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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 museuntg
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 focdsexplicitly 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 -sironth
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 implicationf the

research for future museum game makers.
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Introduction
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- Museum LabWhen Museums Meet Videogantéandbook(2022).

Museums and Videogames

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

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

groups of the game series, theitular Assassins and the TemplarsTo contextualise the

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

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

game, but neverthelas retain elements of historical accuracy in theidepiction. 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

especial U AEZEZEAOI O 1 AOGAT ET OEA CAi A OANOEOAO OE/
OLFECEOETI ¢ OAEEAI Adh 10 AO xA T ECEO ElTix EO OI A
research for this thesis, | visited the Tank Museum in Bovington, UK. The $&um has a cut
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and its label alone could not provide.

> O

Museums and videogames are fields in convergence. It is becoming more common to see
museums engaging in play; displaying, adapting, creating, and evenaeating 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 compaes to simple independent
games made by 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 learnin@nce

1 Recognition of thecultural 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
Guardianl Ax OPAPAO Oi ET Al OAA CAi A0 AO A PAOO 1T &£ EOO
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b
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considered the domain of the young, it is nowncreasingly 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 the

Ol AROOOAT AET ¢ T &£ OEA T1CiETC POI EAAO O7EAT -0
by the We Are Museums group with Villa Albertine and the Smithsonianthat brings

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

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 ownderstanding 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 toffer that could make them suited for use as part of
museum interpretation? A further outcome of this is to identify how videogames could

i AATET cEOIT U AT 1 OOEAOOA Olofdigital hterprétdhidnl Fhaly) x EAAO
and on a more practical ote, by developing a deeper understanding of the videogame
medium and the process of building a museum videogamethis research asks, how can
knowledge of videogameproperties assist museums in the journey to becoming game
makers?This will also involve addressing practical issues such as skillgaps,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 gameéjard Craft, created in collaboration with The
National Justice Musam in Nottingham. The game can be accessed via figshaf&s detailed

in the Data Access Statemehtlt is recommended that you playHard Craftand familiarise
yourself with it before reading the chapters in Part Three of this thesis where the design

and development processedehind Hard Craftare discussed.

Approach to the Research

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

24 E fWhe® Museums Meet Videogamés O As @\ifatte at
https://wearemuseums.com/whenmuseumsmeetvideogames
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two distinct cultural forms (museuns and videogame3 and two fields of academic enquiry
(museum studies and game studigsin order to critically explore the intersection of the
fields and examire areas of crossover and connection that h& not been extensively
researched. It is exploratory in naturejdentifying the potential of the videogame medium
to respond to innovations in contemporary museum interpretative practice through an
examination of videogameproperties. These properties enable deeper understanding of
how videogames could be meaningfully emplogd 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 ar@iscussed it is worth introducing a key term and concept

OEAO EO OOEI EOAA OEOI OCEI 00 ODPH&€ appelrédlirhAeDAES 4 EA
study by James Gibson, @sychologist 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 Gbson was used to consider the affordances of the natural

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

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

appears in the field of design, including humamcomputer 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

designof videogames and museum interpretationAdams 2018; Levine 2015374, Ensslin

2014; Wesp 20148 ! O OOAEh ET OEEO OAOAAOAE OEA AT 1T AADC
the videogame medium, and what the medium can offer in terms of possible interpretative

design approaches, and theider 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 woirk museum
studies and therefore pivileging 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



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 crigue

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 newl emerging topics

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

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

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

01 AT OAO OEA AT OEOAOU 1T &£ 1 EOAOCAOOOA 11 OEA OIE
ET OECEOO &£01T 1 AeEAAEAOAT O MEEAIT AO-336)0I1t dock DIAEYOAE OO

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

A/

museum interpretative theory and practice and videogame affordanceg 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, hree 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 gane 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 toundertake synthesis. SynthesisTorraco

(2005:362) explains EO x EAOA OOEA OAOEAx xAAOAO OEA OOOAAI
IT AT OA EOOOAOG8 ET &£ Oi AA Au OEA AOOET 080 EIT OEI
review of the intersection of the fieldsand in order to also exploe the connection between

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

application of ideas and concepts in realvorld situations.

Fieldwork

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

it is also intended to be of use to museurprofessionals As suchto further bridge research
and practice,a significant element of thisstudy took the form ofa sixmonth 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 desigrPracticedin 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 reearch the design thinking process is utilised due



to its emphasis on research as the basis of desigand 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 (Zimmermaret 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 choicesaharise 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 desigmeans thatthe researcher is active in the
designprocess,thusit is important to consider the researcherd @flexivity and positionality.

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

AAET T x1 AACA OEA Ei PAAO 1T £ OEA OAOGAAOAEAO0GO 1160
final videogame project.The autoethnographic approachis designed to identify and analyse

the personalexperiences of the researcher and their influence upon the broader research

and it is strongly linked to reflection and reflexivity (Ellis et al.2011). Autoethnography
AREEAOAG OEEO AU [ AEET C OE Audp&@dtApdiigArd5 © ACAIT
researcher at the heart of the text (&inson 2006:383; Denshireand Lee2013:222). 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 tiperiod of

the placementwhich canalsobe found on the figshare.

A final element of the fieldwork is the use of Twine software to developard 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 browseibased, which makes it accessible to the majority of
museums. Secondly, Twine is designed for beginners and does not require knowledof
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 | have no forntedining in game
design or development. This meant that | had an understanding of what the software was
capable of and did not need to undertake training in its useynd that | 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 studiesideogamesand museun practice with a focus on



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 ofmuseum interpretation through three specific areas of interestz 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 chaptgrexamines the
broader development of museum interpretation, videogames and the intersections between
them. ChapterOneexamines the wider commonalities between museums and videogames,
providing an overview of the resulting development of interest and stdy 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. Chaptewa® critically
examines the concept of interpretation within museum studie and practice, examining the
relationship between the professional and academic in terms of how interpretation within
museums is- I O E @énfifi@ and understood. By exploring the development of the
concept, this chapter identifies key features of mseum 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 argumentthat the concept of interpretation itself can be seen

as the exploration of affordances.

Part Two identifies areas where museum studiegggame studiesand practice intersect in
relation to museum interpretation, focusing specifically on narrative and storytelling,
emotion and affect, and rhetoric. Chapterhree establishes crossovers in terminology and
theory, indicating areas of alignment between the academic fields that enable comparison.
Chapters four, Five and Sx then examine the three areas of interest in deth 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 interestto identify areas of intersecton 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, éstribes the six
month placement undertaken at the National Justice Museum in Nottingham as part of the
research. ChaptefSevenprovides an overview of the placement research and methodand
the game outcome, considering the wider opportunities and limitaons of the project.
ChapterEight then examines the development of the gamesing research through design,

exploring how the research and insights of the previous parts of the thesis might be applied



in a practical project. Moreover, this chapter refle@ upon how the game ties back to the
literature, and how the practicalities of the design and collaborative process influenced

the outcome of a videogame designed as museum interpretation.

Finally, the conclusion of the thesis extends the processrefflection. 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.



Part One

Museum Interpretation and Videogames in Convergence



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 | began research for this thesis | did so with the understanding that there

was growing interest in the crossover between museums and videogames, based on
OAOAAOAE A1 O iU 1 AOOAOGBO AACOAA AEOOAOOAOQEIT 8
compared two pieces of writing, theMuseums Change Livesanifesto by the Museurs
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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 barrierso 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 includ¢he
accumulation of purely aesthetic items, such as clothing détem skins that can improwe a

bl AUAOSO O1F AEAT T 0O AOI OOOAI AAPEOAI 8 . AOECAOQET |
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 thespaces and what

is contained within them to aid the player in successfully navigatingnd 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 mighttake 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 ideed 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 orthe enjoyment of the experience. This is mirrored by

videogames, where completing the journey through the game also results in players gaining



(‘\ »* National )
Museum of Flight
7 "N\ Scotiand
[P]
Explore our historlc airfield
See over for details
() Second Workd War e Entrance/Exit (P] '
O Cold War Matador
Vulcan Military &
@ Aviation
W
Comeat G:dzess lE
@ d B e

Conservation |
| Hangar

ﬁ/

—— E mnncerExIl

| I
__ Fantastic
TJ__—J‘ Flight
“Education
Centre m H

Parachute

Enlmntﬂ‘Ex\l

A

"_.._

Fcrtunes
of War

Entrance/ Exit

o O

BAC1-11

*"'*S

Entrance/Exit Store ' D
A ‘ "y
LTy ﬁ W' | g
] Key
\_,___, m Infornation  [gf] Toiets > Wayinfout of buling
| \ 7 .
- |Z| Ticket booth Accessible toilet W% Carroute
— Baty change
— [P] parking (2] Dpen building. area
_ P ]
@ Disabled parking Shop
[R] Busstep [&] Pinicaren Askstatffor Comet
) _ o] Automated extermal ond i
[m] Aviator Cafe deforiatar boarding times
National Museums Scotland Scottish Chority No. 50011130

Valid from Juy 2022

Fig 1.1: Comparing maps- both provide a sense of the space and how it can be navigatgdints of
interest are indicated with keys to explain the meaning of the symbols.

Top: Part of the map inAssassin's Creed Brotherho@010). Image © Ubisoft.

[This image has been removed by the author for copyright reasohs

Bottom: The map for the National Museum of Flightmageby kind permission of National
Museums Scotland.

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 hasrbaederway 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 #te 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

researchis situated within the context of ongoingstudy.

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 sectpwhich Kidd (2015:415)
AAOAOEAAO AO,hdve &eatéd ad dnkirAnméx Avithin dvhich videogames and
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playful experiences have begun to thrive. Built upon evolving museum practices which

increasingly place a focus on a peopleentred approach over an objectentred one, this

OEEEO [ EOOT OO0 OEA AAOGAIT T HIAT O6 | £EAEMA AAFeGREC
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

AROAT T BT AT O AT A OEA Oi 00 AtGi visithre ealieOrkudeumsAdd EAO OA
more than their educational provision and have complex, and often experiengrotivated

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

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

2011.6q DPI OAO OEA NOAOOEiITh OxEAO 1T OEAO AODPAAGO
education, with its clear welkbeing outcomes) might be worked on in order to increase the

wellAAET ¢ BT OAT OEAT 1T &£ A | OGBedbw farasOEpeettesto | O | OO0/
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-lmtiwn study

EO *1 EAT 1938 BodkiHorgoAL8d®s. Huizinga @003:28) understands play as a

voluntary activity, defined by the sensation of funthat occurs outside of the ordinary

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

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.

TherA £ OA OAT 1T DI AU [ AAJ03:1)Ai reckr® fekirs, @éseuns B UET C A
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 theppy

Museum Project which has supported research into playncluding Manchester Museund O
explorations of AEET AOAT 80 PI AU AT A Eix EO dwhighed AA EI
resulted in the publication of a handbook for the sector entitledRules for a PlayfuMuseum

The handbook emphasises the importance of facilitating creativity and enjoyment

alongside skill development and learningas outcomes of playful activities in museums

(Derry 2015:2). Similarly, the 2019 exhibitionPlay Wellat the Wellcome Colletton explored

OEA OI1T A T&£ PI AU ET O1I AEAOUR ET OAOOECAOET ¢ EI
OAOEI EAT AA Al A ThdekhibifioA dsiablishddicdniediéné @veen play and

creativity, imagination, learning, social skills development, etytelling, and emotional

11



expression? The facilitation of playful experiences inPlay Wellwas at the forefront of the

7TATTATT A #7111 AAOCET 160 AAOECT ADPDPOT AddBat # OOAOT O
OEAU xAT OAA O ObPOi 61 EA). A AACGEOA O DI AUS j 31 E
The growing interest in play can also be seen in garoduced exhibitions at Derby Museums.

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

interpretati on and engagement techniques. The 2015 exhibitioMotice Nature Feel Joy

featured masks, magnifying glasses, and tactile opportunities alongside traditional textual
interpretatE OA | AOET AG8 4EA . AOGEIT 1T Al * OGpboHUktke - OOA DI &
exhibition programme also involves play. Weekly creative workshopst 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 messagest The playful approach is caied 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 adoptiorof 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 examplee Oregon Trall

(1971-) was developed by three teachers from the Minnesota Education&omputing

Consortium to educate schoolchildren about part of their cultual 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 reeleased numerous

times to keep up with changing technologyz most recently in 2011 (Bouchard 207;

Lussenhop 2011). Such is the impact dthe Oregon Traithat it is still referenced in popular

AOlI OOOA O1 AAUh DAOOEAOI AOIT UE OEWDG A0 CEA GEGA >OEEFORARD AE

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

3 The interpretative text for the Play Wellexhibition can be found in the image galleryavailable at:
https://wellcomecollection.org/exhibitions/XSg _-7xEAACCAGVXc

4 ®ake It Yourd # O AvbarksBapshat the National Justice Museum:
https://www.nationaljusticemuseum.org.uk/museum/whats -on?category=workshop
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objects,locations,and environmentsin videogames is perhaps where the intersection of the

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

environments. Recent instaimentss OOAOOET 8 O 20Q7A A, OODECET O # OAA
Odyssey2018) EAOA ET Al OAAA AR 80 AEEMIEQHM@ thuSeurh, Offering

@ursdaround the gameenvironment which explore various topics from architecture to

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

in-game recreations, imagesand information about which are included in the tours

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

also used museumsas settings for game areas. These include-CAT A O OOAOI 08 xEE
display objects designed for the gameThe Stanley Parable013), the use of museum

settings to provide contextual information about the game world Bioshock2007), and

museums as locations in the game wherthings collected by the player canbe stored,

displayed, and interpreted @Animal Crossingeries 2001). These are but some of the ways

in which videogames have engaged with museums, evidencing the breadtfropportunities

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

guestions surrounding the collection, preservation and display of videogame#n 2013,

Paola Antonelli a curator at the Museum of Modern Artl{ereafter the MoMA), gave a TED

4A1T E AT OEOI AA OAEUO)] AOI OGEQEEGAE Agbil OAA OEA
of 14 videogames. The rationale behind which videogames to collect, Ana&li (2013)

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

andCAi AO xEEAE OADPOAOAT OAA AAOOAET OEET CO OOAE
Growing interest in videogames has resulted in the developmentfdnstitutional forms at

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

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

OAAAT O1 U OEA 6 EAOQI O&dafteAthe ¥&A) 078 Axdilition idlénaesd O  j
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 NatiahVideogame 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 preservehe 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 companide share game
code The difficulties are perhaps most neatly sumarised 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, museumprofessionals have engaged with ideas of how videogames and

museums might be connected. In 201,9ames 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 commssioned a report into games and how they might fit into the

- OOA QI 8 O mb pibr@oltieir appointment of a game designer in residence. Brin

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

OEA EAAA OOBAIOOQGROAIOU ABROAAEEI AOAT 6 AU EIi pl Al Al
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 musseum

and videogames in recenyears. The potentia$ 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

- OOA 7 AAB QGdlerjes, Liliaries, Archives and Museums Innovationjwards often

including submissions of games made for and by museurhélso of interest are videogame

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

O# 01 OOOAA ' Ai AO AT A iGEA 2830Ekppitions bfGhg Oréskoer A0  $
between museums and games is ongoing. In thedirhalf of 2022, MuseumNext held a three

AAU O- OOADI Oh ' Al MaseuiDIO AT AU 8 E@EIT IDEOOH Tng OEA O1 DI
Eii AOOEOA CAI A0 BT AUAOQAIT I ®AdAI a8A AT OEOI AA Ooi

5 SeeEscape from the Ballatine Housand iThrive Sim: Lives iBalancewhich were nominatedfor a
GLAMi awardin 2021. The details are available ahttps://mw21.museweb.net/glami -award-
finalists/index.html

6 The 2020 DIGRA workshopgan be explored athttps://digra2020.org/workshops/
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#1171 FAOAT AA 11 $ECE OWds held Al Geang Put todeibek Griese 6
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
DOl EAAOO EAOA AAPOOOAA OEA OAAOI OdvedditicdAOAODO8 |
attention is High Tea(2011). High Teais 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 eldome

#1 11 AAOET 1 Bigh Sde@tiztie Aan@EG 1D O O btb @&dkh nevd dudiences and
engage players with a difficult subject matter to encourage further research into the topic
potentially including visits to the Museum (Birchall and Henson 201:3). As suchHigh Tea

was released both on theMOOAOI 6 0 xAAOEOA AT A 11 DHIipOIAO T1
platforms, such asNewgrounds. The success dfligh Teais evident in its evaluation report,

where Birchall and Henson (20113) record that the game vas played 1 million times in its
launch week and was primarily encountered and interacted with outside of tht1O OA &1 6 O
website. These interactions also took unexpected forms such as reviews, YouTube
walkthroughs, and comment threads on social websites digssing, for instance, the ethical
issues explored by the game (Birchall and Henson 201113). Interestingly, whilst the game

had educational aims embedded within its design, it was approached from a perspective
which recognised the importance of ensuring tB wider gameplay experience was
enjoyable8 This mindset likely contributed to the success dfligh Teawhere other museum

based games have struggledNubla (2016), an experimental art game created in
collaboration between the ThysserBornemisza Museum andsammera Nest, also reached

a wide audience and was released on major game platforms including tidayStation 4.
However, although many players discovered the art of th®luseum through the game and

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

7 The ®useum, Games and Play Sumrdiity MuseumNextcan be explored at
https://www.museumnext.com/events/museums -gamesplay-summit/ ; TheMuseum-iD

workshop on creating games for museumat: https://museum -id.com/museum-ideas-study-day-
creating-immersive-gamesin-your-museum/; ®lay! Interdisciplinary Conference on Digital Games
in Museums@at: https://colognegamelab.de/about/campus-life-networking/play/play -english/

8 High Teaon the Preloaded websitehttps://preloaded.com/work/wellcome -collection-high-tea/
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the play experience as simplistic and boringWhen done well museum games can be highly
successful, however museums have also recognisedatha poorly designed game can

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

Following the success oHigh Teaand similar projects, more museums have chosen to
invest in videogames. In 2014the V&A announced that they wouldbe employing Sophia
George as game designer in residence to create a game based on their collections. This
culminated in The Strawberry Thie{2014), a free iPad game inspired by the V&A collection
of William Morris prints. Collaborations with game desigers 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 creatdtah Climate Challenge
(2018), and Nottingham Castle designing hybrid physicadigital 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 aredave led to a variety of interesting
projects such as the Dambusters Virtual Reality experience at th@yal Air ForceMuseum
which debuted in 2019. The experience used a physical replica of part of a Lancaster bomber
as the setting for avirtual reality (hereafter VR)re-creation of the 1943 attack on the Mdhne
Dam.Father and Sor{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 physicalMuseum, potentially drawing in new visitors.

As videogames can be an expensive investment, and one that does not guarantee success,
many museums have searched for alteatives 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 gameMinecraft (2011) has found its way into many museum projects. The British
Museum set up theMuseumCraftproject in 2014, in which the Museum encouraged the
existing Minecraft community to re-create their buildings and collections in Minecratft. In
2016, the Museum of Londorrommissioned a group oMinecraft 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 recreations of the city before, during, and after the fire, allowing

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

9 Reviews ofNubla by various game siteshttps://adventuregamers.com/articles/view/39877 ,
https://www.bonusstage.co.uk/archives/83306 , https://www.thegamer.com/nubla -review/

16


https://adventuregamers.com/articles/view/39877
https://www.bonusstage.co.uk/archives/83306
https://www.thegamer.com/nubla-review/

7A1T A0 OAT A O-ETAAOCAAEDO 91 00 -0O0OAOI & 1T OOOAAAE
programme which made - ET A A Gdudfidh CEdition freely available for Welsh
schoolchildren, chd 1 AT CET ¢ AEEI AOAT O1 AAOGECT OEAEO 1 x1
competition. Finally, English Heritage usedMinecraft to re-create one of their sites,

Kenilworth Castle, and by working alongsideMinecraft 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 withideogames 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 museumscross the world. Yet, whilst these advances
are promising, | would argue that for the most part museums continue to engageith

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 asthe needto have the knowledge, skil, or financial capablity to
commission or create videogamesnean 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%f respondents expected to

be working at a deficit in 20222023 (Art Fund and Wafer Hadley2020). 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 workingondition. Therefore, investing

in videogames is a decision that has to be carefully considered. This is perhaps whisi
more common to see complex or numerous videogames at larger museums such as the
Science Museum. Howevefree gamemaking software auch 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 majdty of museum professiorals 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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/| 8. AE1 1 -38 Mayatat alx2014). Arincreasing 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 mrcess!o During 2020, the National Videogame
Museum also ran workshops for beginners in the use of Twine, Bitsy, and other game
making softwareil MuseumOPDAAEZAZEA OAOI OOAAO EAOA Al 01 AT AO
tutorials for museums on the useof various types of game and game softwarg 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 choiceand 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 generatig 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 touckscreens. Yet, since 2010 the videogame iastry has grown into
one of the largest entertainment industries in the world3/ AT 1 6 0 j ¢cm¢cpq OOO0OOAU
literacy found that 60% of UK adults and 91% of undefl5s reported that they played
videogames during 2020. Further research by The Associatioior 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 riefds such,
an increasing percentage of the UK population are develam 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 mediunfKidd 2015; McGonigal 202).
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 resourcesnd workshopscan be explored athttps://gchangers.org/history/

1" A CET wokehép®at the National Videogame Museurare available at:
https://thenvm.org/learning/learn -at-home/

2+ 1 ET  fitAridl©d@®be found athttps://www.johnsear.com/tutorials/

13 Statistad O ¢ 1 p whowsAH? Vid@ayame 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-selectedentertainment-industry -
sectors/

14 Player Demographic research by UKIEan be explored at:
https://ukiepedia.ukie.org.uk/index.php/Player_Diversity %26_Demographics
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through specific design choices. Recent researchdicates that the GOVID-19 pandemic led
to a renewed interest in videogameswith new players engaging with the industry and
existing players spending more time playing fp)sos MORI2020; Skwarczek 2021).The
acceleration of museum interest invideogames 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 videgames 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 reachsitors. The ways in which museum staff and
visitors interacted with and interpreted 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 becaen increasingly accessible with tours, talks,
workshops, and livestreams providing diverse opportunities to engage with collections and
stories in ways that were not necessarily available prpandemic. The pandemic led many
museums to rethink and better inegrate digital elements into their work z supported by
organisations such as the Heritage Digital Academ§y.Relevantto this research is that a
number of museums, institutions, individuals, and organisations responded to the

pandemic by utilising videoganes as an avenue to engagudiences and explore collections.

