prison_Break
https://www.youtube.com/watch?v=b7Wf9Fn6GtU
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more dramatic narrative opportunities and gameplay possibilities, and even when the 

possibility of truly representative depiction is provided, the extent to which it is realised 

relies on the unique experience of the individual player. As such, I would have to carefully 

consider the use of any prison environment in the game. 

 

7.3.4 Moving from Research to Research Through Design 

From this research, I had discerned a number of possible themes and approaches for the 

game which I then fed back to the NJM as part of our first progress meeting in February, 

along with the documentation I had created. The initial themes, detailed below, were varied, 

and it became apparent that it was unlikely that a single game would be able to tackle all of 

the themes. Instead, the focus would narrow as ideas developed. Nonetheless, the NJM 

responded positively to them as themes which were relevant to the objects and planned 

exhibition and had clear connections to the additional information they had provided. The 

themes were as follows: 

¶ Ingenuity 

¶ Creativity 

¶ Hope 

¶ Rehabilitation 

¶ Finance / Money 

¶ Productivity  

¶ Identity  

¶ Ideology 

¶ Pride / Ownership 

¶ Overcoming Barriers 

¶ Self-Confidence 

¶ Education and Learning 

¶ Mental Health 

With the possible themes that the game might tackle established, work began on the 

development of the game ideas and, later, prototypes. The continued process of research 

through design, and the reflections upon the barriers and opportunities the placement 

presented for the implementation of the research ideas, is documented in Chapter Eight. 
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8. Creating a Videogame for Interpretation  

Following the period of background research into the topics and game examples, and the 

identification of the possible themes, the next step was ideation. Four initial ideas were 

generated and shared with the NJM, and through discussions with my primary contact and 

additional feedback from other members of staff, one idea emerged as especially promising. 

4ÈÅ ÉÄÅÁ ×ÁÓ ÂÁÓÅÄ ÕÐÏÎ ÔÈÅ ÇÁÍÅ ÍÅÃÈÁÎÉÃ ÏÆ ȬÃÒÁÆÔÉÎÇȭ ÉÎ ×ÈÉÃÈ ÐÌÁÙÅÒÓ ÃÏÍÂÉÎÅ ÉÔÅÍÓ ÉÎ 

order to create an object. The NJM were able to draw clear links between this game idea and 

the exhibition objects, as well as themes of ingenuity and creation. As such, although there 

were some initial challenges, as detailed in the following sections, it was agreed in March 

that this idea ɀ which would later become the game Hard Craft - would become the focus of 

development. 

 

8.1 Opportunities and Barriers in the Design Process  

8.1.1 Making the Case for a Prison Setting 

 

10/03/2021  

4ÈÅ ÆÉÒÓÔ ÒÏÕÎÄ ÏÆ ÆÅÅÄÂÁÃË ÈÁÓ ÊÕÓÔ ÃÏÍÅ ÉÎȢ )ȭÍ ÆÅÅÌÉÎÇ Á ÍÉØÔÕÒÅ ÏÆ 

ÅÍÏÔÉÏÎÓȟ ÒÅÁÌÌÙȢ 4ÈÅÒÅȭÓ Á ÌÏÔ ÏÆ ÅÎÔÈÕÓÉÁÓÍ ÆÏÒ ÔÈÅ ÂÒÏÁÄÅÒ ÁÉÍÓ )ȭÍ 

tryin g to achieve and for a game in general, which is great to see. Also, for 

the focus the game ideas place on the objects and exploring narratives 

and creative ideas around them, especially around the crafting idea. 

Definitely positives. 

On the other ÈÁÎÄȟ ÔÈÅÒÅȭÓ Á ÌÏÔ ÏÆ ÐÕÓÈ-back against the idea of a prison 

setting for the game, which is frustrating. In part, I can understand why. 

6ÉÄÅÏÇÁÍÅÓ ÈÁÖÅÎȭÔ ÅØÁÃÔÌÙ been great at portraying prisons and prison 

life in a sensitive manner ɀ and the Museum wants to avoid mis-

representation because the focus of the exhibition is on rehabilitation and 

ÔÈÅÙ ÄÏÎȭÔ ×ÁÎÔ ÔÏ ÄÁÍÁÇÅ ÔÈÅÉÒ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ÏÔÈÅÒ ÅØÈÉÂÉÔÉÏÎ 

partners.  

3ÔÉÌÌȟ ) ÆÅÅÌ ÉÔȭÓ ÈÁÓÔÙ ÔÏ ÄÉÓÍÉÓÓ ÔÈÅ ÉÄÅÁ ÏÕÔ ÏÆ ÈÁÎÄȢ 4ÈÅÒÅ ÁÒÅ Á ÌÏÔ ÏÆ 

games out there that do tackle difficult subjects well. Maybe I could share 

ÓÏÍÅ ÏÆ ÔÈÅ ÔÉÔÌÅÓ ×ÉÔÈ ÔÈÅÍ ÓÏ ÔÈÅÙ ÃÁÎ ÓÅÅ ÆÏÒ ÔÈÅÍÓÅÌÖÅÓ ÔÈÁÔ ÉÔȭÓ 

ÐÏÓÓÉÂÌÅȩ (ÏÐÅÆÕÌÌÙ ) ÃÁÎ ÃÏÎÖÉÎÃÅ ÔÈÅÍ ÔÈÁÔ ÉÔȭÓ ×ÏÒÔÈ ÔÈÅ ÒÉÓË ÁÎÄ 

reassure them that ultimately, this is a collaborative project and that they 

do have input into this to ensure it is done sensitively, otherwise I worry 

that the game (and by extension the Museum and my research) is going 

to be diminished by the loss of a potentially rich opportunity. 
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Collaboration requires negotiation and compromise. I knew from the beginning of the 