Museum interactions with Animal Crossing: New Horizor{2020, henceforthAC:NH during

the pandemic provide a particularly interesting example of how continued interest in
videogames can result n interesting and innovatve ideas.AC:NHtasks players with
developing a deserted island into a destination for villagers and visitors. Much like the
diverse use ofMinecraft, AC:NHappeared in many museum projectsluring 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:NHwhich enabled museums to utilise the game to their advantage. NotabKnimal
Crossinggames conmonly include an ingame museum which displays items such as fossils,
bugs, fish, and works of art which have been collected and contributed by the playAC: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 Heritageiaficeand can be found at
https://charitydigital.org.uk/heritage -digital-academy
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Day, creating a clear opportunity for museums to engage with the gamand its players

Several articles were published by museum professionals and academics which compared

the design ofACNH O | OOAOI AT A OEA DPOAAOGEAAO T £ EOO AEC
Blathers, to real museum practices. For example, Humphreys (2020) explored the ethical
and legal issues with the approach to the museum C:NHn comparison to the standards
of the real museum sector ithe AOOEAT A O!'1T ET OAOOEdsA Odttéri  ET OI
2020; Han 2020). Equally, the affordances of the game mechanics AC:NHprovided
opportunities for diverse and creative interactions between the game, visitors/players, and

museums.

The Metropolitan Museum of Art fereafter the MET) and the ®tty Museum in the USA
used AC:NHto widen access to their collections. Utilising the igame 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 decorateheir islands .16 Several playaes used
their islands to create versions of museums, galleries and related visitor attractions. One
island, by installation artist Shing Yin Khor, recreated the MoMA and many of its popular
art exhibits [Fig 1.2]. Particulaty interesting in regard to interpretation was a project run

by The Museum of English Rural Lifengereafter 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 AC:NH the MERL challenged visitors
and followers on Twitter to design their own smo&. The response to the challenge
AGEAAT AAA OEA OAOEAOU 1T £ xAUO PI AUAOO EAA Al CAC
varying from traditional cultural designs, references to pogculture and attempts to directly

Al DU EEOOI OEA OI | éoieionAdé respodde Aspiretothe Mueum to
create a new gallery on its website which displayed the submitted smock desigfisThese
player-made, digital-born, AC:NHdesigns were treated as though they were themselves
museum objects, displayed in an dime 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 becamecomfortable 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 Museuran be found at
https://experiments.getty.edu/ac -art-generator/

17 The online gallery #AniIMERLCrossing: A Gallery of Smocksan be found at
https://merl.reading.ac.uk/explore/online -exhibitions/animerlcrossing -smocks/
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Fig 1.2: Marina Abramovic's The Artist Is Present rereated in AC:NHby artist Shing Yin Khor.
Image © Shing Yin Khor.
[This image has been removed by the author for copyright reasohs

Henry B Plant Museum - BYA o Ma
785 Love your Sunday ? Give this one a try (and check out 10 Abingdon County Hall Museum @Abingdonhu...

down!). It's !
Try our new puzzles at

A new puzzle is the Museum by Fred
Masters

Fig 1.3: Museums engagwith digital games on Twitter at the start of the pandemic.
Images © Henry B Plant Museum [leftjAbingdon County Hall Museum [right].

Fig 1.4: A page fronOff the Walls: Inspired RE€reations of Iconic Artworkby the Getty Museum
(2020)
Image © GettyPublications.

such as crosswords and puzzles made using freedyailable online tools; meaning hat 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 museam
using simple, digital gamebased 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 tore-create artworks from their
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collections using objects found around their homes. The challenge became so popular that
the Museum later published a book entitledOff the Walls: Inspired RE€reations of Iconic

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

There were also examples of institutions using freebavailable gamemaking tools, such as
Twine and Bitsy, to create original digital games based on theiites and collections. The
tongue-in-cheekBritish Library Simulatorwas created using Bitsy. Complete with Hokes
and forth-wall-breaking narrative, the simulator attempted tore-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 Awardi® Practitioners working at the intersection of
museums and play also took te opportunity to engage museums in the development of
games. John Sear, a seléscribed 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 ina pre-designed example game along with an online design

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

What kind of lazy person drew
this g9ame?

Fig 1.5:The British Library Simulator

Images © Giulia Carla Rossi.

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 ik heightened

18 An introduction to the British Library Simulator game by its creator, curator of digital
publications Giulia Carla Rossis available at:https://www.youtube.com/watch?v=20Wu -0GbVAA
vx T ET 3AA06 0 A @AdatsilaBle ahigsApukmugehn.duide/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
implications of this intersection in terms of academia and practice. It iworth noting that
museum studies and game studies (particularly in relation to videogames) are, relatively
speaking, young academic fields. The debuts of nesstablished journak reflect this. Game
Studies a crossdisciplinary venture exploring the impact of computer games published its
first issue in 2001, andGames and Cultureexploring the sociecultural, political and
economic impacts of videogames, started in 2006. Similarly, whilstrgctice-focused
museum studies courses have been offered at universities since the rfi@60s, 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 theintersection 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, sudds a section on computebased games in

the Futurelab report Learning with Digital Technologies in Museums, Science Centres and
Galleries(Hawkey 2006). Similarly, the edited collectionMuseums at PlayBeale 2011)

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

videogames and museums werenieracting. Case studies of museum videogames formed

the basis of many chapters in the collection, such d@8me Explorerat the British Museum

and High Teaat 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 innovag, academic works began to delve into some of the deeper questions

evoked by their projects, providing critical analyses of practice (Kidd 208; Poole 2018;

Proctor 2015). However, the findings of academic works do not necessarily feed back into
practcezAT EOOOA OEAO AT 11 AAT OAOEI T O OOAE AO OEA 6
"AiTAO ET OEA - OOAOIi 6 EAOA AOOAI POAA O1 1 OGAOATI
therefore aims to undertake critical examination of the potential of videogamegs 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 awmend emerging

AOAA T £ OOOAUKR AAOGAI T PI AT OO AO OEEO ET-OAOOCAAOQE
Ortueta et al. 2021:196)Due to its multi/interdisciplinary nature certain areas of research

have received more attention than othersresulting in gaps n the literature and between

literature and practice. Jenny Kidd (2013:103)noted in her book Museums in the New
Mediascape: Transmedia, Participation, Ethjcsvhich contained a chapter exploring

empathy in online museum gameghat, at the time of publicaton, online gaming in a

i OOAT 1T CEAAI AT 1 OAGO -GAOAAOBEQRIAB ZE AAA OA I EAT AAI
intersection has developed significantly since then, evidenced in publications specifically on

the topic of videogames in the museum sector. Yet, schidehave 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 thénternational Journal

of Heritage Studie®n 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 ca be considered have remain rarer (Zeiler and Thomas 2021:26267). 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,

Beavish / 6 - AOA A1(2021295) conBr@rit én the diverse capacity of videogames

to contribute value to museuns. Additionally, submissions to special issuesn culture and

gamesof the Journal on Computing and Heritaged editors Lepouras Lykourentzou and

CAi AO OOAA ET AOI OOOAI EAOEOACA OEOAOGS

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

practice (Zeiler and Thomas 2021265), 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 (2007:338) for

i 01 OEi AAREA AT A AECEOAI ET OAOAAOEOAO O1 AA OAAI
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 &touch upon the relationship between museums and

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

I1TTE 11 ZEOOOEAO OEAT OEA O0OOAOGAT O AT A &OOOOA I .
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 worksin OEEO AOAA E1T DigiGlSAmes ds Nigtdryow &idkogames

represent the past and offer access to historical practice tp @ Q A1 Playing NithAe 1 8 O

Past Digital Games and the Simulation of Histor{2013). Archaeogaming examines

archaeolcCU AT A AOAEAAI 11 CEAAI EAROEOACA ET | AT A 1 £q
been attributed to Andrew Reinhard, author of Archaeogaming: An Introduction to

Archaeology in and of Video Gam@918). 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 ARh AT A | EGAA OAAIl PP@jhgwithEAT DET T (
the Past(2011) and Critical Gaming: Interactive History and Virtual Heritagé2015) are

prominent works in this area. Expanding academic interesh 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 tase 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 programme® Academic interest in the
intersection is also ongoing, and the variety of emerging fields and studies critically
analysing museum andvideogames 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 crossoveof the fields. Within the current literature there are few

studies that explore the wider complexities and possibilities at the intersectioiiZeiler and

203 AA OEA 1 (2# O"1 01 Al AOO thetepok 6rEte EPIddiionOAE®IVDO j ¢mgp q
19 in museums by Kidd et al. (2021).
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Thomas 2021:265267). This is where this research aims to contribute. Taking a broader
perspective it explores the potential application of videogames as museum @rpretation,
utilising study of both theory and practice to identify relevant videogame affordances. In
order to explore the wider picture, ideaswhich have previously been examined in isolation
are brought together to consider how various aspects complenmé 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 locatehe research and to draw out

key elements of interprettive 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 interpretationelated

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

OEAU 0000cci AAn TTOET ¢ OEAO ODPAOOEAEDPAT OO OF
f ET OAODPOAOGAOGET T Yh AO OEAU Z£A1 O E-AOOANOAEABBBEBOEBEAE
perhaps speaks to a broader problem; a disconnect between academia andgdice.

Whilst academic research into museum interpretation has led to many notable

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

I £ AAAAAT EA8 10 3EI OAOI-183) cohmeht, thedwokE lor j ¢mpc
interpret ation theory are often too jargonZ&E1 1 AA8 AT A AEAZEZEAOI O A O b
with. Theory, therefore, is not seen as a cornerstone of practice. There have been a few

AOOGATI POOG O1 AOEACA OEEO CADinterprefatoe Makingd&£ O OOAE
Difference on Purpos€013) 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 (198d,x @ x OEOAO OOEAOA AAT AR
AO A OOAT AAOAEOAA APPOT AAE O1T ET OAOPOAOAOCEI 168
is also plagues museum studies. Considering how important interpretation is in

contemporary museum practice, remarkably fewworks 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 visitoss.

Communication is itself a broad descrigtr which encompasses many mediums and
methods. In traditional museum practice, communication tends to refer to the most
common and easily identifiable forms of interpretationz written labels and information

panels. We are left, as Fritsch noted, with aisge 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, bdore we delve into the parallels and crossover 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 howlifferent
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
OEEO OEAOEO AT A OEA | OOAOI OAAOT 080 EI-O0T AU EI
A E C E O A 12 the implic&tions bf a digitaHfocused and increasingly met-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 gp 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

24EA 1 001 AEAOGETIT A O (AOEOACA )1 OAODOAdkddedsi AAEET A
OEAO OEAOAO ET OAOAOOEI C 0O0i OEAO Al A AGDAOEAI RAGO OE.

iTOA AAT 6Oh A OEOGABOAJI 1'AAIOEAGEA® RAOAGIONT A AAAEET AO E

AT i1 Ol EAAOCA 100 Ail11AAGCETIT O OI 100 OOAOOGS

22 A 2019 Accenture report (available at: https://www.accenture.com/us -

en/insights/technology/technology -trends-2019) describes the currentA OA AQBEQEIOAD S8 )1 A
postAECEOAI x1 Ol Ah EO EO 110 OEAO xA xEinblogidsAAT I A 1 A0O
and strategies has already or will become standard and expected, but rather the question is about

Eil x AT i PATEAO xEI 1 AEAZZAOAT OEAOA OEAI OAI GAO8 ) O EO |

more about how those technologies are implementegl 4 E AABO@E @O 86 ACA AOEON EI x E
individual institution using digital technology in a way that sets them apart from others?
See alsothe definition by Cloud Geenihttp s://cloudgeeni.co.uk/what -does-it-meanto-be-post-

digital/
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ET OAOPOAOGAOQET 1T m@érpr&ityfol HarltagedoigindihyApuldigbed in 1957

and subsequently republished across a number of editions. Much of the theory

with many authors oflater 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 20@; Ham 2013; Jimson 2015)Arguably the most

OAi AOEAAT A OEET ¢ AAT OO I OAE T &£ 4EI AATS80O xI1 OE
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 el of stagnation, with

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

AEAT T AT CA EAO AAAT OAAT CT EOAA AU 7AO0A001T 1T ATA
wherein the frameworks within which museumprofessionAl O x1 OE OOAIT AET O1 AE
AT A 1A0O pOi AOGAOEOA OEAT OEAU 1 EGCEO 1T OEAOxXxEOA |
museum sector is it now time to return to the foundations of interpretaion theory and to

reconsider them?

Before exploring contemg OAOU O1 AAOOOAT AET ¢cOh 1 AO OO EEOOO
to highlight areas which have influenced subsequent understandingand to identify that

which might invite critique and change.

@. Any interpretation that does not somehow relate what leing displayed or
described to something within the personality or experience of the visitor will be
OOAOEI A8
8 w8 4EA AEEAE AEI I £ ET OAOPOAOGA®DET I EO
EGARAOPOO A£O0T i 4EI AAT 6O OEQ DPOBIFBEDPI A0 1T £ EIT (
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.
AEEO EO AOPAAEATI T U Al AAO xEAT xidruAd@gddndingA ET x 4
often reflect recent studies into audience behavioyrrather than the more traditional
OPAAACT ¢cU8 xEAOAET AAAE OEOEOI O xAO DOAOGOI AA O
who had the same interpretative experience (Hein 2006:8  OdeshnotAo much wish to
AARA OAT EAA AO A Dided (2008:47) atyhes & thdiheritafelvisifor, suggesting
that Tilden disagreed with this traditional view of the visitor as a passive consumer. Tilden
continueshhe @ forever and finally translating your words as best he can into whatever he
AAT OAEAO O EEO 1 x1 EI1 OEintoduding Enk idea ithdtdgih AT A Ag
visitord O E T diivk @B@idnde 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; lFal

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

4E1I AAT8O OE@ DPOET AEDPI AOh OreAisitéEls @@ cindEcanEEAE A GE
element of their own experienceto that which is being displayedthrough interpretation,

the interpretative processx E1 1 AA OOOAOEI A8 j 4EI AAT ¢mnnydot Qs
in his second principle that interpretation is not solely about information, although all

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

understood more as an art form which combines many elements and which aims ¢ause

revelation or, as Tilden(2008:34-35) describes it OB O1 O ARDE T EABA 1T £ ODPOI O]
Z that interpretation should prompt a response of some sort from the visitog has endured

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

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

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

museum studieshas only more recentlyexamined in depth and adopted into practice.

(T xAOAOh 4EI AAT 80O x1 OEh AT A AOAT OEA EAAA 1 £ Of
| OEAO AT AI AT OO0 T &£ 4EI1 AAT 6O xOEOET CO | AEA EO A
compared toour contemporary understandings of the nuances of interpgtation and the

respective roles of the visitor and museum. One area that has drawn comméatd 4 E1 AAT 8 O
conviction regarding presening ET OAOPOAOAOGETI 1T AO A OxEI1 A8 10 /
(Howard 2003:262-c p 0 08 4 EEO EO A OE Aidtipléd ihich dinphaddsésithd AT 8 O

Ei pi OOAT AA T £ E1 OAOPOAOGEI ¢ AO A O6xEil1 A8 OAOE
the object (Tilden 2008:33-35). In many ways thiscommitmentO1 OEA OxET 1 Ad Ol
his argumentabout the visitor role in interp retation. By refusing to present anything less

OEAT OEA OxET I sior tikeloppdribriEtd Gontiibéed by adding to any
interpretation their own brought knowledge and experiences He alsoprevents the

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

of the interpreter. Like Howard, Staiff(2014) PEAEO Ob 11 OEA AEAEIT OT i1 U 7
assertion that visitors haveunique, individual insights and hisreinforcing of the role of the

ET OA Ob GAradsinges igndrénte on the part of heritage visitors. Interpreters, like the

priests of ancient religions, are conceptuad A AO AAET ¢ AAT A O OOAAA ¢
xEOET 00 OOAE A2014AM. AMsEcntidsts BitD A éﬁemﬁéfﬁa@dmg of

interpretation as a cultural processthat does notpursue Ox ET 1 Adh Al isBl B6Ah 1 0O
knowledge. TEA AT T AADPO 1T £ OEA OxEIi 1 Adh E @oaldf O1T A AA
provocation.

When Tilden(2008:48-49) doesdiscuss the possibilityof multiple narratives he emphasses
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the importance of authoritative voices arguing that when an answer is not known,

interpreters should turn to authoritative sources andonly when sources of authoritative

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

presents problemsasTilden presumes neutrality. There is no consideration of the biasem

interpretatonh x EEAE AT Ol A bl OAT OEAIT 1T U OAOGOI 6 ET EI PI
unheard. Pertaps it is the contextwithin which Tilden was writing that works against the

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

natural heritage as an employee of th&).SNational Park Service. Howar@2003) notes that

this context is important when considering what 4 E1 A AT 8 Gnighk méak Gor

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

DI ETO OEAO OEA EAAA 1T &£ POAOGAT OEi ¢ A OEITCI A 00i
scene, where it is almost impossible to describe any element of heritage, even in the natural
OPEAOAh xEOET OO OEA AEOOT 1 Al A Adxh dsAnbseutns orA OET 006
is too limited. As the US National Park Service has since acknowledged, the interpretation

I £ OEA . AGEIT 1T Al 0 AOE@esénGheiOwhBld hishr® dsA OVerfooksEAET O Ol
Native habitation of the lands, tribal sites, and hisiries, something they are now attempting

to rectify.23

Despite DOAOAT OET ¢ ET OA OpiédnQ20G855) isepahates inketpretdliveO O 6

storytelling from practices such as poetry or dramatic performanceslaiming that they are

OET OOEAT U 100 1T £ pi AAAG ET ET OAOPOAOAOEI T8 4EEC
and contrasts with how different types of interpretative media and artistic interventions

are becoming increasingly common in museumsPpole 2018; Proctor2015; Robins 2013).

4AEAOAE OAnh AARAOPEOA OEA Adedsio&achdddidandpdiceterd 1 AA 1T £
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 processs of interpretation

can be understood. Staiffconsiders a number of questions around museum interpretation

and the ways it does and does notrédlAO AEAT CAO ET O1 AEAOU8 3 0AEAEAE
1EAO ET EEO AAEET EOEIT O AT A DPOET AEDPI AO8s 400I
ET OA Ob QJtaiiff201B:87) askswhether interpretation in a heritage setting should be

singled out from other forms of interpretation. By separatingDE AOE OACA EahddAODOAOA

23 A Smithsonian Voices articlgavailable at: https://www.smithsonianmag.com/blogs/national -
museumamerican-indian/2020/08/25/natives _-interpreting -national-parks/) explores how Native
American voices are contributing to theinterpretation of national parks.
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i AEET ¢ EO O GiBtAndes AdritddgeintetpEetatior from wider discussionson

interpretation as a way of representing, understanding, and making meaning about the

world (Ablett and Dyer 200:217-218; Staiff 2014:37). Many academics have since

attempted to build upon and challengeTildend O  xih @efation to these wider
understandings24 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 fieldhas until recently failed to fully capitalise on

developments in other areas of tcourse such as learning and language theory. Staiff
(2014:40-41) further criticises4 E1 AAT 80 AAOAOEDPOEI T 1 &£ OAOOGEHh OC
as separate entitiesand hisassertion 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. Equallyas previously mentioned4 E1 AAT 8 O OEAx 1
information as separate from interpretation also fails to account for potential biasin 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 3 OAEAZLZ EO 110 AITTA ET ABAAuihd&l CET ¢ 4
examples can be found in Adan@s€xploration of interpretationA O A £&I OAAT AAh AT A
study which examines interpretation as inspiration (Adams 2018; Gilson 2017)ndeed, &

Gilson (2017:79) acknowledges, ourcurrent understanding of interpretation can lack

clarity and is in need of wider reconceptualiation (see alsoStaiff 2014:127; Waterton and

Watson 2013:548,558).Having explored the foundationset us turn to how contemporary
understanding(s) of museum interpretation have been formedto draw out the different

elementsof interpretative theory and practice that shape the rest of this thesis

2.3 The Evolution of Interpretation

In recent yearsacademics 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 amigvelopment

of the condbO | £ -OABBT €68  81896:0BA WBR)A Hrawing upon

bT 00 T AAOT EOI AT1 OOOOAOEOGEOIi h AT A 1 EOGAOAOU OE/

h
i AEET ¢ DOiI AAOGOGGh ET xEEAE OEAOA EO A 1 AcCi OEAOE

24 For a good overview of the various theoretic approaches takegsee Ablett and Dyer(2009).
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the visitor - who becomes an active participaninterpretation can thus be seen as a form of
multi-way communicative languagebetween object and visitor, visitor and label, or even
between individual visitors. This has led toconsideration of the various ways in which a

visitor might actively participate in meaning-making.

Mason (2005:226) explores the complexites of visitor participation through a study of

001 ET OAT AAA Aih linferpretatide ApibEekssiesd This can be understood as

messagesz in other words - interpretation which, due to its individualised nature, can

arguably onlyoccuroutsidethe| & O A &cbnirdd This kind of unintended communication

provides spacef O OEA OEOEOI O OF OAOPTIT A OF OEA 1 O0AODI
personal knowledge, experiences, and contexAs a result, the construction of meaning is

recognised as subjective depending on the knowledge, memories and experience brought

to the processby 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 OEAO 1T AAOOO ET  OE Betwdeh O Qda(d),Otetpbctaihe OCAD S
products, and the object. Interpretative productsare defined by Ham (2013:4) as OAT U

finished interpretative programmel O AAOEAAS88 !'1 ET &£ Oi AGET T DPATA
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

object, how it is described or explored in interpretative products, and personal knowledge

and experience(Fraser and Coulson 2012:223Lord 2006:5). In recognising meaning

making as part of interpretation, control over the interpretative outcome lecomes removed

from the museum and the balance of interpretative power shiftso include the visitor.

There is also animplication that meaningmaking cannot occur without participation as

visitors chooseto engage in interpretation when they seek meaningRahaman(2018:216)

thereforeDT OEOET T O ET OAODOAOGAOGEIT T ,inwdichAnd®®a0ding AOOS6 OA
and learning evolves through the active participationand contribution of visitors who

contextualise objects in relation to their personal context This suggests that visitor

participation in interpretation can be seen through tangible contribution. Mason

(2005:231) expandsupon this idea of contribution by critically examining the perceived

difference between the producer (typicallythe museum) and the consumer (the visitor),

noting that both visitors and museum professionalsconsume and producemeanings and

values which make up the personal context from which they worland interpret. As such,

the @uthoritative §information produced is not biasfree 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 contribute their own views, as it is not
EOOO OEA | OOAOI & CerptetatditaOcAdnging. \ViitorperEeptiohs@re
also evolving. Kidd(2013:5) situates this attitude shift within a broader societal changan
user expectations where the focus has moved tpersonalisation, customisation and

authorship.

Interpretation as an individualised process of meaningmaking is reinforced by the

principles of constructivist theory, which Hooper-Greenhill draws uponin in her book

Museums and the Interpretation of Visual Cultuf2000) alongside theories of hermeneuts

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 Hallnstructivist theory of language, whee meaning

isfound AAUT T A OBl thteaditbhaCcdncept of languageand instead can be

constructed from more abstract systems such as concepts and signs, or semiotics (Hall

1997:25; see also Staiff 2014:34). Meanings not necessarily inherent in the objects

themselves, but arises out of the connections and representatisnthat we form in
communication with them. Therefore,tEAOA EO T AOAO A OAI OOAADOS xAU
or text, asOET OAODOAOAOGEIT EO 110 OEiIiPIU A [ AOOAO I
understanding to where there is none but also of unravellingnisunderstanding, rectifying

Aooi 0 AT A AAOEOAT U AT 1 OOEOOOET ¢ 9R16AHoEpArOAT O | AA
Greenhill (2000:116,124) further notes that through the process of interpretation visitors

make sense not only of the object, but also theider relationship between objects and the

narratives and meanings associated with thenlf 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 languageand text-based labe$, information panels, or exhibition guides
(Hooper-Greenhill 2000:111). Furthermore, an embrace of visual culture also prevents the

exclusion ofthat which doesnot so easily translate into language, such as natural heritage

and intangible heritage.

Falk and Dierking (2016) explore how the constuctivist model, and understandings of
cognitive processes, impact upon the learning experience in museums. constructivism,
learning is understood as contextuglrecognising that visitors cometo interpretation with
context constructed of previous knowlelge, experience and interestsSimilarly, Ablett and
Dyer (2009:220), drawing upon hermeneutic theory, discuss various influences on how we

interpret the world, including individual, communal, and culturatbased knowledge and
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experience.Hooper-Greenhill (2000:139) describesthis type oflearning as a process that is

both personal and socialwhich could be implemented through the integration of non

specialist visitor knowledge with the specialist knowledge of museum professional A

suggestion that is further built upon byFalk, Dierking and Adamg2006:325) who comment

that in the constructivist model, the meaningmaking and interpretative process is visitor

IAA AT A OEA 1 OOAOI AAOO 1 A0O A GEGRA O AQGCEIT OEDUA
2014:62). Asmuseums begn to re-evaluae OEA OEOEOTI 008 OI 1T A ET OEA EI
these theories and understandings can provide useful contributions to the development of

contemporary interpretative practice. Yet, whilst theseideas have been influential, Heia O

(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 needf visitors of different backgrounds.

As a result ofthese changingunderstandings museums areincreasingly incorporating

multiple voices in interpretation and movingA x AU  A£O0T I OEA OET cOl A0 O0O¢
They are beginning to reflect what Gilson(2017:79) AAOAOEAAO AO OEA OATI
AT T OAOGOAAG 1 /td@eovihgAoserEo@ @ekcogrition of how understanding

of the pastis constructed as a process of exploring, connecting, and interpretingidence

to reach an individual conclusion, which is then either accepted or rejected by the group.

( EOOIT OE A A land thekeinke Antkriprtdtion , are not neutral as the individual biases

of the producer of the evidence and interpreter have an impactpon the conclusion

reached. Examined from this angle, interpretation becomes an ajoing and openrended

process in which our understanding of meaning is evethanging, influenced by the
introduction of new voices and viewpoints into the interpretative proess (orsett

2010:250; Hooper-Greenhill 2000:118). As suchthe visitor is invited to take on a critical

role as part of the process of constructing meaningby examining multiple narratives

around an object and coming to an interpretative conclusion. TheleUh (1T xAOAS O
(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 aiti-meaning understandings,

textual language remains the key method of communication in museum exhibitiongs

3EI OAOI AT (2812A95) c6mmiri, mliseums continue to try and develop methods

of catering to diverse audiences whilst still clinging orto 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?

)T Ai1 OOAOO O OEA OOAAE OKEilork dé seen &hhikislatatd8DAAACT C
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upon new theories and understandings thusncourages: 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 2013ylason 2005); the

inclusion of multiple perspectives(Hansen and Johnson 2013lielsen 2017), and a move

towards including more experiential, affectiveinterpretative techniques (Dorsett 2010;

Hein, 2006).

2.4 Some Implications of Museums as Creators of Interpretative Media

Alongside these shifts in theoy, we must also consider the implications of museum
interpretation as media and museums as media producers. As Par(2007:11) notes,

i OOAOI 6 AOA AT OE EOIT T &£/ 1T AAEA AT A OEAI OAl GAO A
i OOA DI 6 oMY commens that, asOOEA AT 1 OAl Il OAOU | OOADI
O b A A#n§ museums are moving towardss more experiential mode of working (see also

Hein 2006). That museums produce media, or that museums spaces increasingiytain or

could be considered media is beingecognisedin the sector. The implications of museums

as media producers have yet to be fully explored. Kid®013:3) writes that O1 OOA DI
professionals seldom take ownership of the political, philosophical and ideological
implications of their roles as me€ A Ob 0§ EGAlY Ohdning academic
understandings of the interpretative process and the rolesof the museum and visitor, have

perhaps not beerfully implemented in practice. This is especially true of new and emerging

forms of interpretative mediA 1T O OPOT AOAOSh xEEAE AOA 110 AO
their interpretative potential. + OAA T A 08 O qyestion pwipad,averth@ potentials of the

museum and how can they be opened up for a new understanding through the creative use

of I A A Eedheds thisKidd (2014:9) outlines a number of implications that highlight the

potential tension between advancements in understanding of interpretation, the visitor,

and the museun® Quthoritative 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®hich 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 thie

affordances of new and emerging forms of mediduseumsmay alsofind 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 expectatiors of museum visitors in terms of the types of media and media experience
that they want is also changing. Stogngf009:386-388) highlights the impact of audience
expectationsof new media®want to be entertained / | want it now / | want it everywhere
/ | want it my way / | want to share it with others / | want to create something)(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, ad ashift towards experiential practice.Increasing cemand
for new, and particularly digital media formsin museumshasreceived attention, especially
considering that they often come froma younger visitor demographic (Jeffra et al. 2020;
Kraemer 2018). This does not necessarily mean that audiences expect museumsause the
latest technology, rather that theyrecognise that new media and technologyhave the
potential to offer memorable, meaningful, and emtionally 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 increasindy being seen as important in satisfying theliverse

needs ofboth museums and audiences

The needto be flexible has meantmuseumshave 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 202),
photography (Edwards and Sigrid 2014), music, film and theatre (Bennett 2013; Dalle
Vache 2012 Jacksonand Kidd 2011), and games (Beale 2011)Where tradition ally
museums have tended to shy away from practices that might be seen psamarily
entertainment, new research intovisitor motivations indicates that, for some, a desire to be
entertained is what leads them to visit museumgCotter et al. 2022:276). As aresult,
museums areincreasingly embradng new media and art forms Within exhibitions multiple
interpretative approaches and forms of mediare now commonly used tomeetthe varying
motivations and needs of visitors These can include desire to beentertained, to learn, to
participate and contribute to the interpretative conversation,and those who are searching

for a combination ofexperiences

Here it is worth briefly introducing the idea of whata transmedia approach to interpretation
might offer in terms of addressingdiverse visitor expectations, the digital divide, anchow
museumscanmake the most of each type of medido summarise theconceptof transmedia
storytelling (lit. across media)which is explored furtherin Chapters Three and Fourglates

to the process whereelements ofa story Qet dispersed systematically across multiple
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delivery channels for the purpose of creating a unified and coordinated ent&inment
AZPAOEAT AAS j * Al EET Ostorydisrofie@8EA 11 © ODOABIOF O h ETOEAO BO.
which is delivered across multiple media platforms. In many ways, museums already work

in a transmedia fashion, with exhibitions commonly containing differet interpretative

media that introduce fragments of story or information that together forms a broader

interpretation . Atransmedia approach moves away from the idea of adaptiran element to

multiple forms of media and insteadencouragesthe use of each media form to its full

potential (Jenkins 2003).Due to the use of differenimedia, transmedia approachegprovide

i 61 6GEPI A OPTET OO 1T £ AT 6OUS xEAOA OEOEOI OO 1 AU
the form of media that they are most comforthle 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

Engagementwith the changing digital environment has enabled themuseum sector to
translate ideas about interpretation emerging from theory into practice. Whilst the digital
technologymight provide insight and tools that allow us to undertake interpretation in new
ways, this is not to suggest that the digital should supersedbe physical, nor that it is the
answer to all interpretative issues. Rather, it is to acknowledge that the digitak an
increasingly prominent part of life and is something the majority of museums are engaging
with in some form. The digital (or perhapspost-digital) world has had a significant impact
on the expectations of visitorsespecially younger generationsin regard to digital provision
and how they learn and interact with the world. In tis 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 toone involving the digital dimensions of experience
(Rahaman 2018:212). As a result, current digital interpretationmethods often remain
reminiscent of the traditional producer-consumer model of information transmission. The
potential of the digital to provide, for example, flexible and useicentric forms of
interpretation, Rahaman(2018) argues, is only beginning to be fully exploredlhe variety
of digital interpretative techniques being developedn practice further highlights the need
for continued researchthat enablesthe museum sector to use each different forrof digital

media to its fullest potential.

There is increasing interest in the potential of digital media interpretatiorto addresssome

of the challenges faced by contemporary museuni@ver the last fewdecadeghere has been
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a growing interest in academia and practice in exploringhe digital in museums, including
the application of thedigital in interpretation ( Kidd 2013; Rahaman 2018 Staiff 2014). One
aspect that is commonly discussed ihe digitald @articipatory potential. Unlike traditional
interpretation methods such as labels or exhibition guides, digital tools are often designed
to explicitly implement participatory engagement (Jenkins 203; King et al. 2016:85;Staiff
2014). The use of digitd techniques can encourag visitors to become active in the
interpretative process. Murphy (2016:121) argues thatthe way the interpretative process
is undertaken is not radically changed byhe use ofa 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; 3 OAE AL c¢mptdgppPqs8 &I O AgAIl
(2007:197) case study of a digital trail producedor 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 studentsand between students andhe
museum. Using this tool gudents were able to add their own perspectives to the
interpretation of the objects, and could then share their observationsvith the group,

resulting in a richer interpretative experience (Dyson 2007:197).

Furthermore, the potential of the digitalto 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

OEOEOI 00 O1 EAOA OEA T AAT O O1 OET EOEAOA AT A A0/
OPAAAR 11 OEThiBking beyohd diGitdl @&EhBafogy installedby 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 interagons 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 museumUsing these techniques, mmseums can actively

shift away from an authoritative role, becomingPAOO 1T £ A OAEODHOEAOOAA
information sharing which is engaging, operended 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 these of digital technology, visitors were
Al OAAAU ET OACOAOETI ¢ OEA AECEOAI EI Ol OEAEO OEOI

(2016) examination of forms of visitor participation which highlights how digital tools now
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commonly available to visitors, such as smart phonesave led to an increase inself-
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, alowDE OE 01 OO0 Oi DHOO Air OPAOOT T

encounters and interpretative responses. \fsitors can, and oftendo, find ways of making
museum objects and collections relevant and relatable. Increased access daline
information has in many ways cultivated a society that is informatiorhungry in which
people will actively seek out information if they come across a gap 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 testedStaff 2014:121), although the
museum s lessthe centre of authority and instead isone source of information amongst
many.Alternatively, social media, websites, and other online communication methods &
allowed museums to reachand engage both new andexisting online audiences
conversations around their work and collections (King et al. 2016:85;Parry 2007:109).

This is not to say thatthe use f AECE OAT EO xEOEI OO0 bOI Al Al Oh
museum sector has always resulted in positey outcomes. There are often limitations in the
design of digital interpretation, particularly in utilising user-centred design (iu 2020:2;
Rahaman 2018:211)This is a skills gap that the sector has recognised, especially during the
COVID19 pandemic, leading to the development oftraining courses and information
sharing on best practice in terms of digital technolog$ 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 medias
cost, in terms of both finance and labour. AKing, Stark and Cookg2016:94) comment,
many projects that are used ascasestudies 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 a®R aad AR, 3D printing, and videogamesAlthough museums are
becoming more awareof the possibilities offered by thedigital, 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 areyet to fully embrace the potential of the digitalThis

25 This is evidenced in the focus of numerous sector conferences (such as the Museum Computer

organisations such as'he 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 heresuch as lack of knowledge about what different forms of

media can offer museums The outcomes willassist the sectorin effectively utilising

videogames as interpretativemedia that meaningfully add 01T OEA [ OOAOI 80 x1 Ol
enable them to innovatively engage visitors in the interpretative process.

2.6 Towards the Future of Interpretation: Videogames and Affordances

A recentreconceptualization of interpretation by Kathleen Adans (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 his chapter, andthat encompas®s
both a digital and media focus, Adam&018:290) proposes that interpretative practicecan
be thought of as an examination and management of affordancésllowing Gibson, Adams
ET A CEOAT A1l OE iithisi cAske,@he erWironiménksittie &éntemporary
museum. Affordances enableinvestigation of the relationship between the actual and the

possible in a way that is not resticted to, or favours, one particular medium.

Taking an affordance-orientated and userexperience design approach to interpretation
Adams(2018:300,302) argues positions themuseumA O AT OET OAOAAAAS AAOx A/
the I O O A Odole@ions which fadilitates 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 OEA OOAO060 OEAAEOOAI I Oo tedcomeOpad® BIOAeOET T Al C
interpretative process (Adams 2018300). As such, approaching interpretative design with
AT OA A/l OA Amap desult ih &hibkiind @hich utilise multiple interpretative
media with which visitors are free to engagewith 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 2018:30302). Indeed, t is
AOEAAT O OE A O visidd PoEaffdrddnce-baséd inbefpretation builds upon various
aspects of the concept of interpretatiorasexplored in this chapter:
@EOOh O1 AAOOOAT AET ¢ | OOAOI ET OAOPOAOAOQET I
allows for digital media but does so within a broader context of museum

communication and audience appropriation. It takes us beyond the transmission

41



model of communication in its recognition of the constitutive role played by the visitor
in the making of meaning. Andally, 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 foéms.
(Adams 2018:302).

In conclusion, as themuseum sectorembracesnew 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-oensidered. Academic works,
perhaps mog notably Staiff (2014), have provided useful observations and commentary on
how interpretation is theorised in the museum sector specificallyand more broadlyin and
across other fields This researchrecognises the complexityof the concept andof the
different theoretical bads upon whichperceptions of interpretation are variously founded,
and the value each brings tO E A O Avk@ll ubderétandings of interpretation . Ideas
from cognitive psychology affect theory, language andearning theories, semiotics, and
hermeneutics each add another layer of meaning to how museum interpretation is
approached and undertaken.The museum nterpretati ve processis understood in this
rescarchasaPMAO 1T O GATEAT WEBRAARIT 1 OOOOAOCETT 1T &£ 1 AATET C
be undertaken individually and communally, engaginginterpreters cognitively and

emotionally, occurring both within and beyond information and language where

understandings are derived, discussed, onnected and challenged. In this sense

OET OAOPOAOAOGEITT EO Al xAUO T1TClETCh 9BInNAMsi DT AOA
the implications of an increasingly digital and medigbased society become more evident
they have influenced how interpretation is variousy analysed and put into practice.
Museums have been using and innovating withew media, and particularly digital media,
for almost as long as the media formats have been around. Howevidre establishment of
interpretati ve practices and acaemic understandings relating to these media remain
underdeveloped compared to the foundational and longtanding practices of museum
interpretation. This is especiallythe casewhere interest in new media develops quickly,
such as WithOE AAT CAT AO8 " OOR A QR0REI0 0ABIveA feliandd of
OOAAEOET T Al OAAOO POAAOCEAAS EO 110 xEAO E

potential to develop rests on its willingness to experiment with new forms of interpretaibn,
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both physical and digital, and in new waysto reach and engageincreasingly diverse

audiences.

Therefore, Part Two of this thesis explorein depth three areas of interest relating firstto

the convergence of museum interpretatiorin practice and theory, and developments in the
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study and design ofvideogames, and second to the theories and questions raised in this
exploration of the evolving understandings of museum interpretation. The aim d?art Two

is to critically examine the changing nature of iterpretative 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 enployed in practice. Additionally, Part Two also
examines how the field of game studies and the videogame industry are grappling with
similar questions and conceps. By comparing the developments in both sector$art Two
will identify and highlight how the affordances of the videogame mediunaddress the
changingneeds and challengesf contemporary museum interpretative practice Part Two
explores three areasof interpretative practice and videogamesin which the intersection
and relevance of these question 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 $. This will enable a nore 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 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 provies much of
the intellectual framework that the following three chapters build upon andexplores 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 whenwe AU O1 AOOAOEOAS AT A OOOT OUOAIT 1 ET Cde
have often been used interchangeably (Bedford 2014:57)et within academic works

certain scholars have distinguished between the two terms, and identified their conceptual

differences. Alhough 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

oE OEAI8 )1 A OEIEIAO ORETHR .EAIOAT jcmpxdttu(q
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 tgeagree 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 (2005:1%67)

traces this definition back to the literary and film theories of Brdwell and Chatman. Other

writers do, to some extent, ascribe to this definition. Holmes (2012:4) describes narrative

AO A OOAPOAOAT GAGETT 1T &£ A OAOEA @akinggoldDIAAHOE OO«
fcmptdxeq AOAxO 11 #HOADELAS G OAIA OUBAR 112 16OAZ0
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 Egenfeltelsen, Smith and Tosca
jecnnmydpxcg OAA 1T AOOAGEOA AO OA OOAAMGEEI T 1T A A
elements: story, whichtheyseea® EA OAEOI 1111 CEAAI 1T OAAO 1T £ AOAI
OEA AOAT OO AOA OAPOAOAT OAA AEOEAO OEOOAIIT U T 0O
xOEOET ¢68 . AOOAOEOA AT OI' A OEAOAAZI OA AA O1 AAOOC
number of diEAA OAT O AODPAAOO8 4EEO [ EOOI OO " AAA&EI OAGO .
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

andthe medium through which this retelling is done. Thus, if narrative is the organisational

context or structure linking a series or sequence of eventstorytelling is understood as the

things contained within the narrative structure, and how they are congyed to the audience.

"AAZEI OAGO AAEET EOETT AOAxO 100 Al EI Pl OOAT O bi
form, or medium, through which stories are told. On the whole these definitions are useful

though | would add that narrative also, correctly ormcorrectly, implies a completableseries

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 confusedThe 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 everitgat are

narrated, or retold. Eskelinen (2012:230) notes that storytelling is only one way in which a

fictional world might be evoked and therefore the two terms should not be interchangeable.

As such, EgenfeldNielsen et al. (2008:174) observe that the confusing of the terms

narrative and fiction is often apparent with game designers who, when talking about
nAOOAOEOAR AOA 1T £OAT ET OOAAA OAEAOOET ¢ O1T Al Al
ET O EI ACETET C AZEAOQEITAI x1 Ol AG6 OAOEAO OEAT «x
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 informationwhich has interesting

Ei bl EAAQOET T O AOh EO EAO AAAT AOGCOAAdcreat®AE OOT O
pasts in the proc®O 1T £ OAI 1 EIT C6 | #OAT C pwwtdgrcg¢ds ! O xA
reality of past events, museura must retell them by extrapolating fromz or interpreting -

available evidence. Lowe (2015:45) thus explicitly links stories, the act of storytelling, dn
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patterns and developing new ways of thinking about people and thgs 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 compreheimfiormation about the world.

The recent constructivist shift in museum studies has encompassed many elements of

cognitive theory, especially in relation to the process of meaninmaking, and has impacted

OPi 1 OEA OAAOI 060 A DD OtlukidnE reqardingicdyitideti@aiyeAdB 3 Ei E1 /
its role have been reached in game studies. For instance, Backe (2012:245) draws his
Ol AROOOAT AET ¢ T &£ 1 AOOAOGEOGA &EOIT I -EARAEA "A1 30 xT

its capacity as a meaningnaking tool andless 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 narA OE OAOh 001 OEAO AT A MEEAQGETIT O 06061 EA]
xEAO EO I AAT O 061 AA ,BIitiAthréugh nar@tdes Ard stendelingd, ¢ ¢ g

that we gain a feeling of control by imposing patterns and ordeilo make sense o 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 implicationsof their use in videogame and

museum interpretation.

As such, going forward the term narrative is used in the context of a structurand
interpretative form linking a series or sequences of event&rganising which elements of
the story are presented, and in what order. Storytéhg, 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 beerecognised
(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, narrative and stories area commonly recognised
form of communication. Storytelling, Peire, Gidlow, Schombery and Wooda{R013:197)
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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Furthermore, as discussed in Chapter Wo, meaningmaking is understood as a

interpretative process undertaken in the gap between object, interpretative tools and text,

AT A OEA OEOEOI O8 )1 A AiICl EOEOA bDOi AAOOh OEA
narrative to their own knowledge and experienceto develop a personaled 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

DOl AAOO T £ OEI ACET AGEOGA OAOOI OUET C8 AO TAx AgpA
internal narrative about the world. The insinuation is that museum visitors have the ability

to construct a personal interpretation, and thus the capacity to engagwith museum

narrative and stories in this manner. Indeed, Nielsen (2017:44846) notes that visitors

create stories which combine their experience with the museum narrative, and, Nielsen

AOCOAO OEAO OOGEA 11 OA 1 OOAODI Oilelt anddodpleAtbeirx EOE OE
001 OEAOG AAAT I A88 3AEI OAE jc¢mpugdgtucgg OEI EI AOI U /
undertaken by visitors, arguing that through narrative meaningmaking both museum and

OEOEOI O AOA AAT A O1 OA @ AmeOnutiallyGeAtangled AltoEgh A A CAT A
T AOOAOEOA AT CACAI AT 0668 ' 0O OOAEh 1T AOOAOQGEOA AT,

powerful tool for museum interpretation.