placement that not everything I put forward to the Museum would be realistic or achievable, 

and that it was likely that the stages of the design process would inform each other in a way 

that would result in change. However, whilst I had considered that it might be a problem, I 

had not fully anticipated the first major barrier. Many among the NJM staff that provided 

feedback on the initial ideas responded positively and communicated a general enthusiasm 

for the project, but there was one major stumbling block, which was the use of a prison 

setting for the game. This hesitance regarding the use of a prison or prison-like environment 

was fed in part by the recognition that NJM staff have experience in dealing with and 

interpreting difficult topics. The staff knew that a prison setting would have to be 

approached with great care in order to ensure that the representation was respectful, and 

avoided stereotyping or otherwise undermining the real, lived experiences of people in 

prison. Equally, the NJM also had a responsibility to their other exhibition partners ɀ which 

included local prisons ɀ and which I had not necessarily fully considered. This added to their 

concerns about using a prison-based settiÎÇ ÁÎÄ ÔÈÅ ÉÍÐÌÉÃÁÔÉÏÎÓ ÏÆ ÍÁËÉÎÇ Á ȬÇÁÍÅȭ ÏÆ the 

prison experience. Equally, one staff member who had experience playing videogames 

commented on the negative and inaccurate representation of the criminal justice system in 

the medium, specifically naming the Grand Theft Auto series. Yet, there was also an 

acknowledgment that the issue of how to best display and interpret such topics was 

something that the Museum frequently faced and that, with appropriate adjustments, a 

prison setting for the game could work.  

Whilst initially frustrating, I could see that the staff had valid concerns. In response to their 

feedback, I tried to address each point in turn. First, I highlighted the potential advantages 

and abilities of videogames, such as their capacity to build empathy with the story being 

told, that could make the use of a prison setting effective in terms of inviting respectful 

interpretation as discussed in Chapter Five. I also evidenced how videogames had 

previously dealt with difficult and contentious topics such as mental health issues 

(Depression Quest 2013; Loved 2010), and terminal illness (That Dragon, Cancer 2016) in a 

sensitive and effective manner. I also offered to make the prison setting deliberately 

abstract in an attempt to avoid the issues around misrepresentation, as I feared that some 

of the game ideas would be less effective or unviable if the setting had to change. Further 

discussion with the NJM at our next meeting proved productive, and it became clear that the 

NJM had already begun to consider the advantages that a prison-based narrative could 

bring, particularly in relation to building empathy and connecting visitors with the Museum 

objects. The use of the prison setting was agreed at a meeting with my primary contact in 

late March, provided that a commitment was made to ensure, as much as possible, that the 
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representation was accurate and respectful.  

 

8.1.2 Adapting to Meet the Needs of the Museum 

Before development could get fully underway, there were a number of additional 

considerations that informed the early prototyping process. In particular, there were the 

potential opportunities and barriers that arose through discussion with the NJM regarding 

the implementation of the research in Hard Craft and in meeting the needs of the Museum. 

The first of these, at the earlier stages of development, was that the NJM were uncertain if 

they wanted the game to be aimed at a specific audience, or whether they wanted it to 

appeal more widely. In April, with initial prototyping underway, the NJM confirmed that 

they wanted the game to be accessible for all ages. As such, Hard CraftȭÓ ÓÔÏÒÙ ×ÏÕÌÄ ÎÅÅÄ 

to be written in a way that avoided complicated language and which could be understood 

by visitors with a broad range of reading abilities ɀ including children. This also meant that 

ÔÈÅ ÇÁÍÅȭÓ ÎÁÒÒÁÔÉÖÅ ×ÏÕÌÄ ÈÁÖÅ to undergo a similar process, with complex concepts being 

clarified through context or explanation. Equally, some of the prison terminology used in 

the game would likely be unfamiliar to players. Therefore, in order to ensure that the game 

met these requirements, the wording of all text within the game was checked by the NJM, 

changed if necessary, and finalised in collaboration with them. 