There are other aspects of narrative and storytelling theory which align well with museum
interpretation. 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 2001:2®edford (2001)

using the example of her visito an exhibition on the Holocaust, explains thatencounters

with the stories of people who rescued Holocaust victims and the choices they made

becamefor her, part of abroader personal narrative on the signiicance 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 narrativeabilitie s occur in children at around the same time

1 AAAET ¢ OT T A O OPOI bT OA OEAO 1 AiT0U EOOAI £ EO
relationship between narrative and memory is further explored by Kidd (2012:75) who,

comments that when we articulateil AT T OUh OxA OAT AAO OEIT OA 1 AII
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 Guriari999), an idea that will be explored further in ChapteSix

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

48



group. Yet, this shamg 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

OEAEO OO1I OEAOh Al 11T xET C OI £AEEAEAlréhensive@@AOEOAO
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 logim-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

expEAEO OACAOAET C OEEO Ai 11 AAOEI( 1 imakdthrdugnl ¢ " 001 A
narrative isET OAODOAOAOQETIT AT A AAAEOQGEITTAIT U ATi1 AT OEl

ET OAOPOAOh OEOI OCE 1 AOOAOEOAS | 3AEletehéve cmmpudTT

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 meaningmaking, arguing that narratives are thereford A1 x AUO P OAOAT Oh A0,
AGEEAEOEIT AT AO 110 EAOGA Al A@bl EAEGeedidl OUI ET A
(2000:114), narrative as interpretation relates to meaningmaking in the sense that

narratives are constructed by the person undertakig the process of interpretation, and

i AU TO TAU 116 Al ECT xEOE OEA 1 0,0AN&ibigahd T AOOAOE
Nowak (2016:370-377) and by extension Bal, upon whose work they draw, view narrative

as an ongoing process of the production of AAT ET ¢ xEEAE Ai AOCAO A&OI I

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

POi AAOGOh AOCOBT AAOBADI ODOAT AT 80 AGEOO xEOEI 060

AEOAT OOOA AAIT 6O EOG8 4AEETI ¢ OEEO PAOOPAAOEOAR «
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 storytellingare also useful to consider in relation to museums and

videogames. As mentioned in Chapterwo, transmedia storytelling as a concept is often

attributed to Henry Jenkins. Jenkins (200) describes transmedia storytelling as a process

xEAOA OET OACOAl AT AT AT OO T &# A EEAOEIT CAO AEOD
AEATTAT O Al O OEA pOOPTI OA 1T £# AOAAOGET ¢ A, 01 EAEARA
where each part stands as a sty on its own, but also adds to darger 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

i 61 OEPI A OPIEIT OO 1T &£ AT O0OUB xEAOA AOAEAT AAO 1/
storyworld throug h the media that they are most comfortable with (Jenkin2007). 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 (208) describes this shift as the development of

convergence culture, where ideas flow across mediums. Yet, this type of storytelling also

requires action an the part of the audience. As Kidd (2038:23) notes, transmedia

001 OUOATTEI ¢ EIi PIEAO OEAO OEAOA EO A OOOAOGE E
broader narrative from its various parts. This has interesting implications for how certain

museum naratives 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
partsOA £l AAOO ET x | OOA O mulipld, dcoAgicus) And ovari@phing, fEEOAT O
fromready-l AAAR AT | Bl ACoAsidérify inefh@taidrintd & Broadly, Parce et
al. (2013:198-199) suggest that the inclusion of different perspectives and idesaacross
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 theyay not
recognise it as such, in exhibitions where narrative information is spread across different
media such as object labels, gallery guidesudio tours etc.,which use different storytelling
approaches Kidd 2013:27; Mateos-Rusillo and GifreuCastells2018:302,310). This echoes
Weibd AT A |, A 01784 depictipnfimmuseum 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

AT CACA xEOE AT A AT TTAAO AEAEEAOAT O OOI Oou Al AT A
APpAOEAT AAGh EOANOAT 61 U AOAxET ¢ 11 OAiT OET 1888
OA1 AOAT A A&5201); Kk POAR3). 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 mediumhrough which transmedia stories can be told and, due to the

affordances of the medium such as actiyeayer 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 fragmestof 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 mediung 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

POAAT TETAT O 10ATTTCU 008 1 AOOAOIsedagiatGayA AAOAS E
times in game studies, so | 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 narratés and stories in videogames is

relevant to my research.

10O EOO Ii100 OEiIiBPIA 1 AOGAT OEA AAAAOAR AT A ) OOA
of a period where the field of study was beginning to become established. During this time
disagreement oser 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. EgenfeldiNielsen et al. (2008:195) claim that

there was no inherent opposition to literary approaches examining games, but rather d

the selfstyled ludologists felt that on an ontological level, games should not be stied

through theories derived from narrative studies. At face value this assertion makes sense,

and indeed such studies have made useful contributions towards the I¢ighisation 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. EgenfeldtNielsen et al. (2008:195197) 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 oradditions. Yet these same scholars who criticised the analysis of narrative in

games were often examining aspects of game narrative themselves. Vossen (2018:228)

therefore suggests that the issue was less with the use of narrative theory, and moredio

with who was doing it and from what field. It is certainly interesting to reread Eskelinen

AT A 1 AOOA O Eist®erdondightloOthisobservation. Eskelinen (2004:36,4042)

AAT 1 O 1 EOAOAGH-ADRET E A A Olad in nd #tikle) Andlysestime in

games using narrative theories. Equally, Aarseth (2004:45,51) opens his article on

T AOOAOEOEOU AT A CAi A0 xEOE OEA AOOAOOEIT OEAO
media for telling stories, while the opposing side claims it stories and games are different
OOOOAOO0OAO OEAO AOA ET AEEAAO AT ETC 1BDDI OEOA
CAI A0 AQAIODDOE ONOEAOS 8

On the other hand, narratologists (and it isvorth acknowledgng 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 (199%42)

OOAOAA OEAO CAIi A0 AAT AA OAAA AO A OEET A 1T &£ AA«
ATii11T AgobAOEAT AA AOO Aii POAOOGAO EO ET 1 0OAAO
similarly accepted that certain games were entirely abstract, but that gansavhich invited

the player to take part in makebelieve and roleplaying 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 herés that those who were seen

AO O1T AOOAOT 1T CEOOOS x A OAonlybe@napsddiigoligh @aeratige=: OEAO C/
or literary theory, merely that it was one possible way to examine videogames. To further

confuse the debate, it often seemed as thoughi OE OOEAAO8 xAOA [ EOET OAOH
Indeed, Jenkins (2006:119121) 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 videogaras 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 problerine 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. EgenfeldtNielsen et al. (2008:195) comment that most ludologists have

since reiterated that stories ae 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 narrativea videogame any more

than a bookis 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 athwas

AT 1 OEAAOCAA AAAAPOAAT A O1 AAO OEA AATTAO T &£ OCA
Different perspectives and ways of approaching elements of games, such as literary analysis,

x AOA AEOI EOOAAR OEIi PI U AAAAOOA G&dngrciltdad A OAT T T /
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matured, these perspectives have found their way back in.

3.1.5 The Relationship Between Gameplay,GameRules and Narrative

One issue that arose durig 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 fee will and determinism. Picucci (2014:101) also noted that

001 AROOAEET ¢ AT AAAAAIT EA OOOAU 11 OEAAT CAIAO
Al AGEATA TO TAOOT x A 1TAOOAOEOAs sAnkemttheEnOrEl T 1T 1T A
restrictive definitions 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, theconcepts 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 f©@ CIT A1 Oh T AEAAOEOAO AT A 0OC
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

OEAO OEA Ol OAE A ciaifedyd dnddbidekingia goal@dkrélades {o @ narrative

AAOAET Al mEO1 AOEITT16h ET OEEO AAOA AU DPOIT OEAET ¢ /
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compatible asthey both utilise elements such as characters, places, and evemtsd 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 storybased 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 workhe game engine, thestory
engine, and the playerwhich feed into each other with none more important than another
Sory, game, and rulestherefore 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. A1 Ah
(2014:86) notes, itis 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 sensand therefore the focus of Chapters
Four, Five and Sx will be to explore characteristics that reflect mugum 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
OAEEAAOCE AT A OAiTOEIT6868 7EAT xA EAAO OEA OAOI O
they refer to the same thing. However, in academia the concepts are more complex than

they appear. Within mwseum 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. Micahy and Witcomb (2018:214) remark that the terms are mutually
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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 200:5). Despite this interrelation there are

understood to be differences between the concepts and it is important to recognise te

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 theoristBrian Massumi

(Ngrgard2016; 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

AOAA ET CAI A OOOAEAOR OOIi T AOEOGAOG AiTOETIT AO OO
AEGAA OEA DPOUAEIT T T CEAAI AAOACI OEAOGG6Hh xEEI OO A
TTTATT OAET OO0 Abrdard (816:96D Bnid TVAale 3(B015:3) both draw on
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experiences, which, in turn, are continuous, situationgbrocesses. Several authors within

museum studies have also drawn their understandings of emotion and affecbfn the work

of Massumi (Baker 2015; Gregory and Witcomb 2007; Waterton 2014). the foreword to

A Thousand Plateaus: Capitalism and Schizophreiid@leuze et al1987), affect is described

by MassumiAO OEA OBPAOOAGCA EOT i TAIRALAIBAOEART OEADSIOC
reflects the ability of the body to affect and be affected. Massumi traces the distinction
AAOxAAT AmEmAAO AT A AiT OETT AAAE O ATTOEAO E

emphasises the different natures of affect and emotion, withffect relating primarily to the

body, an autonomic reactionand emotion viewed as a subjective fixing of an experience

into asociol ET COEOOEA &£ 0f AU ANOAOET ¢ OAEA A@GDPAOEAI
OET U8 }199A:8889).IAE such, througtthis 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 Wethere|l Smith and Campbell

(2018:1) similarly describe affect asOAT AOET ¢ O1 OEA OAI AT AEAA 00O
OACEOOAOQET C 1T £ AOAIL OBEIEOO AAIAIEGH TATAOAEAGRDEOT C
PAAEACET ¢ T £ AEAAAO ET EAT EI EAO AOI OOOAT AAOACI
emotion relates primarily to a mental processwhilst 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 stdies. Waterton (2014:827), and Mulcahy and Witcomb

i cmpwdgcgoeqh AEOAOOO AAAAAO AO O1 1A0 AATAOCEEIAN A OONI
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of affect as sharableand transferable experiencs 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 ChapterFive.

Moving forward, affect and emotion, whilst relagd, are understood as distinct from each
other. Affect is bodily. It is our initial, bodily experience, a pr&ognitive response that can
be shared. Emotion relates at least in part to the mind and mental processes. It is the
individual and personal recogtition 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, translatirdfective 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 caitive rationality in the process of

OAAOGT T ET ¢ch AAETT x1 AAGCET ¢ OEA OEI Bi OOAT AA 1T £ Al
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 studiesinderstandings of cognitive heory

are particularly well developed with the emergence of subsets of theory that explicitly

explore the relationship between cognition and emotion (Isbister and BianchBerthouze

2016:235; Jarvinen 2008:85; Schrier 2016:39). Onsubsetis the concept ofthe appraisal

process, which has influenced the views of several scholars (Frome 2006; Jarvinen 2008;

Perron 2005, 2016). In this theory ongoing cognitive evaluationsz or appraisals - of an

ET AEOEAOAI 80 OEOOAOGEIT AOA Oimakk 6e6s0 bflevirydayd /i OI E|
life. This is not dissimilar to the understanding of meaningnaking within museum

interpretation. These situational appraisals are compared to our individual goals and plans,

and from this an emotional response arises that differsepending on how each individual

appraises, and applies meaning to, a particular situation (Perron 2005-8). These emotions

may be complex, depending on the subject matter and personal experiencaad as such

Perron (2005:4-5) lists several different apprisal 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 regmses such as joy or disgugt. 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. Appraisgheory therefore enables examination of how emotional

OAODI T OAO OI A OEOOAOCETT AEEZAO AAOxAAT DPAT DBI A¥
same situation could change over timg for instance as a result of a change in goals and

desires, or to theappraisal 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 redlife

situations also impact upon understandings of emotional responses to both videogames and

museums Questiors 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? Cognitive theorists in game studies have used

various methods to explore how people respond to fictional events, causing some debate in

OEA EEAI A8 &OT T A8O0 j¢nmeq OO0Ii i AOU EO AOPAAEAIIT U
OElI 1 OO1T OU OEAT OUudh xEEAE OOCCAOOO OEAMGA xA 10O
situation is real to respond emotionally AT A OPOAOAT A OEAT OU6h ET xEE;
situation and emotional responses to it are seen as neeal; are both flawed as they rely on

OEA AAT OOAI DOAI EOA OEAO OOAAI EARIHOGET 1&@1 A AT ¢iminl
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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 noevoke the joy really winning the lottery would,

AT A ET OOAAA OOAO #A0OOT 1180 OEAT OU OF OOCCAOGO O
media z in this case videogames are genuine, and occur through a system of muitevel
ADDOAEOAIT x E A qal systeng ¢raif®d fre Gitudtich or representation] in
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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 45.

27 There are ongoing discussions regaling videogames and violenceA recent study explores how

OEAAT CAi A0 AEAT CA AEEIBetoAIo®Y PAOAADOEIT 1T &£ ¢OI O j
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new perspective on how people connect past and present.] OEEOh 4AT180 xOEOE

humanities perspective is also relevant. Tan (2004:123) argues that there are different

typesof AT T OET 1T Al -BROOET DAGh OAO AOOEAAAO AiiT OETT Oh

the artwork asan artwork (for instance,this is a welFexecuted paintingh x EBIi OQEO D 08
arise from the themes and content of the artworkfor instance,the subject makes me sad).

In terms of museum interpretation, this theory highlights the possible complexity and muli

1 AUAOAA 1T AOOOA T &£ PAT P1 A8O0 AT CT1 EOEOA AT A Ai 1T OEI

There are numerous wider connections between elements of cotive 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 engagdd 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 giipation, 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 (Ishister 2016:2). Choice and agency

imply that players may have differingresponses 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

Pl AUAOSGO Cci@g 0! @1 AOABOER DT i A delel offdabshl BanTo®O E 1T A
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representations to be recognised as legitimate, genuine emotional responses. Videogames

are alsoincreasingly being considered and accepted as works of @& 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 goa@rientated. In most cases, these goals are set by the game
designers and, consequently, there are igame obstacles to overcome in order to achieve

these goals. In certain games, such as sandbox gariibe SimgMaxis 2000) and Minecraft

i -TEATC cmppQqh EO EO Ei OOAAA OEA DI AUAO OEAO

affordances and what individual players wantto achieve Goals are also an important

element of the cognitive appraisal process, influencing decisiemaking and action. Thus

[

(
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28 This is another ongoing discussion. The decision by the MoMA to collect videogames prompted
considerable debate (Antonelli 2013).
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goals by building strong emotional or affective ties, @king it more likely that the game wil

i AET OAET A DI AUAOGO ET OAOAOOB8 9AOh AO *ROOET AT

itself that has potential toevoke emotion, but also the journey the player takes in order to

achieve that goal. Videogamelements including game design, narrative elements, and
game mechanics, can all create potential opportunities for emotional engagement. An
interpretative museum videogame could therefore offer many avenue®r 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 2016:441), affect has seen a growth in attention in museum studies following a
xEAAO OAEEAAOCEOA OOOIT 8 amdiBrodke2814)EAS b fe$ulE anfk O
writers have explored the links between affect, emotion, cognition, and what they mean for
understandings of meaningmaking and interpretative processes. Until very recently there
was also little work that focused explicitly and stely 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 emaotion. It has also beencknowledged that affect is difficult to pin down as

a distinct concept (Waterton 2014:827).This does not mean that affect has nobeen
examined in game studies and the possibilities for embodied, affective responses to
videogames are becoming clearer agthnology 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 témologies provide plentiful opportunities 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 gane 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 affectingh A O O O A E A Plafing with Feklihdgs:A/ilédgames 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 discretand therefore commonly
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shared and easily communicated (Anable 2018). This certainly has some similarities with

museum studieswhere affect is theorised as a bodily experience that can be communicdte

between people (Crouch 2015:181; Waterton 2014:82-B28). Yet, importantly, Anable

(2018:18-19) highlights how Tomkins relates affect to cognition by expldng the
OOAT 01 AGETT 1T &£ OAT 01 OU ET &£ OiI AGETT O1 AT OAIT OF
mutually dependent and that affect cannot be truly separated from cognition (see also

Shinkle 2005:3). Light and Watson (20%:160), in museums studieshave alsocommented

on the dualism between affect and cognition. Our experience of affect, therefoienot 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. SchorchWaterton and Watsor(2016:95) discuss the difficulties

of attempting to separate research into meaningnaking and affect, expressing their desire

£ O A OOCEAIT OU 1T &# AEEAAO OEAO AT AT 1 PAOOGAO OEA
inseparably as emotion, cognition and the constructiondf AAT ET C8 8

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 iand how it works, it

is perhaps best understood in the context of a larger process. Waterton (2014:828) argues

OEAO OA OEOEOI 060 AADPAAEOU O1 AA AEEAAOAA AU E/
and already encoded in their person, as well abeir responses to its already circulating
OADOAOAT OAOET 1 06 j OAA A1 O 31 EOE AT A #AiI DAAITI

AEEAAOEOA OAODPI T OAO AOA AAPAT AAT O OPTI1T A DPAOOI
responses will differ, and how, or ndeed if, they are shared will depend on the individual
i 7TAOAOO0T T ¢nptdyewg8 4EEO AAET AO "1 AAET AT 80 j ¢

experience of the subjectivity of affect. Her study found that affective responses to museum

exhibitions differed AAOx AAT OEOEOTI 00O AT A OEAO EAO 1T x1 OAC
rr 1 AREI AT 30 DAOOIthe subgestivd goehtidl bt RAEAMOOS "1 AAE]
2016:46). Watson (2015:284) similaly 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 meaningmaking, there is a growing recognition that

EO EO A DPOI AAGO Al £ EATAGE AOMI OEAO AEEAAO AAT AA
constructivist understandings (Mulcahy and Witcomb 2018:217).Having established

connections betweenaffect,emotion, cognition andthe meaningmaking process, returning

to Smith and Campbel(2016:448) it is important to consider these ideas in balanceTo

ignore the cognitive is to risk overlooking a part of the affectemotion process and vice

versa. As museums continue to examine the impact of affect and emotion within the sector,
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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 gamestudies, Anable (2018:120) also draws out the ofteimverlooked

relation between affect and aesthetics of sensation and feelinij.affective possibilities of

OEAAT CAI AO AAT AOEOA mEOI I EAAOI OO0 OEAO OAQGAA}
aesthetics caPéAA OOAA AO A [T AOGET A 1T £ OEAAT OEEUET ¢ AT A
AAOxAAT AT A AAOI 6O OEA CAIi AOG6 EIi ACAOh OI O1 AOh
bl AUAOOGS j!'TAAT A cmpydpccqgs 3AAT OEEO xAUh AZAEE
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 exhiluitis can create

spaces that encourage exploratiorand 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 ChapterFive. 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 ofthe videogame industrybecomingincreasingly interested in exploring

the potential of movement and bodily response, andnuseum interpretative practice

embracing new multi-media and embodied, experiential experiences.

3.3 Rhetoric
3.3.1 Terminology: Rhetoric, Procedural

Before delving into the oncept of procedural rhetoric itself, it is worth establishing a

AiiTi111T coOil OT A &£ O 01 AROOOAT AET CcO 1T £ O0pOI AAADOOAI
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. Rhetoricas a concept has been explored in both game

studies and museum studies. Working in game studies, Bogost (200732.25) 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 classicaiderstanding of

rhetoric in his work. Lafrenz Samueld 2015:11-12) work on rhetoric in museums also

AOAxO OPIT OEEO Al AGOEAAI O1 AAROOOAT AETIEh OAO 1
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reads this less as an argument for rhetoric sifically 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 rhéoric 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 takesO1 ECEOI U AZOOOEAO AU AOCOEI
is the way theworld is manipulated around us for the purpose of persuading ourselves and

| OEAOO OEAO Oii AGEET ¢ 1 AOOAOO AT A OEAO xA OET
rhetoric implies meaning is built upon by Dickinsa, Blair and Ott(2010:3) who consider

rhetoOEA OF AA A OAO T &£ OEAT OAGEAAT OOAT ARG xEEAE
AT A ET OAOOGAT ET ¢ ET A AOT AA OATCA 1T &£ EOI AT AAOQOE
Working from a museum perspective, they apply this definition of rhetoric in ordeto

discuss what makes certain objects, discourses, events, and practices meaningfahd by

extension, significant. In terms of museums, where establishing the significance and

meaning of objects is often at the forefront of museurnmterpretation , 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 (2007:2ec p dh " OOEAB8 O DA OOD Adidanéditi@ony T OEAOI
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 (DanieWariya 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 rhvetés 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 increasitighotomy of opinion and language
on a broad range of topics in a divided world. Through the use of rhetoatlanguage,
whether textual, verbalor symbolic, areas of identification with different viewpoints can be
discovered. Moreover, King (2010) commer# 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
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expression is usefulalongside the recognition that rhetoric exists in both verbal, visual, and
symbolic languages as theosed 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.

Secondisth OAOI OPOI AAAOOAI 68 001 AAAOOAO AOA
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 ofthe instructions given to the computer, which the computer executes in order to

CAT A

create content (FernandezVara 2019:153). As such, computationd O AAAOOAT EOU Obi /

COAAOAO Ai PEAOEO 11 OEA APPOAOOEOA AkBehAEOU AAE

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 proceses in computer science

is what allows procedure to be used effectively for persuasive purpose$ has been
recognised that computers, and by extension, digital artifacts, are procedural in nature
(Murray 1997:71). Interestingly, as Reid (2010) argues, no-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 tfie 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 inwhich 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 lan
Bogost in his works Persuasive Game@007), and The Rhetoric of Videogamg2008).
Procedural rhetoric, put simply, is the act of using processes persuasively, bseating

process or rule-based arguments (Bogost 2007; WardrigFrruin 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; Fera

2012:198). Indeed, as Fernandes AOA j ¢nmpwdpumng 11T O6AOh OxEAO EO
what is considered positive or hegative in the rule set, can also express an ideology', or build

an ideological statement. As videogames run on processes or ruleseinstructions 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 was 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 rhetar on its own is capable of having

a persuasive impact on players (Jacobs et al. 2021). As Ferrara (2012:201) notes, within a

DOl AAAGOAT 1 AAEOI OOAE AO A OEAAIT CAI Ah O1 AAT ET
Certainly, Bogost (2007:23) sees procedual 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 thouCE BDAOOEAEPAOEI T h ET xEEAE OEA OAAEDPEAT O
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 (WardripFruin 2009:218). Many of these elements of procedural rhetoric can
also be found in the checklist that Fernande¥ara (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 sooial
AOEEAAT EOOOAOG OEAO xEIl Alilix OEA I AUAO O A
or story (FerndndezVara 2019:150). Frasca (2007:25) further highlights that the use of

procedural rhetoric in videogames is most apparent when the content adésses realworld

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 explorig 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 seetthat 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 schotadraw upon to define and understand
the related terms andconcepts. 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 fur, Five and Sx. These include but are not limited to: the connection and
interplay between cognition and affect, where the link between how we interpret anthake
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 howetitry 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. Chaprs Four, Five and Sx 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 whichcorrespond 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

Narrative and storytelling techniques are important to museum work and, as established in
Chapter Three, museum interpretative practice (Bedford 2001; Tilden2008). Narratives
are used to build coherent exhibition experiences, and stories help visitors interpret ¢écts
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 understanding 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 203). Alongside this, developing uderstandings 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 i OO A Olisé 6f narrative and storytelling in order to identify how
videogameaffordances mightprovide new ways toengage visitors with museurmarratives,

storytelling and interpretation.