Further in development, discussions began about the broader accessibility of the game and 

what was possible in Twine. Accessibility is a key concern for the NJM across all of their 

work, and in May it was requested that the game be made as accessible as possible, so that 

players who might be blind or partially sighted, or have difficulty using either a mouse or 

keyboard, could still experience it. Accessibility is also increasingly a concern of museums 

(Osterman 2018:10; Radice 2015:252), and the videogame industry as previously games 

have not necessarily been designed with accessibility in mind.60 Therefore, as implicated by 

the iterative nature of the design thinking process, I returned to research. However, it 

turned out to be easier than expected to improve accessibility, in part due to the 

opportunities afforded by the Twine software. Fortuitously, a recent study found that Twine 

games performed relatively well in terms of accessibility, and regular users of screen 

readers had little to no difficultly navigating complex games made in Twine.61 With this in 

mind, additions were made at various points in the design process to further improve the 

 

60 Interest in improving accessibility had led to videogames with a significant range of accessibility 

options, notably The Last of Us Part II (2020). See also, Molloy and Carter (2020). 
61 See the Interactive Fiction Technology Foundation Ȭ!ÃÃÅÓÓÉÂÉÌÉÔÙ 4ÅÓÔÉÎÇ 2ÅÐÏÒÔȭ (2019).  
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ÇÁÍÅȭÓ ÁÃÃÅÓÓÉÂÉÌÉÔÙȟ ÕÔÉÌÉÓing what was already included or possible within the Twine 

software. These included the addition of alt-text for all images within the game, written 

descriptions to go alongside the object images, and the addition of an audio cue which 

played whenever a link was clicked in order to clearly indicate that an action had been 

ÔÁËÅÎȢ 4ÈÅ ÇÁÍÅ ×ÁÓ ÁÌÓÏ ÔÅÓÔÅÄ ÅØÐÌÉÃÉÔÌÙ ÔÏ ÅÎÓÕÒÅ ÔÈÁÔ 4×ÉÎÅȭÓ ÒÅÃÅÎÔ ÕÐÄÁÔÅ - which 

allowed navigation with just a keyboard - worked for the entirety of Hard Craft. A final 

addition was also made to the ÇÁÍÅȭÓ )ÎÓÔÒÕÃÔÉÏÎ ÐÁÓÓÁÇÅ ×ÈÉÃÈ ÅØÐÌÁÉÎÅÄ ÔÈÅ ÒÅÓÏÕÒÃÅÓ 

that had been included for any players who might need them. 

!ÎÏÔÈÅÒ ÐÏÔÅÎÔÉÁÌ ÂÁÒÒÉÅÒ ÔÏ ÔÈÅ ÇÁÍÅȭÓ ÓÕÃÃÅÓÓÆÕÌ ÄÅÖÅÌÏÐÍÅÎÔ ÒÅÌÁÔÅÄ ÔÏ ÔÈÅ ×ÁÙ ÔÈÅ ÇÁÍÅ 

might be included in the exhibition as we had yet to decide if the game would be physical, 

online, or both. Generally, interactive activities such as games do not have particularly high 

dwell times in physical museum spaces (Emerson et al. 2020:166), although research has 

also indicated that dwell times for computer-based exhibits can vary, with visitors spending 

anything from 30 seconds to 40 minutes, depending on their level of interest and 

engagement (Gammon 2010:282). This I also recalled from previous fieldwork, learning 

about the design of games and interactives for another museum. Based upon this research 

the advice was that, preferably, games should have minimal instruction, be quickly 

understood, and the entire experience should be as short as possible to maintain interest. If 

Hard Craft was to be included in the physical gallery experience, then ideally it should not 

take long to complete the game. Conversely, for online games it is likely that players will 

have a little more time and fewer distractions, which might lead to longer engagement times 

(Solima 2020:54-57). Publishing the game online also has the advantage of potentially 

drawing in an audience of people who enjoy playing games but might not necessarily have 

directly encountered the NJM before. Certainly, these were the findings of the Wellcome 

Collection regarding High Tea. High Tea ÈÁÄ ÁÎ ÁÖÅÒÁÇÅ ÐÌÁÙȟ ÏÒ ȬÄ×ÅÌÌȭȟ ÔÉÍÅ ÏÆ ÁÒÏÕÎÄ ρυ 

minutes and attracted players who were both existing visitors and, interestingly, players 

who had not visited the Museum before, but who came across High Tea on one of the indie 

game publishing sites the Wellcome Collection had used (Birchall and Henson 2011:3). 

Therefore, as it was possible that Hard Craft might be utilised in either the gallery itself, 

online, or both, I aimed to make the game relatively short so that it could be completed 

within 10 -15 minutes, but with enough content to keep interested players engaged for 

longer and to encourage players to replay in order to encounter all of the content within the 

game. 
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8.2 Developing and Prototyping the Final Game  

With all of this in mind, the prototyping process built upon my understanding of the 

ÒÅÑÕÉÒÅÍÅÎÔÓ ÏÆ ÔÈÅ -ÕÓÅÕÍ ÁÎÄ ÉÔÓ ÕÓÅÒÓȟ ÁÓ ÒÅÃÏÍÍÅÎÄÅÄ ÉÎ ÔÈÅ ȬÅÍÐÁÔÈÉÓÅȭ ÁÎÄ ȬÄÅÆÉÎÅȭ 

phases of the design thinking process. Although the research had to some extent shaped the 

ÇÁÍÅ ÉÄÅÁÓ ÄÅÖÅÌÏÐÅÄ ÉÎ ÔÈÅ ȬÉÄÅÁÔÉÏÎȭ ÐÒÏÃÅÓÓȟ ÉÎÃÌÕÄÉÎÇ Hard Craft, it was during the 

prototyping and development period that these ideas would begin to be fully implemented 

within the design. As such, the iterative process of prototyping, feedback, renewed ideation, 

and further prototyping detailed below demonstrates the ways both the collaborative 

design process and the research ideas influenced the final design of Hard Craft.  

 

8.2.1 Collecting, Crafting, Creating and the Cycle of Collaborative Feedback  

Although many changes were made to Hard Craft during this iterative process of 

prototyping, testing and feedback, and redesigning, the most significant changes to the game 

were made to the primary game mechanics; the collecting, crafting and creation systems. 

Initially, I had wanted to implement an exploration of the interplay between the concepts of 

choice and limitation within these systems, as this interplay was evident in a number of the 

exhibition objects, many of which were evidently made from or with improvised materials 

and tools. One of the most notable and striking of the exhibition objects for me was an 

ÅÍÂÒÏÉÄÅÒÙ ÓÁÍÐÌÅÒ ÍÁÄÅ ÉÎ ÐÒÉÓÏÎ ×ÈÉÃÈ ×ÁÓ ÐÁÉÎÓÔÁËÉÎÇÌÙ ÃÒÅÁÔÅÄ ×ÉÔÈ ÔÈÅ ÐÅÒÓÏÎȭÓ Ï×Î 

hair [Fig 8.1]. As the videogame medium itself often relies on the interplay of choice and 

limitation ɀ on giving the players freedom to explore and choose to shape their own play 

ÅØÐÅÒÉÅÎÃÅ ÂÕÔ ÕÌÔÉÍÁÔÅÌÙ ÌÉÍÉÔÉÎÇ ×ÈÁÔ ÁÃÔÉÏÎÓ ÁÒÅ ÐÏÓÓÉÂÌÅ ÔÈÒÏÕÇÈ ÔÈÅ ÇÁÍÅȭÓ rules - it 

seemed like an ideal medium through which to attempt this. If designed well, a videogame 

would enable me to impose limitations on the player that could simulate the limitations that 

might have been felt by the original creators of the exhibition objects, in a way that other 

interpretative mediums might not afford. As such, one way in which these limitations were 

initially implemented was through the main game mechanics. 

The crafting system used in the final version of Hard Craft differs greatly from the one used 

in the first two prototypes. The final system works in two stages. First, players craft a tool 

ÕÓÉÎÇ ÃÏÌÌÅÃÔÅÄ ÉÔÅÍÓ ÉÎ ÔÈÅ #ÒÁÆÔ ÐÁÓÓÁÇÅȟ Á ÐÒÏÃÅÓÓ ÌÉÍÉÔÅÄ ÓÏÌÅÌÙ ÂÙ ÔÈÅ ÐÌÁÙÅÒȭÓ ÃÈÏÉÃÅ ÏÆ 

items and their own imagination. Once they have crafted a tool, players then unlock the 

Create passage where they can create an object or artwork using their chosen tool and an 

additional material which they have also collected, again limited only by their choices and 

imagination. In the first versions of the game, however, the crafting system was much more  
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Fig 8.1: Embroidered sampler. 
Photograph reproduced with the kind permission of the National Justice Museum. 
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restrictive than in the final version. Originally, I had planned for there to be a set list of 

possible tools that the player could craft, which would be created by combining two specific 

items, and, equally, for players to eventually create one of the exhibition objects through a 

pre-determined combination of tools and other materials, rather than creating their own 

object. In order to avoid causing frustration through repeated failure, each tool or object 

could be created using a number of different combinations, with the idea that players would 

have to think creatively about which items might combine effectively. For example, if one of 

the combinations that could result in a tool was attempted (a spoon and scraps of fabric), 

the player was able to craft that specific tool (a paintbrush). However, if players attempted 

a combination that was not pre-programmed to result in a specific tool, the crafting attempt 

would fail and they would be encouraged to try again. Whilst this system had interesting 

potential in terms of exploring failure and emotional responses around it within the context 

of the themes of creativity and ingenuity, problems with this system became clear in 

feedback from staff at the NJM who were testing the game, where the system was causing 

unintended frustration. In particular, staff were becoming confused when combinations 

that individuals felt should be viable or logical based on their knowledge of the exhibition 

objects and history turned out not to be.  

Adding additional item combinations was a possible solution to mitigate this issue, however 

I also decided to attempt, with the agreement of the NJM, a variation on the crafting system 

that allowed for much greater creative freedom on the part of the player. By removing the 

pre-set tool options, this system instead allowed players to freely choose which two items 

to combine and to decide for themselves what sort of tool or object they might be turned 

into. It also further involved the player actively in the process of interpretation, as they 

would not be solving a puzzle in a game but rather be given the space to consider the act 

and circumstances of creation and ingenuity, and to reflect upon the exhibition objects in 

ÌÉÇÈÔ ÏÆ ÔÈÉÓȢ 7ÈÉÌÓÔ ÔÈÉÓ ÄÉÄ ÍÅÁÎ ÔÈÁÔ ÔÈÅÒÅ ×ÁÓÎȭÔ ÁÓ ÓÔÒÏÎÇ Á ÌÉÎË ÔÏ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÏÂÊÅÃÔÓ 

ÉÎ ÔÈÅ ÇÁÍÅȭÓ ÃÒÁÆÔÉÎÇ ÓÙÓÔÅÍÓȟ ÆÅÅÄÂÁÃË ÆÒÏÍ .*- ÓÔÁÆÆ ×ÁÓ ÔÈÁÔ ÔÈÅ ÎÅ× ÖÁÒÉÁÔÉÏÎ ×ÁÓ 

easier to play with and arguably aligned more with the spirit of creativity and ingenuity at 

the heart of the exhibition [Fig 8.2]. As the theme of limitation was carried through in other 

areas of Hard Craft, such as the way collecting and navigation worked, it seemed like an 

appropriate compromise and therefore I moved forward with the new, more open crafting 

system. 