4.1.1 Narrative Approaches in Museums: Textual, Visual, Verbal, Spatial

In academia there has beewonsiderable 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, narrativeapproaches
which privilege visual and verbal storytelling techniques have gained attention. However,
Hourston Hanks (2012:21) notes that whilst museums have been experimenting withnd
implementing an increasing variety of visual and verbal narrative forms such as audio tours
and film installations, textbased storytelling has not been used as creatively. The potential
of such textual and written narrative forms has perhaps been oveoked in light of the

adoption of new media which emphaise the visual and verba) 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 notéd 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 1970g0 the early 2000s. What is particularly interesting is

that the idea for the Museum developed alongside a nhovdlhe Museum of Innocen¢amuk

2008), which useghe objects displayed in the Museunwithin its narrative telling a fictional

story of love acoss 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 museunrCi AOO OOAT A O OAIT U 11 OEA O
abl OA Al1l Al OA6h OAOT OOET ¢ OI OA@OOAI AEODPI AUO
of meaningmaking from visual impressions alone; which seems to contradict his earlier

finding that whilst visual elements are generally remembered better than theextual, 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 toisitor
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
Memaorial Museum, where visual narratives are usedlongsidetextual interpretation to tell

a story of unfathomable scale and terrible human cost. This is achieved through installations
such as theTower of Face$§Fig 4.1], a tall, narrow room covered from floor to ceiling with
photographs of Holocaust victims and their families. iSilarly, 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 eagement 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 203; Proctor 2015; Stoger 2011). As Spock(2015:385)
comments, narrative in museums tends to be most effective when the story and
accompanying information is presentedhrough 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: TheTower of Facest the U.S. Holocaust Memorial Museum
Image © Dsdugan. SourcaVikimedia CommonsLicensed under:CCO0 1.0
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Fig 42: Inside theOpera: Passion, Power and PolitiEghibition.
Image @ Duncan Grewcock.
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The V&AB Opera: Passion, Power and Politieshibition 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 Each media form contribute stories thatérm 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 communidi@n,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 exhibiET 1 8O 1 AOOAOGEOA AT A ET OAODPO
AT 11T AT OGET ¢ OEAO OEAU OEKEIOATMORAIAT Al 110EBBAAHABRE O DOEYD
the Tower of FacesThe exhibition space, then, can be seen as a sslhtained, artificial

narrative where temporal and gatial 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 Exhibitionwhere the use of grids was used to emphasise the

life in Germany during the prewar years, the rigid grid design of the space was broken with

diagonals and inclines to represent disorder. Then, when the visitor enters the section

xEEAE AT OAOO OEA (11T AADOO OOEA COEA OAAOOGAOO
2012:26-27). The impact of exhibition design upon both narrative and interetation 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, mediand three-dimensional

space. Weibel and Latour (2007:94) make a similar point, noting that museum exhibitions

AOA A1 OAOOEEEAEAI AOOAT AT ACA 1T &£ 1T AEAAOOKh ET OC
return briefly to a discussion from ChapterOne,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 Politieshibition and its various media and stories can be
explored at: 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 (200226 @ AO OEA OAAAEOEOA
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 imstg, 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
xEAO 300A00 (Al 1 AAOGAOEAAO nhed thdintdtpreferfdidvs |
and accepts the intended reading of the narrative. Furthermore, d@&dwards, 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 narraive, and instead may be guided by
their interests, impulses, or the influence of fellow visitors, disrupting their engagement
with the intended narrative. As Hetherington (199) notes, museum spaces and exhibitions
AAT AA OOAAAS EIT araivélyGdesigned, ek theseCake hasratide® that 1
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 museumicreating narratives that have a neat conclusion, as the
need for an endpoint is part of the linear narrative form. Yet, as Crang (1994:39) pointsit,
this is problematic in that it suggests that the narrative presented cannot be added to,
changed, or challenged. Ellsworth (2005:103.08) therefore argues in favour of museums
and exhibitions without narrative closure, on the basis that their incompte nature
provides space for visitors to find different ways to relate to and interpret the story, and
AT OOOAO OEAO TAEOEAO OEA 1 OOA Odrasdr &an® Coligoi
(2012:227) also note that, AU D OAOAT OET ¢ | OORIOHI A GLOOM O£
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

O EACAI
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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 20023,14). 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 narratve approach to exhibitiors is not beneficial as the
spatial elements cannot be translated effectively into linear formlike 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 namtives, 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 aaumber 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
comparesthis style of narrative to videogames, in which narrativés often the @nd product
the result of players seeking, probing, and constructing stories in a nesequential manner.
Using the exanple of a painting, Vergo (1994:151) suggests that rather than providing a
OET CI A T AOOAOEOA 1T &£ OEA AOOxT OEG6O0 AOAASEI T h Al
PDAET OET ¢ OAAET ENOAORh OEA OOAEAAO 1T &£ OEA DPAET OF
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 notaated 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 maye particularly beneficial

as the way that visitors interact with and interpret narratives is changing in the digital age.
When searching the internetideas and stories are rarely encountered in a completely linear
or sequential manner, but are rather reealed 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 expence, placing visitors in a strong position to
effectively engage with a nodinear 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

AT AAA 10 AOACi AT OAA 001 OEAO AT AT OOACA OEOEOIT 00
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 forrand 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 (HoopeGreenhill 2000:111;

Vergo 1994:150). Tl significance of introducing multiple narrative perspectives is
emphasised by Ral AT j ¢mpydcnwdh xET AOCOAO OEAO OEA

story will not be the same for every visitor, a variation that linear narratives may fail to

(@)
M

accommodae. 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 experiencesand

simultaneously encounter viewpoints which provoke them to reconsider their views and
preconceptions. As well as thisthe drive for museums to become more diverse and

inclusive has resulted in the emergence of previously unheard stories and hidden historjes

such asstories from previously marginalised groups includingthe 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 phileophy that the

Museum of Liverpool developed the Sankofa project, which aims to collect stories and

i AT T OEAOG &£O01Ti1 ,EOQOAOPITIGEO "1 AAE AiTiil Ol EOEAOh x
heritage butwho have historically been underrepresented in the Musam 20 Following this,

Hansen and Johnson (2013:91) and Mordhorst (20011) express that through the

inclusion of multiple, and especially contradicting stories, museums can reveal different
DAOOPAAOGEOGAOG 11 OEA DPAOGO OAOERO DEAIGEAAARDAEA
AT AT OOACET C AEAI T COA Al SAOEDDOHEAGETICOORDA OB A KA
sTETOIT80 jcnpodyeq AOAEAT AR OAOAAOAE ET 3xAAEC
increasingly likely to expect multiple voices and perspectives whtin museum narratives,

AT A Oi AobpAAO OEAO |1 OOAOI O xElIl Agbl 1 OA 11 0A A

30 The Sankofa projectat the National Museums Liverpootan be found at
https://www.liverpoolmuseums.org.uk/collections/sankofa
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EOI AT OAI OAOGG68 4EEO OAissharhdraide approdrkes 0 EeesédnA E1 EOU |
complex objects and topics, and the shift in perspége in the museum sector where

museums are increasingly seen as spaces where dialogue can take pl&tmwy, then, can

museums best develop and tell noilinear narratives which incorporate multiple

perspectives and stories? Studies by Chu and Mazalek (20X8)d Copplestone and Dunne

(2017) exploring interpretation through an interactive digital table and online game

respectively, suggest that digital media might be particularly suitedor effectively achieving

this. Although the potential for these kinds ofdigital 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 ceproduced 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 tm

DAOET AO8 4EA DI AUAO A 111 x0 OEA 001 OU T A& -EAEA/
as an archaeologist following his death. The player is able to jump between the preselaty

story and the stories of various historical characters relating tobjectsin the Museum. Each

of these stories are told using firstperson language and cover different viewpointssuchas

asculptor caught between duty and personal valueis a restoration of the Farnese Hercules

statue, and a father attempting to flee Pompeii with his family on the eve of the eruptioof

Mount Vesuvius The stories provide uniqueand perhaps new perspectives for players to

consider in regard to the colletion of the Naples Archaeological Museurrand art and

wanted, me to came here by the picces and the
and see yowy work & have stesied, & 3till dan't

seen things voey thede wnderstand why yow
have never seen before. & with & didy Lwish & cenld,
didn't think ait and, understand youw mere.
scutptures bike thase
M%&W
Mmmmbmzmw

Fig 43: Different narrative options in Father and Son
Images © TuoMuseo.
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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 dss 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

legecy [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 naratives 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 al2016:372). Part of this is the shift away fronthe third person voice, which

is usually anonymous. Instead, museums are beginning to use fiérson narration to both

lift up new voices, and connect visitors with stories, especially on an emotional level. The

links between emotion, empathy and firstperson narrative, exploredfurther in Chapter

Five, are particularly useful in terms of museum interpretationas they can connect visitors

xEOE OEA Oi OEAO6h xEOE OEAO AAUTT A OEA OEOEOI 08
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 @he

Museum of New Zealand Te Papa Tongarewa (hereafter Te Papa Tongarew&thorch
(2015:441,448) found that when visitors encountered firstperson storytelling that formed

A OE®EAT AT AT AT 01 OAO6h AEOEAO OEOI OCE AT ! AT OE
through video recordings of personal testimony, visitors found it easier to relate to and

engage with the stories and narratives. As such, firgerson narrative approaches are

AOANOAT 01T U OOAA O OAI 1 DAOOITAI OO0T 0o&hRO |, AT x
of Broken Relationships is unusual in the sense that it is crowsburced, relying on visitors

sharing personal stories of the end of relationshipg a topic closely tied to emotional

experiences. These submitted stories are nearly always narrated throkg OEA ET AEOEAOA
first-person perspective. For the Museum, encouraging contributions of firgierson

AAAT O1 60 Al EGCTI O xEOE OEA - O0OAOQI 680 ci Al O1 AAO
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remember, share, and relate to the experiences of otheis.

Hourston Hanks (2012:29) notes how firstperson narrative conventions can be adapted to
POi OEAA DBAPOAREZAAOR OAOOEI ¢ ODP A EET A 1T &£ OAAOA
I AEAAO xEEAE [ EOOI OO0 OEA xAU A OAAAARAGndEAO AEO

AAAT ET CO 1T &£ OEA ET AEOEAOAI 1 ECQAOCADIOMDE&Y DOT OAC

ATi 1 AT O OEAO xEAT OEOEOI OO AOA AAI A O bl AAA Ol
experience the narrative in a way that promotes empathy. The potentiaf using first-
PAOOIT 1TAOOAOEOGAO O EAI D OAI AOGA OEOEOI OO0 O 1

001 OU EO AOGEAAT AAA ET OEA o%iAVMMEOEMY Sho&MAST 6 O O1 Al
exhibition, visitors are invited to put on a pair of shoes and an accompanying set of
EAAAPEIT T AOh 1T EOGAOAIT U AT A | AOCAPET OEAAT T U bl AAEIT
AT A 1T EOOAT O1T OEA O1T EAA 1 £ OmAfirshpeisohactouritsx T A0 OAI
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 connectin, 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 incorporaédements of the firstperson

perspective into museumsand reflect a move from the impersonal to the personal. Yet, as

Bedford (2014:105) recognises, the use of the firgberson 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 tMO OA O1 § O OEOEOI 00 HO
exhibition labels written in the first-DAOOI T AU A Oi AOCET 1T & AlTi100
suggests that museums should perhapsebmore open to taking a firstperson approach.

However, Jimson (2015:542) makes the important addition that when dealing with the first

PDAOOIT OOEA EAAT OEOU 1T £ OEA 1 AOOAOI O OEI O1 A Al :
would argue that thismove 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 Rich 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 Relationshipsanbe explored at https://brokenships.com/share
32 A Mile in My Shoeat the Empathy Museuntan be explored at
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 beenthe 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 communityfocused and ceproduced 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 exhibitiod IOA OOAOEOA8 ) O EO Al 01 O OA
voices within an exhibition are often hidden ones that are not formally acknowledged as

OAOOET 008 1T £ | OOADI 1 dk colréeltie AdriO& myséum btakflisU  x AUO
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 interpretedhas the

potential to change their meaning in the eyes of the visitor. Albano (2007:20) comments

OEAO xEOEET AET COAPEEAA]I AQEEAEOQOEIvéfinctoSEO EO D/
AOAOEAAA O1 T AEAAOO AT A OEAE Qas tiblglt aaAstiveEAAT  OA]
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 fonfling meaning not about the

object, but rather the personthey relate to (Albano 2007:20).As Peirce et al(2013:201)

AT i1 AT Oh OOO0T OEAO AAT Adnidedespd@diOEnéplerighand A AT CAOI
that we must make it clear that museum narratives are open to challenge and debate, not a
OO0OOE O AA Obukeket ah (2016:3%5) déxpabdupoA this point, writing that

i OOAOI 6 AOOET O A1l 1T AEAAOGS8O |1 AAT Elatpn £n& O1 OGCE C
interpretation. These issues raise questions in regard to the authoritative voice. Fraser and

Coulson (2012:223227) suggest thatby becoming more transparent about the process of

narrative construction, and making explicit the incomplete and somtimes contradictory

nature of museum narratives due to staff choice or a lack of knowledge or evidence,

i OOAOI 6 AAT OAT 1 OOOOAO O1 AAOOOAT AET ¢ OEOI OCE
examination of adaptive interpretation at a historic house is a gabexample of this. The

approach to interpreting a hidden passageway emphasidethe contradictory narratives

around it, with the passageway having been considered at various points in time to part

of the original house, an underground railroad, a prieshole, or a later addition for the

entertainment of tourists (Lowe 2015:53). The willingness to be open about the complex

nature of narratives canmake explicit how museumauthored narratives can adapt, change,

or be completely wrong. In taking more collabmative, transparent approaches, institutions

76



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 interpetative approachesWatson (2013:274)

OOAOAO OEAO ET 1 OOAOI O OOEA OEAxAO EO AEOAA OI
xAll AO O1 AAAAPO EOGG68 (1 xAOGAOh ) xI1 O A AOGEh A
visitors disagree with the narrative of an exhibition, they might not feel able to openly
AOEOEAEOA OEA | OOAOI 80 1 AOOAOEOA AOOE41EOURh xE|
writes of museums that deal with difficult, contentious, or minority histories, by putting

forward certain narAOQEOAO | OOAOI 6 AOE OEOEOI 00 Oi Ol 1 4
communities within (or perhaps in opposition to) politically charged and ideologically

I1TAAAA AEODPI AuoGéh AT A Oi OAAAADPO OEA AOOEI OEOA
O E A E O Ther&fdded idiSidportant 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 199Mining the Museunintervention by artist Fred Wilson at
the Maryland Historical Sogety in Baltimore. At the time the Museum had a predominately

white-focused narrative that mostly overlooked stories of slavery and racism. Through

Fig4.4: Slave shackles in the metalwork display as part dining the Museum
Image © Maryland Center for History and Culture
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Mining the Museurh 7 EI1 O 1 OO1 OAOGOI AA OEA [ O@lBHIi 60 AT i
T A OO A Odfradeljidally Adding objects to displays Houston2017). A case on metalwork,

xEEAE AA£EI OA 7EI1 011860 ET OAOOAT OET1T EAA AEODPI AU
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. EntitledUntold Histories they were advertised with the taglhe

OxAd11 OAI1T UI O xEAO OEA TMOOARIOD 60 TARAGG 8 14 EEA AGED
were explicitly critical of the established narratives intheMOOA Oi N O1T AEAAOGO 11 AEC
I £0AT AT 11 AAGAA AOOET ¢ b A OE thid &plidit By higtiligheg EAO8 8  x 4

OPAAEZEA 1 AEAAOO AT A OAITEITC OEAEO OOI OEAOGGE |
insight into how museums and other voices of authority can influence, build upon, and
subvert the museum narrative, but this does not qature 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 Kidq2012:81)) OOAOAOh ET x Al ET OOEOOOEI 1T OOOAOR AAE
AEAT T AT CAO Al OEADDEBEAGCAIGGO OEA O AOOAOEOGA AEAITI
AT i A0 O AOAOEAEIT C OOAI OAG8 ) Oh &£ O AgAi bl An A
xAU OEAO OEA |1 OOAOGI 60 1T AOOAOEOA EOGe (i x AT AO Ol
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-pooduction. Deailed by Derby

Museums in theirHuman Centred Design and gooduction HandbooK2016), this approach

is based on workingwith communities and visitors, rather thanfor them. A method to

facilitate this, used by Derby Museums and the National Justice Muse, is the development

ofcobOl AOAOEOA O00OI EAAO , AAOS88 4EAOA AOA OPAAAO
thoughts and ideas, and participate actively in exhibition development. Whilst still museum

led, this approach has resulted in exhibitions with include or are built upon visitor

T AOOAOEOAOh OOI OEAOh AT A ET OAOAOOOprodictive AOGEAAT A/

process behind their exhibition Notice Nature Feel Joy2015) where visitor responses
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shaped which themes wereexplored and which objects were included? In this way, the

visitor becomes part of the museum narrative.

Coproductive design can als provide an avenue through which different narratives and

stories can emerge whilst an exhibition is ongoing, and even after it has finished.

For

AgAi p1 Ah OEA . AGET T Al * OOCoAskaint/ R&SEahi2020)GndOAAAT O A

Young People an@rotest(2022) both provided opportunities in the exhibition spaces for

visitors to contribute stories as part of an ongoing construction of narrative. IiYoung People

and Protestfor example, clipboards on the exhibition walls invite visitors to share thie

thoughts about protest [Figd.5v 8 %NOAT 1 Uh ET OACAOA Ol

e Arukhe is nover
pu and rarelsy simgle
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Fig4.5: Clipboards in theYoung People and Proteskhibition at the National Justice Museum.
Imageby the author.

B AOAU - OOA DI &®prolldctioCprokelsshabiBdiNotice Nature Feel Jayan be found
at: https://dmnature.tumblr.com/page/6
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of visitor contributions after the end of an exhibitionConstraint / Restraint which originally
ran from February to May 2020, remains available online with visor contributions
maintained in the form of the digitised gallery guide. Additionally, the Museum has also
subsequently published a number of visitorcontributed responses to ©VID-19 lockdowns

in a book entitled Letters of Constrain(2022), thereby giving the stories shared by visitors
a life beyond the exhibition. When the cgroductive nature of an exhibition is made explicit
and transparent, visitors are able to observe and contribute to exhibition development and
engage with thestories of both the museum and other visitors, further demystifing 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, eproduction provides a more
visible and accessible structure through which visitors can actively participa in building

museum narratives.

What, then, of exhibitions that have nottaken a coeproductive approach during
development or which are already open to visiirs? Baker et al.(2016:378) highlight the
broader potential of a technique which is used in cproduction: the provision of places
within an exhibition where visitors can contribute their own stories and have their
contributions acknowledged and valued. | would suggest that it wdd 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. (2016:88) 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 pvide 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
OEOEOT 080 A1 CACAI Al r@ivexJasbas m@sEubns dnéd@rdyé Visitors AoO
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 partof the process. Duncan and McCauley (2012:2991) also
comment that storytelling can work in combination with emotion and affectas explored
fully in ChapterFiveh AT 11T xET ¢ AT i1 61 EAAOGEIT OAO A bpOI & 01
visitors have always $ared 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 needites 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 @ties 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 researchefrom the IT University of Copenhagen and

collaborating institutions presented a paper athe Museums and the Web conference on the

development of a mobile game for the National Gallery of Denmark call&dord by Word

(Wray et al. 2018).Word by Wordis interesting as it embodies many of the elements of

narrative and storytelling discussed in this chapter. The appwas 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 Museumthat 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 compléatn, visitors can then share their story, along with an

emoji representing how they felt aboultit, to ain-appvirtual gallery 7OEA O( Al 1z 1T £ 3017 ¢
or social media, where it can be read by other visitors. In their evaluation &¥ord 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

Ol OITTE AO AOOxT OEO ET A AEAEZAOAT O seh&dh AT 1T x
OOAEAAO 1 AOOAO xEOEET OEA PAEIT OBNod@ByBMordp 7 OAU AOD
enable visitor interpretation through narrative and storytelling highlights the ability of

museum videogames to tell stories with multiple forms of narrative ananedia, 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
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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 evermore sophisticated, the potentialof diverse narrative approaches habeen

explored. Emphasis on examining elements unique to videogames has resulted in numerous
academic studies which explore the impact of these properties on narrative design
(EgenfeldtNiAT OAT AO A1 8 ¢mnmyn O0AAOAA ¢nmenN 2UAT c¢mmy
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 forns a substantial part of the design, content, and

marketing, evidenced in advertisements which focus on narrative and characters over
gameplay mechanics and experienc®.Furthermore, Lebowitz and Klug (2011:273) have

£ 0T A OEAO T AOOAOEOA AT A OOT OUOATTET C AOA Al
purchase a game, often being rated as more important by players than gameplay mechanics

and features.Yet, academic reseah within game studieshas generally approached these

topics with caution due, in part, to the debates discussed in ChapfEnree (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 mediaidentifying affordances whichalign 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

EOO Ei PI EAAOEI T 08 - O0O0AUS8 O g mauativesdn d@i@idoimy 1 £ EUD.
z explores how digital texts ae 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 storfocused trailers for games see:
https://www.youtube.com/watch?v=753327AMNIM ; The Last of Ug Story Trailer (2012),
available at:https://www.youtube.com/watch?v=WO01L70IGBgE; God of Warz Story Trailer

(2018), available athttps://www.youtube.com/watch?v=K0u_kAWLJOA A Plague Tale: Innocence
Z Official Story Trailer (2019),available at:https://www.youtube.com/watch?v=H4FOb16Nenk
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affordances of videogames. Murray (1997:5%6), for instance, argues that stories written

ET EUDPAOOA@O 1 £#O0AT OOAOGAOO OEA OOAAEOEITTAI 1ET
OEAT 1TTA AT OOU pPIETOh 1T ATU ET OAOT Al digheDAT AEAON
nature of videogames can predispose them to accommodating mulihear or non-linear

approaches to narrative, with suitability varying depending on narrative and genreThe

ability of videogames to explore more complex narrative structures has ofte been

commented upon, as we shall explore momentarilyyet 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 pimary narrative

structures that can be found across the videogame medium which evidence the breadth of

Pl OOEAEI-AEMEMRAGJF DBDIOR T AOOAOEOASR A CATAOATT U 1EI
narrative is scripted and cannot be influenced by the pldd On OAEOAT OAOU T AOOAO
narrative elements are preestablished but player choice may influence how they are

O1 AT OAOAA AT A ET OAOPOAOGAAN OOAT AAT @ 1T AOOAOEOAS
and/or non-l ET AAON AT A /Agededated D OQDEICRGOAOxEAOA OEAOA
established story elements but the narrative itself arises out of the way the player interacts

with the gamez an ideadiscussed inthis chapter interms of emergent gameplay.
Pre-Established Narratives

Discussions of linear mrrative 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 cannotchange (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 constructon of the narrative and story must always be considered (Calleja
2013; EgenfeldtNielsenet 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 istrio 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 singkplayer action-adventure games including the critically-acclaimed
The Last of U42013), Half-Life 2 (2004) and A Plague Tale: Innocencé019). 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 Lebowitand 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 & 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
gamedesigners 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 explorearrative ideas
ET A ODPOUAEIT I T CEAAI -lided Bafptodch OIEAIOATA Of TAOA T kBT ' E
(2019:110) also emphasises this point, commenting that the relative depth of linear
narratives results in narrative experiences that are more interesting orrnpactful 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 videogamesich 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 anotherandin a way that is perhaps
more easily incorporated than in a physicd museum exhibition. Furthermore, 51 Ah
(2014:86) notes that many videogames which initially appear to have natinear or multi -
linear narratives still contain linear structures. In such games, the main narrative is still
linear and quests are completed im set order, whilst norrlinear opportunities are found in
AAAEOGET 1 Al ] whichth@ybbé dompleteé®iA ahpddder, 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 exampleHorizon 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, \Wo
(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 rad 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, argaby, there is always an element of
linearity at play in videogames for, as Crawford (2005:57) comments, the path the player

OAEAO ET OEA AT 1 O0OOOOAOQOEIT 1 &£ OEA RZAOOAOEBORERAG /
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of their progression through the gane.
Discovery Narratives

In order to take advantage of the affordances of the medium, many gamese a norntlinear

T AOOAOEOA APPOI AAE8 )1 EAAOh #AOI NOEOO j¢mnmgq
i Ol OE1l ET AAOG ET OEA OAT G\A COHA®G A 11 AWOA OEIGRU GO O
One approach is narratives that contain elements of linearity but provide players with

I DDbT OOOT EOEAO Oi OEADPA OEA OO1 OU OEOI OCE OEA O
narrative possibilities. In a branching narative, 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). Egenfédt-Nielsen et al. (2008:188) note that

the capacity of videogame AOOAOEOAO 61 AA OPAOPAOOAI T U Of A&
AAAES EOI 1 1 f-staks] a®the ply@icanBibutedtd the sOrk's creation with

AAAE AAOCEI 186 EO TTA T &£ OEA 1100 OAI ACEAAT A EAA
approachesthat contain different possibilities and choices commonly have more than one

ending, or different ways that the ending can play out. For exampleDeus Ex: Human

Revolution (2011), like many games with branching narratives, has a small number of

possible d AET CO AAPAT AET ¢ 11 OEA DI AUAOG MierAET EAAOS
Automata (2017) is a good example, have considerably more. Wolf (2001:107) comments

that games with numerous narrative outcomes encourage fplayability, with players

returning in order to discover how different choices impact the narrativeNier: Automatad O

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 alreadpmpleted the

games3s 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) suggssthat

CAi AO OET OI A OEAOAEI OA AEIi O OOAOGEOO 1 AOOAOEOD!
Equally, it is important to indicate to players the inclusion of different narrative paths.