 

06/04/2021  

Another good meeting with the NJM with lots of brainstorming and  
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Fig 8.2: The evolution of the crafting system in Hard Craft. Top and Middle: The original 
crafting system. Bottom: The crafting system used in the final version of Hard Craft. 
Images by the author 
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ÄÉÓÃÕÓÓÉÏÎȟ ÐÁÒÔÉÃÕÌÁÒÌÙ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ ÔÈÅ ÃÒÁÆÔÉÎÇ ÓÙÓÔÅÍȟ ×ÈÉÃÈ ÉÓÎȭÔ 

really working as envisaged and is causing confusion amongst the staff 

that have played the latest version.  

I was initially a little annoyed at myself ɀ ÐÅÒÈÁÐÓ ) ÈÁÄÎȭÔ ÍÁÄÅ ÉÔ ÃÌÅÁr 

ÅÎÏÕÇÈ ÈÏ× ÔÈÅ ÓÙÓÔÅÍ ×ÁÓ ÓÕÐÐÏÓÅÄ ÔÏ ×ÏÒËȟ ÂÕÔ ÎÏ× ÔÈÁÔ )ȭÖÅ ÈÁÄ ÔÉÍÅ 

to think, the idea we discussed about a different kind of crafting system 

might actually work better than the first version. It might also fit better 

with my research.  

.Ï× ÔÈÁÔ )ȭÍ ÒÅÆÌÅÃÔÉÎÇ ÏÎ ÉÔȟ ) ÄÏÎȭÔ ÔÈÉÎË ÈÁÖÉÎÇ ÓÕÃÈ Á ȬÃÌÏÓÅÄȭ ÅÎÄÉÎÇȟ 

where every path led to an exhibition item, was the right path to take. It 

ÓÅÅÍÓ ÔÏ ÇÏ ÁÇÁÉÎÓÔ Á ÌÏÔ ÏÆ ÔÈÅ ÒÅÓÅÁÒÃÈ )ȭÖÅ ÂÅÅÎ ÄÏÉÎÇ ÉÎÔÏ ÎÁÒÒÁÔÉÖÅ ÁÓ 

a way to involve visitors in interpretation. Instead, this new system puts 

ÔÈÅÍ ÁÔ ÔÈÅ ÈÅÁÒÔ ÏÆ ÔÈÅ ÐÒÏÃÅÓÓȢ 4ÈÅ ȬÅÎÄȭ ×ÉÌÌ ÓÔÉÌÌ ÂÅ ÔÈÅÒÅ ÉÎ ÔÈÁÔ ÔÈÅ 

game will finish, but the outcome will never be the same because it 

depends on the unique creativity and ingenuity of the player to craft their 

own ȬÏÂÊÅÃÔȭȟ ×ÈÉÌÓÔ ÓÔÉÌÌ ÔÙÉÎÇ ÂÁÃË ÉÎÔÏ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÔÈÅÍÅs and the 

processes behind the creation of the objects. 

The more I think about it, the more optimistic I am that this would be a 

good solution. 

 

The second area which received significant attention in the early stages of game 

development and prototyping was the way in which players collected items. In the first 

ÖÅÒÓÉÏÎÓ ÏÆ ÔÈÅ ÇÁÍÅȟ ÉÔÅÍÓ ×ÅÒÅ ÃÏÌÌÅÃÔÅÄ ÁÎÄ ÁÄÄÅÄ ÔÏ ÔÈÅ ÐÌÁÙÅÒȭÓ ÉÎÖÅÎÔÏÒÙ 

automatically whenever a player chose to enter a room or space where items could be 

found. Yet issues quickly emerged with NJM staff not understanding which items they had 

ÁÎÄ ÈÁÄÎȭÔ ÃÏÌÌÅÃÔÅÄ ÁÓ ÔÈÅÒÅ ×ÁÓ ÎÏ ÃÌÅÁÒ ÁÎÄ ÅØÐÌÉÃÉÔ ÆÅÅÄÂÁÃË ÔÏ the player that something 

had occurred. Another issue was the large number of passages (Twine passages are how 

Twine divides stories and games into separate blocks, rooms or pages that the player 

ÎÁÖÉÇÁÔÅÓ ÔÈÒÏÕÇÈ ÁÎÄ ÂÅÔ×ÅÅÎɊ ÏÒ ȬÃÌÉÃËÓȭ ÉÔ ÔÏÏË ÆÏÒ ÐÌÁÙÅÒÓ ÔÏ ÃÏÌÌÅÃÔ ÉÔÅÍÓȢ 4ÈÉÓ ÒÅÓÕÌÔÅÄ 

in a system which quickly became tiring and repetitive, causing players to lose interest in 

continuing to play. Two separate fixes were used to adjust this system in order to make it 

ÍÏÒÅ ÐÌÁÙÅÒ ÆÒÉÅÎÄÌÙ ÁÌÔÈÏÕÇÈȟ ÕÎÌÉËÅ ×ÉÔÈ ÔÈÅ ÃÒÁÆÔÉÎÇ ÓÙÓÔÅÍȟ ÔÈÅÙ ÄÉÄÎȭÔ ÒÅÐÒÅÓÅÎÔ ÌÁÒÇÅÒ 

changes to the overall gameplay, beyond ensuring that player progress was more obvious. 

In order to combat the problem of players not being sure which items they had collected I 

ÉÍÐÌÅÍÅÎÔÅÄ Á ÓÙÓÔÅÍ ÏÆ ȬÁÃÔÉÖÅȭ ÃÏÌÌÅÃÔÉÎÇ ÒÁÔÈÅÒ ÔÈÁÎ ȬÐÁÓÓÉÖÅȭ ÃÏÌÌÅÃÔÉÎÇȢ 7ÈÅÒÅ ÂÅÆÏÒÅ 

items had been collected automatically upon encounter, players now had to actively click 

on each item to collect it. Ensuring players had a participatory role in collection would, 

therefore, help players be more aware of which items they had collected. This had the 

additional effect of reducing the need to frequently check the Inventory passage. It also gave 
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the player the option to choose not to collect certain items, furthering interpretative 

opportunities by encouraging players to consider the potential of each item, and benefitting 

players who were either interested in exploring only specific possibilities or who wanted to 

progress through the game quickly. Linked to this, another major change early in 

development was the way navigation worked, especially to address the concerns about how 

ÍÁÎÙ ÃÌÉÃËÓ ÉÔ ÏÒÉÇÉÎÁÌÌÙ ÔÏÏË ÔÏ ÍÏÖÅ ÆÒÏÍ ÏÎÅ ÉÔÅÍ ÔÏ ÁÎÏÔÈÅÒ ×ÉÔÈÉÎ ÔÈÅ ÇÁÍÅȭÓ 

environments. I instead decided to consolidate these environments, which had initially been 

spread across several passages, into a single one, so that all the items within that area could 

be examined and collected without the player having to move between different passages. 

Feedback from the NJM staff who tested these changes was positive, and it was felt that they 

improved the gameplay and brought the focus back to the themes underlying the game 

rather than negotiating the mechanics of the game itself. 

WÈÉÌÓÔ ÔÈÅÓÅ ×ÅÒÅ ÆÁÒ ÆÒÏÍ ÔÈÅ ÏÎÌÙ ÃÈÁÎÇÅÓ ÍÁÄÅ ÁÔ ÔÈÅ ÌÅÖÅÌ ÏÆ ÔÈÅ ÇÁÍÅȭÓ ÍÅÃÈÁÎÉÃÓȟ 

many of the additional changes were made from the perspective, as with the elements 

already discussed, of improving the game as a game, rather than necessarily explicitly 

relating to the research. Some of the more prominent of these changes included moving the 

ÉÎÓÔÒÕÃÔÉÏÎÓ ÔÏ ÔÈÅ ÇÁÍÅȭÓ ÓÉÄÅÂÁÒȟ ÒÁÔÈÅÒ ÔÈÁÎ ÒÅÑÕÉÒÉÎÇ ÔÈÅ ÐÌÁÙÅÒ ÔÏ ÒÅÁÄ ÔÈÅÍ ÔÏ ÓÔÁÒÔ ÔÈÅ 

game. This ensured that the instructions, which were quite long as they included an 

ÅØÐÌÁÎÁÔÉÏÎ ÏÆ ÔÈÅ ÇÁÍÅȭÓ ÇÏÁÌÓ ÁÎÄ ÔÈÅ ÁÃÃÅÓÓÉÂÉÌÉÔÙ ÉÎÆÏÒÍÁÔÉÏÎȟ ×ÅÒÅ ÂÏÔÈ ÅÁÓÙ ÔÏ ÆÉÎÄ ÁÎÄ 

clearly signposted to new players who wanted to read them, whilst more experienced 

players and users of Twine would be able to begin playing straight away. Indeed, some staff 

at the NJM, who were themselves unfamiliar with games, fed back that reading the 

instructions made them more enthusiastic and excited to play. As such, including them was 

important. Additionally, including the instructions in the sidebar also meant that if players 

did get stuck or confused at any time during play, they would be able to return to them 

without needing to restart the game. A final addition to Hard Craft that emerged from the 

cycle of prototyping and feedback was the implementation of the Progress passage and the 

achievement system ɀ both common systems within  the videogame medium. Feedback from 

my supervisors and the NJM suggested that having some way to track progress within the 

game would help players envision how far they had to go, and that having achievements for 

certain actions would both encourage players to progress and further indicate what was 

possible within the game. In a way the Progress passage acted as an additional guide to the 

game, indicating how many items, areas, and objects could be encountered with the 

implication that encountering them all would unlock something else ɀ in this case hidden 

extra achievements. Furthermore, as the game was designed so that not all of the items and 

areas could be encountered in a single playthrough, this also encouraged players to restart 
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the game to find new areas and items that they had not yet discovered ɀ which in turn added 

further avenues and possibilities for players to encounter the exhibition objects and ideas 

and to continue to be involved in the process of interpretation. 