Lizardi (2014) notes that inBioShock ¢ mmtx @ OEA | 01 OEPI A AT AET ¢cO OER
choices, with the final monologue of the game explicitly referencing that the way the player
OOAAOAA OEA O, EOO0I A 3EOOAOS AEAOAAOAOO ET & OAI
characters occur throughoutBioshock to achieve a different outcome the gammust be

restarted, encouraging players to replay to fully explore its narrative possibilities. In a sense

35 A guide toNier: Automatad €ndingsand how they are achieveds available at
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

bl AUAO O1 OAOOAI AT A A x1 Ol {61 ERHN4:8E AhsAefectE1 O1T A A
how museums taking a nodinear approach to exhibition design often present the narrative

in different pieces, involving the visitor in actively constructing a full narrative

understanding.
Sandbox Narratives

Completely nonlinear narratives within games are still relatively rare. Backe (2012:248)

argues that it isnearly impossible to create a truly nonlinear game as even notlinear

CAI A0 EAOAR OA OEAI AGAT OOOOA OO OpedétefninedA OOAOE OA
EAU b1 ET OO0, toima@ntdinthdrati®elbhérende. Thon (2016:15) further notes the

bl OAT OEAT EOOOAO OACAOAET ¢ T AOOAOGEOA AT i1 POAEAT C
interpret non-linear games. Norlinearity in videogames mae 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 Deleuz, which explore the

possibility of non-hierarchical entry and exit points,5 I A4014) discusses how non

linearity could be incorporated into game narratives. In such no#inear narratives all

elements of the game are accessible from the start, removingetneed to guide progression

OEOT OGCE A OAOEAO T &£/ 1 AOOAOEOA AOAT 008 O4EA AAcC
AgeEO DT ET 08 AOO ET OOAAA PIiET OO ET OEA 001 Oouh (
where the player knows nothing about the galA AT OEOT T 1 AT &6 AT A OEA OAIl
player has built a story and achieved narrative closure5(1 R&014:88). 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 playerspaA O1 AT AAO A Obi OAT OEAIT T U 1E
xEOE 11 ETEAOAT O AT EAOATAA AAUTTA OEAO 1T &£ OEA
2012:252). Minecraft (2011) and similar sandboxstyle games are often considered non

linear. They frequently place aremphasis 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. Playersare instead encouraged to use the tools provided to creatively and

imaginatively build a narrative of their own. Indeed, manyMinecraft players have created

role-playing (or RPG) servers that bring players together to collaboratively create a sto#§.

The absence of a clear linear narrative, then, does not mean that games and their players

36 The various Minecraft RPG servers cdre exploredat: https://minecraft.buzz/category/rpg

86


https://minecraft.buzz/category/rpg

are not capable of storytelling. As Lucas (2015:92) argues, a nonlineaarrative approach

ET CAIAO OEAO COAAO OOI OUOAI I ET C uhbkifshog OU Al A &

possibilities is, as Backe noted, potentially limitless.

4.2.2 Narrative Forms: Text, Visual, Audio, Spatial

6 EAAT CAI A0 EAOA ABATAAKMGA EEAKEAADAIBOA OEAO OE!

combine elements of many other media forms (Thoss and Fuchs 2019). With the exception

of sub-genres such as texbased adventure games, videogames are a primarily aueidsual

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 meda elements and fragments to construct stories which coexist within a

wider, fictional world z not dissimilar to a transmedia approach but within a single medium.

yl OEEO OA1T OAh bl AUAOO AT A1 01 6AO OA@bi EAEOD
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
CAIi AGO AOI AARO TAOOAGEOA j$i1i OAE cmpwlippah
Bioshock,FernandezVara explores how the story of Rapture the underwater fictional

setting of thegame EO O1T 1 A OE O1 O GBE with grdfiti dnEiHe @dll prov&liBgC T
backstory and audio recordings unveiling character motivations (Fernande¥ara 2011).

Yet, similar to the museum exhibition, the videogame also has a spatial dimension that must

AA AT 1 OEAAOCAA8 'O *ATEET O jegmmoedpgpq 11T OAON

T A

=

ocC.

AAOGECT xi Ol A0 Al A OAOGI PO @F Mdkiidhe spatil Asfoeh i - OO

of the features that sets digital environments apart from other forms of media. As such,
Jenkins (2@6) argues, the concept of environmental storytelling, wherein the design and

navigation of spatial elements becomes partfdhe storytelling method - commonly found

intheme parks-AAT AA ADPPI EAA O OEAAT CAi AdG8 )1 AT OEOITI

shapes the space, and navigating it constructs the narrative seque@¢EernandezVara
2011).

Fig 4.6: A wall with graffiti in Bioshockz 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 reasohs
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Equally interesting is the interconnected nature of different narrative elements in many
videogames, such aBioshock Whilst transmedia storytelling concerns the dissemination of
an overarching narrative across different pieces of media (Jenkins 2003), when appliedao
single mediumz videogamesz it is possible to see how stories can be disseminated across

different narrative elements. Though the term transmedia may not be appropriate in this

AAOAh DAOEADEOABDENTIONOA AAOOAO OOE O&orylelingihi DOO

games as environmental storytelling (Domsch 2019; Jenkins 28), or indexical storytelling
(FerndndezVara 2011), nevertheless deal with elements of the theory, even if they do not
explicitly name it. For instance, it is implied that distibution of vidleogame narratives across
different elements means that the player must actively connect and interpret the various
narrative pieces in order to understand the whole (Fernande/ara 2011; Green 2017:52;
51 A0A4:87). If various narrative elements are spread across the game environment to be
discovered this also introduces an element of nofinearity, 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; Holmes2012:55). As such, Green (2017:40) argues, these various

A1 AT AT 6O OOAOOGA AO pPIET OO 1T & Al 60U8 ET OI

storyworlds. A storyworld acts as a container for different elements of story, a shared
universe in which different characters, objects, events and stories eexist (Ryan 2015:5).
Domsch (2019:113) explicitly uses the term to describe environmental storytelling
approaches in videogames, in which many mimarratives - the elements of narrative
spread across the videogme 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 th&extual,
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 mininarratives.

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 playercharacter and its implications in cmnecting players to
stories. Characters are a main device for player agency, making consideration of
player/character interaction important in understanding narratives in videogames
(Schroter 2016:32 Green 2017:38). There is also always an aspect of thesf-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 (Chuand Mazalek2019:8, quoting Ryan). In our exploration of museums,

we explored how a firstperson perspective can help visit OO AT 11T AAO xEOE OEA
videogames this is taken a step further as players are asked, to some extengntbodythe

Oi OEA0E8 'O "1 CIi 00 jcmppdpywg OOAOGAOGR TTA T A& O
AAET EOU O1T bDOO OO0 £EA COOROU AT A1 ORAOOIOEGEARAO8 Al A
intertwined. Unlike other forms of media such as film, what happens in a videogame

happens on some level to the player, we art OEA OAAT OOA 1 £ @3 AAQEI T ¢
quoting Rose 2011). Indeed, as Giffdli CO AT A +AT 1T AAUBO | cttemapyq ABPAO
Star Wars (2005) shows, when we discuss what happens to a character or avatar in a

videogame, we often talk aboutitinthe firs B AOOT 1T 8 4EEO xAO O1 1 AOEET ¢ C
01 Oi Ads

Many studies hae 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 whalas the approach

eachgame takes differs greatly and havarying implications for how players engage and

connect with the story (Papale 2014). For instancd,he Elder Scrolls V: Skyri(@011) allows

players to design the physical appearance of their avatarthe character theyplay 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 playertcharacter. Indeed, many gamesre designed with
player-characters that are less clearly defined to provide space for different players to

ET EAAEO OEAI 8 4EEOR OAAOAA jcmmcdppxd AOCOAOR
AEAOAAOGAOGS 1101 OEA AEAOAHE OXOMULMNAR)akOmyetsT OEA T «
to connect to the story through clearly defined and fully realised charactes. Poole

(2002:85) argues that preconstructed characters potentially inhibit the ability of the player

to project themselves into therole. 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, toascribe their meanings and interpretations of the story and characters

onto the game (Sicart 2013:12). Giddingand Kennedy make a useful pointhat the link

between the player and character is influenced not just through the embodiment of a role,

but alsi ET Ei x OEA DI AUAOSO AAOETIT O AOA OOAT OI A
interactions between the game and the player (Giddirsgand Kennedy 2008:2526).

Returning to our example ofThe Last of Ughe 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)

notesO* 1 A1 80 AAAEOCEIT O AT A Ci Al O 11 11T1TCAO Al ECI
AEOATTTAAO AAOxAAT bPI AUAO AT A AEAOAAOGAOR OUT O |
9AOh EZE Pl AUAOO A pdiceplidhd td[aligni withDadaiaE AFOA DEREIOO @A 1 GFE /
AAT Al 01 AOAAOA O06060ITCc AITAO T &£ EAAT OEEAEAAOQE
Klimmt). This is where separating the concepts of identification and projection can become

useful. Identification, Papale (2014:4) argues, requires pldyO O O1T OAOOEI EI AOA AT,
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 projection, 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 engagemeand the potential for empathy, which will be

explored in detail in ChapterFive.

4.2.4 Authorship: The Relationship Between Videogame, Player and Narrative

Throughout our study the interactive nature of videogames and the impadif the player

upon videogame narratives has been touched upon, but not fully explored. Green (2017:36)

AT i1 ATOO6 OEAOG A AREETEIC EAAOOOA 1T &£ OEAAIT CAT A
Without the player, the videogame narrative cannot be realised. Whilst a film at a cinem

xEl1l 1106 001 P Pl AUETIC EZEZ EOO OEAxAOO CAO Ob Al
OAi A Opi1 AAAE OAAAET ch OEA OEAAT CAIi A6O EIT OAOA

integral element of telling and progressing the story. Holmes (2012:1) writ®d OEAO OxEAO
AAZET A0 A OEAAT CAI A O0O0i OU EO OEA DI AUAOGO AAE
AOCOAO OEAO T AATET CO ET OEAAT CAI AO OAOA Al xAUC
bl AUAO ET Al AAO 1T &£ | OO0AT Aocdidanaysiod geaerE OEET O
IO 1 AOOGAO AgOAT O ET £ OAT A A BardehakativestiDohdkateA U OEA E
IT Ox1 1 AOGAI 6d OEA AT AI AT OO 1T &£ 1 AOOAOEOA xEOEEI
developers, and the ways in which the playerds out and interprets those elements (Calleja

cnmpod8 4EA OOT OU ET OEAAT CAIi A0 EO OEOO & O1 A
OOAOOGGE | # AO]qhofing Radse 2001). dndrmny ways, when we play videogames

we are actively engaging in a fornof interpretation. Returning to EgenfeldtNielsenet al.

(2008:188), the interaction between game and playecanbeseeld O 1T 1T A 1T £ OEA OOAI /
AAAOOOAOGE T £ T AOOA Owhere videdganesO Ol OEAO T ADBROIOGDAOD A
O1 A& 1 depehdihg dnhow the player interacts with and takes action in the gameln
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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 theOODPAAA 1T £ BbI OOEAEI EOUS6h OEA ODPAAAO AAOx,
where possible actions and meaning emerge through play. Sicart, with phrasing remarkably

OAT ET EOAAT O T £ &OAOGAO AT A #1 010117 ET OACAOA Oi
a player, a system, and a gap between the player and system where interpretation takes

bl AAAS | 3 E RAds@ Gnd Caulsom Qi2p223). There are clear parallels here with

i OOAOI ET OAOPOAOAOGETTh AT A ET PAOORMBMEhNMAO OEA E
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 oa book, the

narrative of a videogane changes each time it is replayed, even within the experience of a
singleplayer8 - OEEAOEAA OOi 1 AOEOAO OEEO AT 1T AADPO OOEIT C
game narrative is scriptable (or writerly) allowing for more reconfigurations and for
multiplereaAET ¢Oh OAOEAO OEAT OI EOEAI AG | OAAAAOI UQh >
(Mukherjee 2015:106). Whilst narrative events within videogames can be authored and

OOAOEA OOEA OAAAAOBO DOI GCOAOGOEIT OEOT OGCE OE
Acknowledgenents 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 thevay the text is

negotiated and interpreted (Fish 1980 see also Juul 2005:193)Studies of lermeneutics

attempt to determine the dominant aspects in a text that privilege certain interpretations.

However, in terms of videogamesKucklich (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

AOAxO OPi-OA DRIAIAGAG ET 1 EOAOAOU OEAT OU ET xEEAE]
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
OAQARBDEOR [ ATl T OEAOh AT A AOI OOOAT OF AAAOI AOUS A
the narrative with each playthrough (51 26014:78, see also Egenfelehielsen 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 isseen asthe author of meanings that they have derived
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from the narrative and stories they have encountered. This further suggestthat

videogames may be particularly suited for museum interpretation

Beyond the interpretation of narrative, the player has another important role. In

OEAAT CAI A0 xEAOA AT AT AT 6O 1T &£ 101 OE1 ET AAOEOU A
narrative, also be&eomes 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 EgenfeldNielsen et al. 2008:187). Moreover, Pearce (2002:116) argues

OEAO A DPI AUAOSO ETOT1 OAT AT O ET AT11AAOET ¢ PEAA
laid out for them, is something that results in a sense of achievement whenely 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)nderstands 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 redlife experience. This concept also

relates to understandings in theory of he 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 thatplayers 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 narrativeret, as

Murray (1997:74) has noted, videogames are responsive the player, providing feedback

AAOGAA 11 DI AUAOBO AAOEI T 08 - OEEAOEAA jtompuq OAE
the way game narratives are read. He concludes that whilst playjger OOAAAS OEA OA@O
CAIi Ah OEA CAIi A OEI OI OAT AT 601 U OOAAAOGE AT A OAOE
2015:48). Thus, the reading of narrative is undertaken differently in videogames because of

the interactive and procedural nature of the mediumand in the sense that the reading goes

both ways.

Discussion of the role of the player in the progression of gam@nd narratives brings us
back to the question of authorship. If the narrative cannot progress without the player
taking action, and many schlars 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 preenvisioned by the designers. This

argument, however, is not as compelling for notinear 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

IO O OAEA AAOAT OACA 1T £ Ci EOAEM®s thenhrrathe® AOh OAO
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 concepbf emergent gameplay becomes useful. Emergent gameplay

is understood as the ways in which players interact with games that fall outside of the

ET OAOAAOETT AgPAAOAA AU OEA CAIi A6O0 AAOECTI AOO j

games that followlinear 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 sensethe assertion byEgenfeldtNielsen et al. (2008:182) that the player is

only OOT 1 OETAQBA AMABOMOOI OU OAOEAO OEAT AAOGEOGAIT U OA
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 ¢hgame

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 thegame goals,

I AOOAAI AOGh AET EAAO AT A OOI AO DPOiI OGEAAA O1T OEA |
OEOI OGCE OEA 1T AOOAOQEOA 1 AUA 1T &£ AOAT AEET ¢ OOT OUI |
player to make certain choices, building upon their understandig 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 ofthe main contributors to the re-playability of

videogames, the narrative outcome is capable of chaing 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, tearying extents, the player becomes a €o

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 employe
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 ided@he 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 ordernto provide space for
multiple perspectives, approaches which take a notinear or multivocal approach are
becoming more common enabling visitors to become more active in the construction and
interpretation of museum narratives as they navigate thenany different possible stories
around an object or topic. Equally, museums have also engaged and experingghivith
different narrative forms, such as visual, audio, and spatial methods of storytelling, reducing
the traditional emphasis on textural forms sich as object labels and information panels as
the medium for providing narrative interpretation. The use of firstperson storytelling in
particular has been highlighted, acknowledging that museums often find it difficult to

engage and connect visitors wh the stories they tell, especially when they are stories that

OAAETI A EAAAO AT A OEOOAOEIT O xEEAE Z£A1I1 1 OOOEAA
the capacity of a firstperson storyteling ADDOT AAE O EAI b OEOEOI OO OA

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 ofsbepproaches
the balance of authorship and narrative power has been considered, with the development
of approaches such as the eproductive method bringing visitors more fully into the
interpretative process, providing spaces for visitors to act as voice 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 narrativeand storytelling
approaches reflect many of the recent changes in museum practice. We have seen how
videogames are capable of telling linear, netinear, and multi-linear stories, as well as how,
even in the most linear videogame narratives, the player islways 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 spatialementsz 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 brancing 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 othe player is
especially important in terms ofvideogame narratives and stories, with the way players are

AOEAA O Ai AT Au A AEAOAAOAO 10 AOAOAO OEAO
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requiring players to engage with different narrative perspectives. Finally, in the exploration

of the relationOEED AAOxAAT OEA DIl AUAOh OEA OEAAT CAI AS
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 miror of museum ceproductive 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, ChaptEive builds upon these
ideas to explore how emotion and affect are utilised in museum interpretatiorand

videogames.
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5. Emotion and Affect in the Museum and the Videogame

5.1 Emotion and Affect in Museum Interpretation

do provoke an emotionatesponse is not soft or weak. It is what it is to be hun@gbzzell
1989:46).

As established in ChapteThree, recently there has been a significant turn towards the study

of affect and emotion within museum studies. In part, this can kattributed to a wider shift

in the humanities and social scienceswith Lemmings and Brooks (2014:3) commerihg on

OEA AAOGAT T PI AT O T &£ OA OATCA T &£ AITAADPOO AT A £AC
EOI AT Ai T OET 10688 9AOh E CQudieshave bednAlowertd tahdpart OEAO 1
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 energing as interest increases, this area of research has

been ledprimarily 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 secto, and the preoccupation with the common perception of museums as

O00000x1T OOEU ET OOEOOOEIT O A O 1 AAOTEIC AT A EIT A&l (
£ A1 60l 1T mEOIiI A OIPEA ET 1 OAAO OF AT CACA OA(
studies o emotion and affect place upon experiential, notextual, and nonvisual forms of
meaning-making, such as the study of the spatial and embodied experiencesn challenge

traditional exhibition practices and our understanding of how visitors engage with

museums (Blackman 2016; Munro 2015). However, as explored in Chapterw®,

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 twaorimary 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 affectivepotential. Objects, HoopeiGreenhill (2000:109-111) argues in her
Aobl 1 OAOCET 1T 1T & OEOOAI AOl OO60A EI i OOADBI Oh

symbolise ideas and help people connect to personal experiences of the past and present,

(@]
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and as such havan emotional power. Research into the capacity of museum objects to tell

their own stories has acknowledged that objects carry symbolic and semantic meanings that

ci AAUTTA 1ATCOAcCAh AT A OEAO 1 AEAAOO OEAI OAlI O
identE OEAOR f Al ARellyAt@lAZ0183<ee §lsd MaroB\¢R013:24). 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 objea 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.