 

8.2.2 Realising the Research in Hard Craft 

With the impact of the collaborative cycle of feedback during ideation, prototyping and 

testing explored, and the opportunities and barriers that arose from working with a 

collaborative partner identified, let us now turn to examining how ideas emerging from the 

research were realised in Hard Craft. The purpose of the placement, as discussed in Chapter 

Seven, was not to attempt to apply all the research undertaken in Part Two to the game, but 

rather to explore how elements of the research might contribute to developing an 

interpretative game, and how their application was influenced and impacted by the 

particular circumstances of the project. 

Narrati ve and Storytelling 

The narrative structure of Hard Craft is intentionally open-ended and incomplete, providing 

ÐÌÁÙÅÒÓ ×ÉÔÈ ÓÐÁÃÅÓ ÔÏ ÃÏÎÔÒÉÂÕÔÅ ÔÈÅÉÒ ËÎÏ×ÌÅÄÇÅ ÁÎÄ ÅØÐÅÒÉÅÎÃÅ ÔÏ ÔÈÅ ÇÁÍÅȭÓ 

interpretation of the exhibition objects (Ellsworth 2005; Fraser and Coulson 2012). As 

progression through the game is predominately linear this is primarily achieved through 

ÔÈÅ ÉÎÃÌÕÓÉÏÎ ÏÆ ÂÒÁÎÃÈÉÎÇ ÎÁÒÒÁÔÉÖÅ ÐÁÔÈÓ ×ÈÉÃÈ ÅÎÓÕÒÅ ÔÈÅ ȬÃÏÍÐÌÅÔÅȭ ÎÁÒÒÁÔÉÖÅ ÃÁÎÎÏÔ ÂÅ 

engaged with in a single playthrough (Backe 2012; Lucas 2015), and through the crafting 

and creation systems which use open-ended prompts where players can voice their ideas. 

!Ó Á ÒÅÓÕÌÔȟ ×ÈÉÌÓÔ ÔÈÅ ÇÁÍÅ ÈÁÓ Á ÎÁÒÒÁÔÉÖÅ ȬÅÎÄÐÏÉÎÔȭȟ ÔÈÅ ×ÁÙ ÔÈÁÔ ÅÎÄ ÉÓ ÒÅÁÃÈÅÄ ÁÎÄ ÔÈÅ 

story of the final player creation itself will be unique. The replay value inherent in the 

breadth of creative possibilities in crafting and creating also adds to this sense of open-

ended narrative, with player contributions forming a vital part of its conclusion. The 

inclusion of an option to retuÒÎ ÔÏ ÁÎ ÅÁÒÌÉÅÒ ÐÏÉÎÔ ÉÎ ÔÈÅ ÇÁÍÅ ÁÔ ÔÈÅ ÓÕÐÐÏÓÅÄ ȬÅÎÄÐÏÉÎÔȭ 

further highlights this narrative replay value to players. Furthermore, players are actively 

involved in the construction of story in Hard CraftȢ !Ó Á ÒÅÓÕÌÔ ÏÆ ÃÈÁÎÇÅÓ ÔÏ ÔÈÅ ÇÁÍÅȭÓ 

systems which emerged from NJM staff feedback, players are invited to become co-authors 

and contribute towards the interpretative work of the game. Through the narrative of 

crafting and creating, players write their own story of creation, building an object which has 

unique meaning to themselves and through which they can come to a broader 

understanding of the exhibition themes of creativity and ingenuity (Albano 2007; Baker et 

al. 2016; Gee 2007; 5ÌÁĥ 2014). As such, the balance of narrative authority in Hard Craft is 
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shared between the Museum and the player. 

Whilst Hard Craft is largely a text-based game, it does include other narrative forms to take 

advantage of the multi-media potential of videogames and findings that a combination of 

narrative forms more effectively facilitates interpretation (Bedford 2014; Ensslin 2014; 

Spock 2015). This is particularly evident in the incorporation of the exhibition objects. 

Images and accompanying text descriptions of the exhibition objects are included at various 

points within t he game. Players can engage with them as part of their interpretation in the 

Craft and Create passages by clicking Ȭ)nspire Meȭ, as well as in the Explore passage at the 

end of the game where, depending on the items used by the player in the crafting and 

creation stages, the game will provide a list of exhibition objects to explore which may have 

been made using similar techniques. As players will likely have used different combinations 

of items, and entirely unique crafted tools in developing their creative story, this will 

provide individual players with the opportunity to consider the exhibition objects from 

different narrative perspectives (Hooper-Greenhill 2000). The narrative setting of the game 

also adds to the interpretative potential of the game; the process through which players are 

asked to produce their object in many ways mirrors how the process might work in a prison 

environment, and introduces a new perspective. To further build a connection between 

players and the narrative within which they are interpreting the exhibition objects, the 

ÇÁÍÅ ÅØÐÌÉÃÉÔÌÙ ÃÁÓÔÓ ÐÌÁÙÅÒÓ ÉÎ ÔÈÅ ÒÏÌÅ ÏÆ Á ÐÅÒÓÏÎ ÉÎ ÐÒÉÓÏÎȟ ÏÒ ÔÈÅ ȬÏÔÈÅÒȭ ɉ"ÏÇost 2011; 

#ÈÕ ÁÎÄ -ÁÚÁÌÅË ςπρωȠ 3ÃÈÏÒÃÈ ςπρυɊȢ 5ÓÉÎÇ ÄÉÒÅÃÔ ÁÄÄÒÅÓÓȟ ÓÕÃÈ ÁÓ ȬÙÏÕȭȟ ÁÎÄ ÔÈÅ ÐÌÁÙÅÒȭÓ 

own name to implicate the player in embodying their character, Hard Craft places players 

ÉÎ ÔÈÅ ÓÈÏÅÓ ÏÆ ÔÈÅ ȬÏÔÈÅÒȭ ÁÎÄ ÁÓËÓ ÔÈÅÍ ÔÏ ÐÌÁÙȟ ÉÎÔÅÒÐÒÅÔȟ ÁÎÄ ascribe meaning from the 

ȬÏÔÈÅÒȭÓȭ ÐÅÒÓÐÅÃÔÉÖÅȢ  

Emotion and Affect 

As discussed in Chapter Five, museum objects, exhibition spaces, and videogames can all 

have significant affective and interpretative potential (Blackman 2016; Hooper-Greenhill 

2000; Nacke et al. 2016; Schorch et al. 2016). The aesthetics of Hard Craft, including the use 

of media such as images and audio, ÁÎÄ ÔÈÅ ÄÅÓÉÇÎ ÁÎÄ ÎÁÖÉÇÁÔÉÏÎ ÏÆ ÔÈÅ ÇÁÍÅȭÓ ÐÁÓÓÁÇÅÓȟ 

play a role in building a sense of environment and in implying emotional and affective 

possibilities (Calleja 2011; Järvinen 2008). The colour palette is intentionally grayscale 

using white text on a black background to affectively suggest the restrictive nature of 

prisons as environments. !ÄÄÉÔÉÏÎÁÌÌÙȟ ÇÒÁÙÓÃÁÌÅ ÉÍÁÇÅÓ ÆÒÏÍ ÔÈÅ .*-ȭÓ ÈÉstorical archive 

were used to provide a visual layer to the construction of the game environment. These 

ÉÍÁÇÅÓ ÁÌÓÏ ÁÄÄÅÄ ÔÏ ÔÈÅ ÁÆÆÅÃÔÉÖÅ ÐÏÔÅÎÔÉÁÌ ÏÆ ÔÈÅ ÇÁÍÅȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ ÐÒÉÓÏÎÓȟ 

emphasising the restrictive and regimented nature of such spaces as well as, in some cases, 
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portraying emptiness that invites players to imagine the inhabitant(s) [Fig 8.3]. The only 

colour in Hard Craft is found in the clickable links and the images of the Museum objects, 

which are represented in colour and separately from the narrative in order to give the 

objects space to convey meaning and imply their emotional and affective potential (Hooper-

Greenhill 2000; Tolia-Kelly et al. 2016). Sound also played a role in developing this 

emotional and affective potential. As I was not able to record sound in real prisons, I created 

an abstract soundscape using distant sounds of doors, keys, footsteps, and conversations to 

suggest both isolation and size, which on its own did not necessarily evoke a sense of a 

prison, but when layered with the imagery and narrative further suggested that 

environment. Interestingly, the soundscape was the only element of the game that came at 

a financial cost. Hard Craft therefore acts as a space in which emotional and affective 

responses to the prison environment, and the reality of life for people living in prison, are 

encouraged and can be considered (Smith and Campbell 2016). 

There is also an emotional and affective layer to consider in terms of how players interact 

with, interpret, and respond to the game. I have already discussed how the narrative 

ÁÐÐÒÏÁÃÈ ÁÉÍÅÄ ÔÏ ÃÏÎÎÅÃÔ ÐÌÁÙÅÒÓ ×ÉÔÈ ÔÈÅ ȬÏÔÈÅÒȭȟ ÈÏ×ÅÖÅÒ ÔÈÅ .*- ÁÌÓÏ ×ÁÎÔÅÄ ÔÏ ÅØÐÌÏÒÅ 

the potential of the game to evoke empathy and connect players with the objects and 

exhibition themes (Rahaman 2018). As I was unable to undertake evaluation with players, 

I can only make observations based upon engagement with the literature. Hard Craft asks 

players to embody the role of a person in prison, to connect with the experience of the 

Fig 8.3: A passage in Hard Craft which include an archival image from the NJM to help build a 
sense of place and atmosphere. 
Image by the author. Photograph reproduced with the kind permission of the National Justice 
Museum. 
















































