Thistensi T EO Al AAOT U AOOEAOI AOAA Podmpeli OiedvénE OEAT EOB
at the British Museum in 2013. Drawing upon the work of KirschenblatGimblett,

# OOEAEOEATEO jcmpxdtteq AAOCAORMUésdud labeABRAAOO AO
interpretaton AO OEAEO OOA OE b Miseum hddS g I6vAIOf@datroovedtieA O OE A

I AEAAOS6O AAEI EOU O OPAAE8 )1 OAOAAOQEIT T O AAAT I
I DPT OAA O1 OEAOA AAETI ¢ OPAAA A O OEA eisaEAAO OI
encounters (ToliaKelly 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 thel OOAOI 8 O AEOAI Ax1T OEO8 O0A
Howard (2003:244) commented, reducing museurrauthored 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 fulflOEA OT 1 A T £ OEA OAOEO
OEOEOI 06 AO AAOGAOEAAA AU , ET AAOAO j ¢namdpd ¢ mt qh
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 (201674 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 objectsto 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 evole 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 Maroew (2013:25) argues, the moment we place an obgt in a

i OOAOI EO OAAAT T AO A AT AOI AT O 1T &£ ¢+ OEAY OAAI EOU
it comes to represent something. Understood like this, the importance of enabling objects

to express meaning(s) only becomes more paramount, because thegvie 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 preonceived view that the

museum object is interacted with in certain wayswhich do not typically extend to senses

such as touch (Dudley 20@: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 notnecessarily involve emotional or affective
engagement. Yet the connection between objects, how they are represented through
interpretation, and emotion and affecthas been the subject of academic study (Gregory and

Witcomb 2007:263; Smith 2015477). Visitor behaviours are also changing in ways that

challenge these preconceived methods of engagement. As Staiff (2014:15) recalls of his own
AobpAOEAT AA AO A | OOAOI OEOEOI Oh xEAO EA MEAI O |4
AOBO OOEA OPOOEBB®B IOEAOERAIEIL]I T £ AoAl OAOEI 1638
interesting avenue forthe exploration of the potential emotional and affective power of

objects lies in theE AAA  Teverydays Karké 2016:237). When an object that is

considered mundaneis raised to museum status, it can have incredible affective power to

AEAT CA PAT Pp1 A0 PAOAAPOEITO 1T &£/ OEAO T AEAAOS

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 oéffect 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 percepbns 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 wth 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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Fig 5.1: A matchstick roller coaster at the Museum of Everyday Life.
Image© 6 Al $ 0Souxc@HitkA Licenced undeiCC BYNGSA 2.0

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

OEA AEODPI AUO xEOE OEA DOIT Ol AAGET 1T 04 Bkh %BEEAEOD
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 an change the ways and extents to which

visitors are willing and able to respond in an emotional or affective manner. As Schoreh
al.(2016:95-99q 11T OAh OEA 1 OOAOIi 60 OPAOEAI A&EEI OAAT AA
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
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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 consideratio 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, considation of how exhibition

spaces engage different bodily and sensory elements could provide avenues for examining
AEEAAOEOA Pl OOEAEI EOEAO8 )T AAAAh 7EQATIT A jc¢mpo
OPAOEAI NOAI EQOEAOGG 1 A& nidr embaliedahdsérigdridl meaing AAET ¢ E
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 ollective teamLab engage visitors through touch [Fig

5.2]. A fully interactive digital experience, the art in these exhibitions is projected eowalls,

ceilings, floors, and moves between rooms fluidly. Visitor movement through the space

changes the artwak 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 provideopportunities 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®© Sasa0403Source:Wikimedia Commons Licenced undeiCC BYSA 4.0
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One example of a museumngaging 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 ke 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 theistory 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
desigred with affect and emotion in mind is Te Papa Tongawa. Schorchet al. (2016)
examined the role of space in developing affective encounters with adri culture and
history - specifically the use of a Mori meeting house as a space which visitors could enter
and explore in a sensory and embodied AT T A08 )T OEA Al 1 O0A@O
approach to exhibition design which emphasised reflection, openness, and building a felt
presence of the Nori people, they found that the emotional and affective experience of the
meeting house often impacted bw visitors interpreted and related to Maori 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

Stand in
the olace
of those
executed

Fig 5.3: Embodiedand dfective interpretation at the National Justice Museum.
Image by the author.
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Fig 5.4: A refletive space in between exhibition rooms irthe National Justice Museum.
Image by the author.

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 e 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 Chaptefhree. Intentional design of museum and ehxbition 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 heritaggites such as castles, historic prisons, ships ettend

themselves well to the study of affective and emotional potential through embodied
APDAOEAT ARG j 7AOA00I T c¢mptduyucectgs 30AE OPAAAO A«
Il EOOATEI ¢ AT AEOUOAREBRCAhROO xEEAE ET & Oi- AT ETAE
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 engagenent can increase opportunities for the museum visitor to experience affect

through the active use and positioning of the body. Indeed, TetKelly, Waterton and

Watsonj ¢mtpodoq AT i1 AT O OEAO Ai AT AEAA OPOAOAT AET ¢
heritage ex®A OEAT AAO EO OAT OA O1 O1 AAOOOAT AET ¢ EAAT OE

sensory experiences are further examined by Light and Watson (281in relation to castle
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ruins. The physicality of the castle ruin is discussed in terms of its potential tevoke

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 includ an element of play, which

is itself linked to emotion as explored in Chapte©ne with visitors undertaking adventure

through exploration to uncover the unknown (Light and Watson 2016:167). As a particular

AgAi b1 Ah OEA AAOOI A O OiwhidghOBcould Ipravok® EndotionaA T U x A U C
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

OAxAh xT1TAARAO AT A isAAl KEBES Al AEGAxE0IAKICEOG AT A 7
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 asspaceshave been perceived over the years.

In the case of the castle, individual prd T T AADOET 1 O 1T £ OEA OAAOOI A OOE
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 dlisted council estate, and the interactions

between the estate and its former residents. Yarker (2016:20) notes that placehave 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 affectivd amotional 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 pobdities 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 neotion for museum

interpretation. It is not uncommon to hear museums described as spaces of encounter, or

asspaces where ideas can bieely discussed and debated (McKernan and McLeod 2018;

Munro 2015; Smith and Campbell 2016). Interestingly, McKernan andcLeod (2018:57)

ATA 1 0A jcnmodug OOA &i OAADI 660 Aiil AAPO 1 £ E
museums as spaces that stand both within andeparate from society. McKernan and

-A,ATA jecmpypydquyg AOCOA OEAO bi OEALdews fottheC OEA 1 ¢
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exploration of dominant discourses in societyn which different voices that might challenge

the accepted normare made visiblh OAT AAOET ¢ OAEOOAT O A 1 AOGO OOAI
AEOAOOOEIT 1T &£ OEA 1 OO0A OdatiodsGor elnotibndl arBlafiecti@D AAA E A
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 meaniagaking. Equally,

OEA EAAA T £ OEA 0OOdsednds dnddbakify visithrs ©© bebomA inddd A

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 perspectivez such as how to approach a topic that may prove traumatic for certain

visitors. As such, museumshat 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 preséhid AT AGEEAEOQEIT T A@bI T OF
colonial history and its presentday impact in collaboration with Aboriginal leaders

(Witcomb 2015). The exhibition presented a challenge to the traditional narrative by

highlighting the damage colonisation caused tthe 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 Aboriginastories 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 toldand its

potential impact on vaious visitors. The exhibition was built around a series of circular

OPAAAO AT A OOAOO ObAA Aike pathrthEoiigh &norn@iiliddarfsgaceA 1T AAUOE
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 builpon this, utilising contrasts such

as darkness and light to create specific atmospheres and ma@Vitcomb 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 tavards 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
OAOA OO1 EAAI &8 OOAA ET EIT OA Gderéoh fefseEti@dwa®A dOh Al
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 Aboriginpkople, 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, firsperson accounts have mmense

emotional, affective, and empathetic potential.
Empathy

The question of empathy is an interesting one. Rahaman (2018:211 2) identifies empathy

as one of four key standards in his framework for digital heritage interpretation. Yet, many

authors hawe 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

DAI 1 A EO Al EI Bl OOAT O PAOO 1T £ Ei x OEOEOI OO0 AR
This is also recognised by Peirce et a{2013:197) who comment that the evocation of

empathy in storytelling can help people become more receptive to the story contenf\s

such, creating space for affective and emotional encounters that might result in empathi
engagementcan aid inproviding 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 toacknowledge 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 prgpted 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

AGEAAT AAA ET - AOEEAI 6c0SixqVmgeum. THOMuseum ditvatedittef $ E OO
as a place where residents of District Six in Cape Town, South Africa, including those who

had been forcAl U OAI T OAA AOOET ¢ OEA AOAAGO OOIi O1I 001 OC

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) fod

OEAO OEA 1 OOAT i A0 T &£ AIi PAOEEA AT CACAI AT O xAOA
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 Museums Markham

i cmpwdoxq A@Dl AET AAR OET OEA AAOGATAA 1 &£ A AiTC¢
pedagogical moment is lost, and international visitors in particular lose out on the

I DPT OOOT EOU O1 AT CACA AOEOEAAI I @ impoddttto AEOAT OO
recognise the link between empathycognition and critical thinking, as part of a wider

process of interpretation.

In a study ofNga- e O AEh&Survivors) an interactive digital game at Te Papa Tongarewa,

Kidd explores OEA Al 1 AADOE GAE AGMBEEEANAON to respond with

APDPDOT POEAOA AT T OET 1T OKiddR016:416) ANgD-Ce O Afekiodsi OOA O
Dl AUAOO ET OEA O11 A 1 Ahedarly-twehtietic-cedutybn ofder @OT x ET ¢ C
discuss the prejudices faced b EA - ail OE DAIT bl A8 | £EAAAOEOA b1 OA
game using various techniquesmany of which parallel discussions in thisand previous,

A&

chapters. Nga - e O Aréndires 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 playeharacter, resulting in various

narrative encounters with different types of discrimination relating to issues such as family

1 EAZAR AAOAAOQEITh AT A xA0O8 $APATAETC 11 OEA E
AT 1 OANOGAT AAO EAOA OEA bpi OAT OEAT O1 AOGT EA 101 AO]
are based on real injustices and prejudices faced by thea | g@d&ple, 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 encouragedto becdm 1T DAT -O1 O1 OEA
i OEAT OAA MEAAI ET C6 AT A Al DAQH.HEHe misbumAiGeddadd, O | +E A/
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 throgh the game mechanics,

AAOGECT h AT A OEA xAUO E1 xEEAE OEA DPi AUAO EO EIE
challenges as discussed later in this chapter.

Critical Inquiry

Challenging established narratives and intended meanings is an importanag of critical
inquiry of thepast x EEAE 7EOAT T A OOi i AODEOAOG AO OA MEI Oi 1A
against the grain, which looks for the gaps in the historical recofand is Glert to
Al i bl AGEOEAOh OAT OET T Oh AT A ckmdnR0168ECGainedah j 7 EOAT |
(2003:13-ptq 11T OAO OEAO OEEOOI OU b@dthditidfiedubn®yeET ¢ AT AU
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approached in a way that presersA O AOOAO T AOOAOEOGAE8 - OOADI O i C
or adding to their existing interpretation to reflect changes in knowledge and attitudes. One

method used to achieve this, as explored in Chapte#, is the inclusion of multiple

narratives, yet there is alsoan 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 emainters

across cultures through objects and interpretation.One striking example of this is

Greenough, a historic colonial settlement run by the National Trust of Australia.

" OAAT 1 OCES8O APPOT AAE O1T ET OAOPOAOAOEslahd EO ET O/
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
AOEOEAAIT T U AAT 6O OEA ATIT 11T EAIT réd&dedbrexdmpie s OAOOI A
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 nawatgd by coloniser and colonised

(Gregory and Witcomb 2007:272). Gregory and Witcomb (2007:272) highlight the use of

evocative interpretative objects,includingA AAO | £ Ol Ab PAAEACAA AO O3
31 Ap888 3 AT EOE OA andBadAAI AO A EBORA 1xEOM DADFAGD TAA UG 1T AAAT |
EAAAT &£ O AEOOODPOEI ¢ 111 AAEA 1 EEZAOOUI AO AT A EA/
adopt a more critical perspective. Witcomb (2013:261262) argues that this affectively

charged designhelped visitors to shift from a cognitive knowledge that colongation

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 theirrolesET  OEA AT 1 OOOOAOQCEI T 1T £ OEAEO 1 AOQE
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 1o build a deeper interpretative understanding, and sometimes an

Al DPAOEAOGEA O1 AAOOGOAT AET ¢ch 1T &£/ OEA O1 OEA0O8 OEAO
design can also be intentionally confrontational in order to challengexisting 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

ET AEOEAOAI OEOEOI 060 AAAITEI CO AT A POAATT AAPOEITI
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5.1.4 Personaland 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 (2016:287) explore three contextual frameworks in relation

to the museum experience; personal, socioultural, 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). Agm@ored in Chapters Wwo
andThreen OAOAAOAE EIT O OEA OEOEOI 060 Ol A EI
visitor is an active participant in the process. Just as the cognitive elements and personal
knowledge that visitors engage with during iterpretation 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 (2016:4546) explores the pesonal 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.

ET OF

Therefore, it is importanttoreel PEAOEOA OEAO Al ET AEOEAOAI 80 DA

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 OEAO &1 60 OAODPI 1T OA Oi EAOEOACA |

AEOAOI OOAT AAROGGh AO AEAZAAOAT O OEOEOI OO0 AADPAT AET ¢

may find that their emotional responses to an exhibition differ. Waterton and Watson

(2015:829) also commentthat the potential of individuals to experience affect differs as

OAEAZEZAOAT O AT AEAOh AEAAAOAT OI U EI AGCET AAh xEI 1 E
101 OEAih AAZET AA AU O1 AEAI AoPPAAOAOEI T O AT A (

a museum experience is therefore a significant factor in emotional and affective
engagementasresponsescan be diverse depending on who, if anyone, visitors share their
experience with. Many museum visits are undertaken as part of social groups, such agw
family and friends, or even strangers in the case giublic museum tours, which may result
in individuals mediating or managing their emotional and affective responses in order to
meet social expectations (Smith and Campbell 2016:455As such, neitheraffect 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 visrs to exhibitions that deal with

AT 1T 001 OAOOEAT 10 AEAAEAOI O OOAEAAOO j3i EOE AT A

108



AoAi ET ACGETT 1T &£ AECEO AQEEAEOEITO A@gbPITOETIC "
bicentenary of the 1807 Abolition of the $#ve 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 shameand their attempts to negotiate these responses. In this

negotiation, Smith observed, visitors frequently attemped to distance themselves from

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 cognitiveand emotional methods, such as by refusing to

engage critically or empathetically in order to distance themselves from a sense of
responsibility, or AU AAT 1T ET C AAAE 11 ETTx1 AACA T £ " OEOAEI
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 of CT ET ¢ ET OAOAAOQET T O AT A AT AT O1 OAOO AAOxAR
personal and social context. The relationship between meaninmaking and affective and

cognitive processes is therefore complex, with affect often having an impact, either positive

or negative, upon the construcon | £ ET AEOEAOQAI OEOEO&®OSE ET OA
interpretations (Wetherell et al. 2018:10). As we have seen, affective and emotional

responses can be multifaceted, difficult to negotiate, and either positive amegative

depending on the individual, making designing for emotion and affect a difficult task.

Thesecomplexities are evident inUtah Climate Challengé017). Utah Climate Challengis

a cooperativevideogame atThe Natural History Museum ofUtah, in which players must

work together to designacity 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 am 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 arse of collective responsibility, and their impact upon

interpretation were considered during the development process. As Preloaded, the

developer ofUtah Climate Challengexplains on their websiteO D1 AUAOOG xEI 1 O1T 11 0O/
need to work togetherz as they must in real lifez £l O AT U ET DA .lhUhOAOET C °
Climate Challengeghe implications of the social context are especially relevant as players

must work together to excel, which could lead to a variety of emotional responses
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depending on how effectively each player negotiates their personal context, communicates

ideas AT A AT CACAO xEOE OEA CAI AB30O I(TReAshabd &dh O ET O,
context within which the game is positioned is also important. As the game is phgally

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 ardfective 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: CoProduction 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 (Simon0a.0).37
Whilst the aims of ceproductive practices are varied, ceproduction has the potential to
further facilitate affective and emotional engagement. As Smith and Campbell (2016:445
ttwq AOCOAh OAEAAAOEOA OAODI T OADBART OOT IO1 EBIODS E/
OAT U OPiI1T OEA OEOEOI 060 OAlI AOEI T OEED AT A Al CACG!
makes a similar point when he claims that in the negotiation of feeling and meaning, both
the heritage and the visitor participate. Indeed, reseah 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 oveto 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 &cilitating 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 meaningmaking.
Indeed, the National Justice MOA O1 8 O cplodudell €&hibkibn Constraint/ Restraint

is a good example of this in actiof8 Opened in February 2020, the physical exhibition was
forced to close early dug¢o a COVID19 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 Museum@016).
38 The Constraint / Restraintexhibition can be explored online &
https://v21artspace.com/constraint -restraint
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period the Museum launched a new cproductive project, O, AOOA OO i, vicit 1 T OOOAE

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 emotiondly 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.

®ear other,

| am lost. Please take my hai(l.etters of Constraint 2022:8).

Additionally, Waterton and Watson (2015:824) comment on the importance of
participatory and inclusive practices in defgning 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 aidy 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, canresult in the task of meaningmaking 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 Vvisitors experience affective and emotional reactions, unless they are provided
opportunities to express these responses through, for instance, qoductive techniques,
they tend to remain hidden. Academic studies therefore, have tended to rely upondepth
interviews in order to understand the complexities and breadth of responses as it is
otherwise difficult to record and measue emotion (Cameron 2003:16). By ceating
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 encompses 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
o play a game is to make an emotional gam®{@uul 2013:14).

Just as with museum studies, iname 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 rel&, have fun, or to experience feelings in relation to challenge (Lazzaro
2004:1). In fact, NackeWehre, Stahlke and Noguier§2016:106) describe the act of playing
CAi ARG AO OAT AZEEAAOEOA AAOEOEOU OEAO AAT DOl OE
several aspects of the videogame medium that are particularly relevant gonsidering 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 evokeuch responses. These span from studies on the emotions elicited
from: gameplay and game mechanics (Calleg al.2016; Jagoda 2018, Jarvinen 2008; Juul
2013); the interaction between player and game narrative (Fahlenbrach 2016; Schrier
2016; Veale 2015)and affective and emotional possibilities in player engagemestwith
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 wiitleas relating

to museum interpretation.

5.2.1 Emotion and Affect at work in Videogames

It could beargued that emotion is intrinsic to videogames. Part of the appeal of videogames

is the opportunity they provide to experience specific emotional responses. Indeed,
OEAAT CAI AG AOA ATiiiT11uUu AT1 OEAAOAA OA&O61T 6 O bi
emotil T AT AT A AZEEZAAOEOA Al Ai AT 66h AOO xEAOA AT AO
(2004:3-uq OOCCAOOO Oxi DI OOEAEI EOEAOd OEadd DI AUAO
that videogames provide a rich source of stimuli, immersion and curiosity. Let us ghore

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 emat 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 emotits as being prompted

AU OxETTEICh 11TO0ETCh AAAT I Bl E Ckd.2016@T Jagodah A£O0OOOC
2018:207). Building upon this, a number of authors in game studies reference the
DOUAEI 1 T CEOO #OEEOUAT Oi EEAOUE BT ACEKERAORIT AADPOO
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(Ishister 2016:40; McGonigal 2012:24; Poole 2004:168). Flow theory explores the

relationship between challenge and skill which, whenwelA AT AT AAA ET A OOAOA 1.
result in an emotionally positive experience. Videogaes are especially good at facilitating

flow, pushing players to the extent of their abilities to provide consistent challenge that

i AOAEAO OEA PI AUAOG6O AAEI EOEAO AT A OEEIT O AO OE
complete a videogame can restin 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 areself-motivated and selfrewarding. Engaging in videogames,
-A'"TTEGCAT AOCOAOh DPOI OEAAO ET OOET OEA OAxAOAO A
OAxAOAO8 2AxAOA AT T A0 A£OI T OEA CcOil xOE 1T £ OEA ¢
Al 1T OEITT O61T ARR OH6AAT COEOS O1 AT OAOAA ET OEA AgbA
importance of emotions in videogames, then, is well established.

Yet, as Jarvinen 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 enjoyals (Juul 2013 see alsdAnable 2018). As such, Juul interrogates

the topic of failure extensively in his essayrhe 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 rhfd

consequences and therefore failure and its accompanying emotional responses are

Al T OEAAOAA OOAEAGE j*001 ¢mpodqtrqgs8 )OO EO Al Ol b
because itis a common part of the game experiencgwe 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, identifyur

mistakes or gas 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 resulf 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 , AUUAOT 8 O A @bithe AaéeEdlsb emdtigBal 40D 1afiective

implications of videogamesasrich, stimulating experiences, which can be explored in how

videogames immerse or engage players using different aesthetic, spatial, and interaeti
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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 2011:23grgard 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, Jarvinen (2008:90) argues that we should not attempt to definespecific relation
between a game mechanic and an emotional response, which echoes the previous
discussion on the individual nature of emotional and affective experience. Instead, Jarvinen

notes that videogames and their agents, objects and events can cleat OAT EAEOET ¢ AT 1 A
£l O AiTOETTAI OAOPITOAO8 )OO EO OEOI OCE ET OAOA
structures, rules, and systems that players come to navigate and understand the game

(Jagoda and McDonald 2018:177; Perron 2016:190). This alselates 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 itseHlfizinga 2003). As such,

there are many elements of videogame design thatincreate opportunities for emotion and

affect. The allowances or limitations created through the use of specific mechanics and

AAGECT Al Ai AT 00 AAT EAOA A OECI EZEAAT O EiIi PAAO I
to a videogame.

Perhaps the clearst 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)

EAAT OEAZEAO EIi x A CAIA8O 1 AAEATEAOh AU AAEET ET (
possible to the player, can set the emotional tone and affective atmosphere of a game.

Ishister uses the example of the player avatar ihittleBigPlanet (2008), a platform puzzle

CAI A AARAOGECT AA AOT O1 A ,0EMAOABANCT AOD APaiOd BhéAiab O G ARGEIA
LittleBigPlanet creates a childlike, playful tone isin how it utilisesa physics engine that

makes player movements exaggerated and often humorous (Isbister 2016:42). This is

particularly interesting considering its affective implications asintera©ET 1 xEOE OEA CAI
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. I@ctodad: Dadlist Catch(2010) you play as an octopus

attempting to pass as a humariThe videogame movement mechanics are made intentionally

difficult to control, provoking both amusement and frustration at theunpredictable and

often hilarious movements of the playercharacter [Fig 5.5]. The unwieldy nature of the

AT 10011 O ATECTI O xEOE OEA CAIi A6O0 AAOAT OOOA CcAT O
solve puzzles in order to progress, and the comedic tone of the story in which an octopus

pretends to be human. Furthernore, games such as these also help address questions
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Fig 5.5: A player attempts to pick up items i©ctodad: Dadliest Catghevidencing the difficulty of
controlling the player-character.
Image © Young Horses.

AOT O1T A OEA mikatitEaAdcAnfolt ®ith dideogames. If players find it difficult
to control a character effectively, this is likely to result in failure and frustrationas Juul
noted, yet in games such a®ctodad: Dadliest Catclhis 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 mediumas discussed in ChapteOne, this
familiarity cannot be guaranteed and remains a particularly important consideration in the
creation of museum videogameg an importance heightened by the emotional and affective

potentials of the medium.

To give another example of affective ddE OT 1T I AT OAl AAOECT ET OEAAT CAI
examination of F.E.A.R2005), a psychological horror game, provides useful insight. In

F.E.A.R much like museum exhibitions such asn the grid-baseddesign 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 toneA

combination of various aesthetic, narrative, and gameplay elements build an immersive

experience that engage players imaginatively and sensorily (Nackeand Lindley 2010:3).

Calleja comments that the pacing df.E.A.Rwhich switches from quick combat sequences

to calmer areas, is designed to maximise both excitement and anticipation, as players might

be placed in combat or frighteningenvironments with little warning. In terms of aesthetics

and navigation levels inF.E.A.Rire often dimly lit with lots of twists and turnsthat obscure
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the path forward and provide hiding spots, contributing to a sense of anticipation and
tension. In paticular, Calleja highlights how the designers used player expectations of

normal game design against them in order to evoke a sense of shock and horrorFlg.A.R

CAi A TAEAAOO i1 0A Ol AobAAOAAT U AT A xEOEI 00 OEA
IECEOO OxAU8 41 CAOEAOh OEAOGA AAOOEAOEA AT A |1 AAE/
AT A EET AAOOEAOCEA AAAAAAAE 111 D6 AAOxAAT OEA CA

O 00o0iTciu ET &£ OATAA A DI AUAOGO dAhak keEd T AT OA«
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, Jarvinen (2008)

makes the important point that graphics are an important eleme® 1T £ A CAI A6 O AAO
OOEi O1 ER Al TTCOEAA 1T OEAO MEAAOI OO OOAE AO OI OT £
OEAOAE OAh AOA o110 EOOO AUA AAT AU AOGO Al EI BT
ATl T OETT AT A@bAOEAT-F6A Iddegd *te Coldérul raphic desigp dsexuin

Octodad: Dadliest Catchdds to the playful emotional tone, just as the dark colours and

textures of F.E.A.Ruild an atmosphere of tension. Finally, whilst these individual elements

AAT EIi PAAO A b hanA affdcdive Gespdnkes, QifidodarAds 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'hree and Four, the way narrative is implicated within videogames

often differs from other mediums. Perron (2005:3) compares the ways videogames use

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 unddeveloped narratives and
AEAOAAOAOO Al i PAOAA O1 1T OEAO I AAEOI 6h OOEI T Al
AOEOA E1T AEOAAO OAODPITOA O OEA T AOOAOEOA AT A
Fahlenbach (2016:142) also makes a clear differentiation bet®en gameplay emotions and

emotions arising from narrative. Whilst this can be a helpful distinction when examining

OEA AiTOETTAI EIiPAAO 1T &£ A OPAAEEZEA OEAAT CAI A3 O
that the progression of videogame narratives oftehasE | D1 EAAOET T O ET OACAOAO
mechanics and design, and vieeersa. 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,OEAU Al 0T CEOA OEA DI AUAOGO AA«
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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 potentialof the individual parts.

A4EA EIi DPIEAAOGETT T& AT OE 1T AOOAOEOA AT A CAI API A
potential further highlights the importance of the player, in particular, player choice. Veale

(2015:1) argues the inclusion of choices means thgtlayers are more likely to become

emotionally invested in the outcome. Though the depth of investment will depend on how

the videogame has been designednd eachindividual playerd O A @ b. At@ Embactiof

player choice is perhaps clearest in games that are designgmlinclude multiple possible

narrative journeys. By giving players choices, games implicate the possibility that players

might incur consequences as a result of their choices (Ren 2016:199). Yet, as Holmes
j¢cmpgdtcgeqg 171 OAOh OxEOET OO Ai 1 OANOGAT AAOh AET EAAC
choices if nothing changes/eale (2015) expands uporthis by suggesting that the emotional

and affective potential of choice and cond¢ OAT AA EO ET EAOAT O1 U 1 ET EA,
perceptions of responsibility. Building upon the discussion in Chapter dur regarding

connections between players and avatars, Veale argues that when a player makes a choice

that has consequences, for the storyracharacters (including the playercharacter), they

become responsible for those consequenceA © OEAU xAOA T &£ OEA bl AUAO
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

OEAO A OEAAI CAi A6O AAEI EOU OI AOI EA EAAITEIT GO 1
AT 1 OANGAT AAO EO OA EZEAOCEIT AT AopAOEAT AA O1T ENOA
has caontrol 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 representationghat are less distant and can benore 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 narrativesuch,

players are not ableto process the emotions they experienceat their fullest extent, and

certain emotions are bdter evoked during scripted elements such as ctgcenes. Indeed,

player focus is not only split between the narrative and the gameplay, but also between the

different types of emotions evoked by gameplayral 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 gameplayplayer choices and actionsand their

narrative repercussions for characters and sitations. Veale (2015:10) also comments that

xEAT xA BPI AU A OEAAT CAIi Ah xA AT 110 EAOA OEA O
I OEAO T AAEA AAAAOOA xA AOA 110 OAODPITAEITC OI
responding directly to events that we hae ourselves influenced and shaped. Emotional and

affective responses to games therefore have the potential to be deeply impactful.

Take the example offhe Last of U$2013). The Last of U$ollows two primary characters,
Joel and Ellie, in a dystopian futte where much of humanity has been wiped out by a fungal
virus. Joelwho lost hisyoungdaughter at the outbreak of this virus, actsaareluctant 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 fatherdaughter bond. In the gameplayers have little contrd
over the narrative outcome, but the story nevertheless had a strong emotional impa@étThe
Last of Ustends to deliver the most emotionally charged parts of the narrativesuch as
confrontations between charactersin cut-scenes whee 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 arse 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 dhe Last

of Us whether or not to sacrifice Ellie in the hopeghat 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 lm®me invested in the outcome of their stories. Therefore,
completing thefinal 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 moratdfsey

accompanying rarrative complicates the emotional impact, resulting in diverse responses

This raises further questions around the ability of videogames tevoke empathy and tackle

ethical issues. If sympathy in videogames is where the player is aware of the emotionaitst

39 Many reviews discuss the emotional impact oThe Last of UsSee, for exampleeviews by Colin
Moriarty for IGN, available at: https://www.ign.com/articles/2013/06/05/the __-last-of-us-review;
Philip Kollar for Polygon, availableat: https://www.polygon.com/2013/6/5/4396286/the __-last-of-
us-review; and Chad Sapieha fothe Financial Post available at:
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

Oou Oi AT i PpOAEAT A AT Ai 1T OETTAIT OEOOAOGEIT &I O OF
feels (Perron 2016:196). The ability of videogames to put players iAT T OEA086 O OET AOh
jcnmppdqovoq AOCOAOh AOAAOAOG A1 AT OGEOITI AT O OEA

situation or perspective, and therefore an environment capable of producing empathy. As
such, it has been argued that videogames have the potential teeate 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 realife 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 +eatld issues,
can create space for the developménof empathic, ethical, and morabased 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 isHush(2008). Hushis a simple game about a mother trying to

Fig 5.6:Hushgameplay.A failure to type the correct letter in type is indicated with the leter
turning red.
Image © Jamie Antonisse.
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calm her sleeping baby a situation that is perhaps universally recognisable andlepending

on the player, may result in an emotional or empathic connection to the character of the
mother. The game mechanics dfilushare simple: to succeed the player must quickly and
accurately press keys on their keyboard that correspond to letters thappear on the screen
[Fig56]8 ) O EO OEA Al 1T OANOAT AA T &£ £AEI 6OAh AT A OE,
the game, that has perhaps the greatest potential to evoke empathic and emotional impact.
Failing to type the correct letters makes the bap cry and footsteps approach, fail enough
times and a gunshot is heard before the screen fades to black. Actions and consequences in
Hushbuild a sense of responsibility for theplayer-character, as both player and character
work in narrative union to calm the child. The sense of tension evoked reflects real
experiencesfor Hushis set during the Rvandan 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 toHushlikely differ depending on individual
knowledge of the historical context, which is not explained in detail in the gamés 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 pmnceptions they bring with them.

As' O1T AAl je¢mmodpumnq OOAOAOhR OOGEA biI AUAOCBO AilT O
Building on this, Frome (2007:833) comments that player responses are distinct and
AEEEAOAT O AO OAAAE PAOOIT AOAxO 11 A GIyENOA TAC
prior knowledge and experiences that influence the type and intensity of individual

emotional responses. This can be related directly bat¢& our examination theory in Chapter

Three as each person, when they undergo the process of cognitive appraisappraises

against different structures and criteria, resulting in uniqgue 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 thalayers 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 thge of emotional experience

they are seeking. For example, a player looking for an intense emotional experience may

choose a horror game such ab.E.A.Rwhilst a player looking to relax and express their

120



creativity might choosean Animal Crossinggame Even then, the motivations of one player

in choosing a specific game may well be different to another player. Equally, fluctuation in

goals, skish AT A i 1T OEOAOQEIT T Oh AT i1 AET AA xEOE Al ET AEOI
may over time result in an indvidual 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 successflyl 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 irget
with videogame rules in unexpected ways beyond their original intended purposeas
discussed in Chapter &ur, again becomes useful and applicable. This type of gameplay
experience is personal because it relies on individual players using their agencynda
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 ia senseof triumph when an unexpected, ad
sometimes humorous way to overcome an obstacle is discovergsparticularly well-known
example is the use of grenades to climb walls iDeus EX(2000). As the grenades are
designed to stick to surfaces, players discovered they could be placed on walfgl jumped
upon in order to climb and reach areas that players were not supposed to fifelMy own
experience of exploiting the rules and mechanics dflollow Knight (2017) resulted in
experiences that evoked various emotions including amusement and triumplfror instance,

it is possible to use one of the charm abilities in the game, which causes damage to enemies
AOA &IA OB EQ, tacduic@pdefeat major enemies bgimply standing next to them.

A different exploit, which takes advantage of a glitch where opening the map allows players
to bypass amajor fight, canin fact trap players in one area of the gamés winning the fight
unlocks a key movement ability, without it payers are unable to either progress further or
OAOOAAA OEAEO OOAPO8 4EA T1T1U xAU O AOAAPA OEE
is to restart the game, completely erasing any progress the player had made up until that

point and forcing themto start again.

Player engagements withThe Simsa game that simulates real lifehave also led to a

significant amount of what could be considered emergent gameplay. Isbister (2016:39)

40 The grenade waliclimb technique inDeus Exs explained at
https://www.youtube.com/watch?v=qwXqvCBWMVE

121


https://www.youtube.com/watch?v=qwXqvCBWMVE

explores how players, creatively using the games mechanics whiallow them to directly

control characters or let them have autonomy, and image and movie capture tools, created

stories that tackle reallife and often emotionally charged issues. A notable example is the

story of Alice and Kev created bysimsplayer roBurky which explores homelessnessThe

story discusses emotions in relation to the characters and their situation, and how roBurky

AT A OEA OOI OUBO OAAAAODS E1 RO OBBOHOO OGR A Or AIABAA
and surprises me by coming backwittdoT I A ET 001 00 1T £ EAO 1T x18 'TA |1
xEQET 6O AT U ET OACcodidetng énmergef@hniepldy Asdas ongoing and

evolving processof interaction between player and game through which individual players

define their experience of he game based on their cognitive and emotional understandings

(Calleja et al. 2016:53; Jagoda and McDonald 2018:177; Ngrgard 2016:97), it can be seen as

not dissimilar to museum interpretation. When players engage with a videogame, they

engage in an indivilual process of communication that results in the construction of a
DAOOI T Al EOGAA OT AAOOOAT AET ¢ T &£ OEA CAI A0 1 AATE
with, influenced, and become emotionally and affectively involved in the progression of the

game and is narrative. As a result, designing emotional and affective opportunities into a

game requires recognition that games cannot defingae emotional or affective response®f

individual players,instead designers can create game mechanics, rules, and narxas 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 affecta player® emotional and affective responses:rome (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 gme 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 audis designed to put players on edge

through a mixture of inrgame sounds such as banging or rattling, and the soundtrack, with

“ThefullO! 1T EAA AT A + A O Bessdxplotbdnith&Sifad 3is AvhilAb@ Gt
https://aliceandkev.wordpress.com/

ThissPAAEZEA NOI OA EO A£O0iI i OEA AEADPOAO O' Oi xEI C 5P88 4
variety of emotional responses readers had to the story.
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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 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: lIsolation alone in a darkened room which complements the games

environment and tone, are likdy to be very different to the affective responses if it is played

ET A AOEGCEOh 1T PAT OPAAA xEEAE EOQOADPI OAO OEA ¢/
Frome (2006:22) develops a frameworkwhich exploresOA A OT 006 h OET OA AAOEOA
game AT A O1 A @Ho vérdh Ehé playersbut do not directly engagewith the game

themselves in terms of emotion and affectThe acknowledgement of01T A OA O OsbainD6 AT A
context is especially relevant considering the rise of videogame spectatorship on platforms

such as TwitchHowever, 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.

Ishister (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. Thereforethe tools

multiplayer games provide which allow players to interact, and the level and depth of

interaction that these tools offer, will nfluence how emotional bonds are formed as well as

the depth and intensity of these connectionsJourney(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 idourney the game willrandomly pair

players with complete strangersJourneyalso only provides simplistic communication tools

A O Pl AUAOON PI AUAOO AAT OOAI EG OOEiI ¢ O1 01T A0 O
AEAOCA AT 1T OEAOBO EOI b AAEI E Olburdeeqiré&dbydrs 1 ¢ 1T AAO
to develop both unique anduniversal systems of communicationusing 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 mechaits, whilst others appearto form deep relationships. Indeed, one player
newtoJourneyA AOAOEAAA ET x OEAU OAOAx A EAAOO ET OEA
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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therefore been suggested that designers of online multiplayer games can be smered

social engineers as, through their games, they create possibilities for social situations

(Ishister 2016:63,109). Frome (2006) also insinuates that cooperative multiplayer games

have the potential to build emotional bonds through the positioning oplayers as working

towards a common goal. These ideas are interesting to think about in terms of museum

gameswhich are often played in different spatial and social contexts [Fig B.

‘

Fig 57: Personal, social and spatial contexts are at play in thi®mpetitive gameat the Riverside
Museum in Glasgow. Playeth a physical gallery the gamerewards players who are able to
interpret and understand the system the game exploresin this case, how ships transport items
around the world z as they are more likely to succeedt the game.

Image by the author.

5.3 Conclusions: Emotion and AffectAffordances

To summarise, this chapter has identified a number of aspects 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 spaaee
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

20FgAAODOO OAEAT AEOITI ATTTUIT OO0 OOAdvaabieai 1T OiF O*1 6001
https://journeystories.tumblr.com/tagged/journey%?20stories

124


https://journeystories.tumblr.com/tagged/journey%20stories

provide spacedor visitors to engage with emotional and affective responseand 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

ET AEOEAOAI 60 AAPAAEOU O1 Al 1 OEekperieicéslEqually A A EEAA
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 suasful attempts at designing

for emotion and affect in museumswhich have often utilised elements of sptal 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 mightaddto the current practices of museuminterpretation . We have explored

how emotion and affect are intrinsic elements of the gameplay experienceitivvideogames

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 matives and

negative emotions. We have also seen how the aesthetic elements of games, such as the

design of spaces and the use of objectsidd movementare also acknowledged as having

emotional and affective potential. Videogames have also been examinedaamedium with
AAPAAEOU Oi AOGEI A Ai PAOEEA AT 11T AAOQGETT O AAOxAAI
situations through the use of player choice and agency, resulting in a sense of responsibility

Al O OEA CAI A0 1 O0OAT i A8 4 briextEdn v tgpddndskengthE ODPAOE A
of emotional and affective response has also been explored. Finally, the individual nature of

A Pl AUAOBO OAOPI T OAOG EAO Al 61 OAOGOI OAA ET O1T 1T A
an exploration of emergent gameplaywhere players take an active role in the construction

i £ A CAIABO OOI OU A trdativdlyAcAgnifivelCandiethotidnkllg AGE T C

manner reminiscent of the museum interpretation process. The similarity raises the

guestion as to what a museumsideogame 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
ChapterSix further explores these and other ideas in relation to rhetoric anitls 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 itthis chapter begins with an examination of game studies
for, as established in ChaptefThree, it is here that the concept of procedural rhetoric
originated. Procedural rhetoric explores how, through the use of systemsprocesses 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 etertainment, 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 rhdoric, which can then be explored in terms of existing museum
videogames and themuseum 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 (200139) describes their capability to create
representative environments as one of the things that makes videogames so powerful.
Videogames can also utilise symboliofms of representation, and are therefore capable of
addressing arguments about symbolic or noimaterial concepts such as societal, cultural or
political processes (Bogost 2008:126). Fernande¥ara (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 mesgag 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 rhem

(T xAROAOh EO EO CAIi AO OEAO AT i1 OTEAAOA Al OEAAITI
research (FernandezVara 2019:150. This is where the persuasive element of rhetoric is

most easily recognised and expressed. Serious games, which tend taldeith 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

OEOI OCE TACi OEAOQEIT 1T 1 £ OE fraQoi2:284. Ohe pdicAt@liofOE AAT A
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 (200836) argues that when we play games which

incorporate rhetoric, we engage in the exploration of possibility spaces, the negotiation of

xEAO EO Al 11T xAA xEOEET OEA OOI A0 T &£ OEA CAI A Al
this process of interpreting game rules that players encounter and can criticallgngage with

the intended message. A number of authors have acknowledged the importance of the

bl AUAO AO Al AcCAT O ET Al 1 OOOOAOET ¢ AOCcOi AT OO Ol
This active role of the player is, after all, what distinguishes videogames from other media.

AsKing @010)AT i i AT O O hgadd niakedlts €eliin through the processes it requires

players to enacB"8U ET OAOAAOQOETI ¢ xEOE OEA CAI Ad&n OUOOAT Of
AT A O1 AAOOGOAT A Ei x OEA DOl AROOAOG AARAEET A OEA CAI
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.

Celest€2018) is an indie game available on PC, Nintendo Switch, PlayStation and Xbox that

received universal critical acclain®® As an example ofa game which utilises procedural

rhetoric, Celestas interesting in that it does not fall in the serious gme 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 Celestefollows the character of Madelineas she climbs the titular (and

fictional) Celeste Mountain, whilst exploring her struggles in navigating mental health and

identity issuesz issueswhich Madelinebelievescan be overcome by climbing the mountain

This is where procedural rhetoric comes ito play becauseCelestds intentionally difficult

Oi Aiipi AGA8 )OO AEEZEZEAODI OU &I O0Ii O PAOO 1T &£ OEA
DOAAEOGA 11T OGAI AT O 1 AAEAT EAO8 *0O00OO AO - AAAIETAG

overcome her problems is hard, thexperience of playing the game is also hard. In this way,

43 SeeClarkd (Q018) article regarding Celeste
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You can do this.

/¢
1

Celeste is intended to be a challenging and rewarding experience.
If the default game proves inaccessible to you, we hope that
you can still find that experience with Assist Mode.

Figbpd 471 Dd ! OAOAAT AO OEA AT A 1 & OEA #AI AOG
i AOOACA8 "1 0011 d ! AOE O Apfoeptsghis@dredriiicedng thé idtehded
difficulty of the game.

Images © Maldy Makes Games.

OEA CAIi A0 AT OA OUOOAI O AOA Al ECIT AtAsishBr@E OEA
but if you keep trying, you can overcome it [Fi.1]. Failure is also an integral and frequent

part of gameplay. It is expected that players will fail irCelesteoften 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

128

E /



AEZEZEAOI OU ET AAAAOOEARAS &1, &&¢GHE it Com3EvAhaOAOOEOD
i AOOACA &£O01 i1 OEA AAOGAI T PAO AgbPl AETETI ¢C OEAO O#A
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discouraging the use of assist modé negate the intended experienceg the procedural

rhetoric implemented in the difficulty.

6.1.2 Critical Thinking: Choice and Authorship

"OEI AET ¢ T AATET ¢ ET O A OEAAT CAIi AGO OUOOAI Oh EI
will be successfully engaged with itThe manner in which people interact with these games

is also important. Ferrara (2012:208) suggests that procedural rhetoric gam® can be

especially effective at helping players to critically consider, and ideally adopt, the core

message of the gamd@his is achieved by implementing the statement, meaning or message

AO A £O1T AAT AT OA1T PAOO 1T £ OEAn dderAdpbo@résth&€ 1 OOT AU
bl AUAO EO AOEAA OI OAOGU ET 8 OI OEA 1 AOOACA OEAC
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

AT A OEAEO AT 1 OANOAT ARG xEOEET OEA Ai10A@O 1T &£
message $eiffert and Nothhaft 2015:26). Ferrara (2012:209) also comments that

discovery is an important element of rhetoic 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 afystems and processes. Yet, it is also possible to see

Eil x OEA AAO 1T &£ Pl AU AT AT OOACAO OEA ET OAOPOAOAC
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 participatesAT A OEA | AAEET A0 OAODPI 1T OAO
wholly dictated by the developer (Gee 200:84). Therefore, the construction, interpretation,

and deconstruction ofprocedural 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

AAT AA OAAT EbHiter £LAterO@RIG,5aGeridud ame about feeding pets

designed to encourage healthy nutritional habits in children. In order to succeed Fitter

Critersh OOOAAT OO i 06O OAOU ET 6 OF OEA EAAA OEAO £
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than one that has too much fat, sugar, or overall calorie coutitAn evaluation of the game

in the Games for Healthournal found that the attitude of many players towards healthy

eating changel and, generally, there was an increase in nutritional knowledge, though

further research would be needed to explore whether this translated into longerm

behavioural change (Schneider et al. 2012). Ferrara (201202) 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 tasel OA 1T £ OAODPI 1 OEAEI EOU A&l O OE?Z
discussed (Veale 2015). Ferrara (2012:202,208, 2013:301) states that players must be

I £ZEAOAA AET EAAO AT A OEAO All AET EAAOh AOGAT OEA
them and an advantage to choosg them. Otherwise, the player is not critically engaged in

learning about and interpreting the message through navigating the systems. Thusy

giving players choices, you can encourage them to think critically about the merits and

drawbacks of each choie (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 choicéthen you

make procedural rhetaic 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.

Inthe- A$ 1T T Xidled Gatn¢2006) by Molleindustria, the game makes the argument tt
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 operat@$e 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 diseasetzhttle 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 taform players about the dubious
practices behind the fastfood industry, and through its systems and processes helps them
understand how the cycle is dependent upon customer demand. The procedural rhetoric of

the- A$ 1 1 NiteA &&neould therefore be sen as attempting to persuade players to

4 Ferrarad OK EOOAO # OEOOAOOGSE OOAI EOOEIT O OEA O6! DO &I O
Department of Agriculture: https://appsforhealthykids.devpost.com/submissions/6134 -fitter -
critters
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reconsider their fastfood habits and to work to improve fastfood company practices.
Civilization VI (2016), a world-building strategy game, provides a further example to
explore how procedural rhetoric might be u®d to tackle reatworld issues. With the release

of a game expansionCivilization VI: Gathering Stornin 2019, a new mechanic was added
which conveys a message about the realorld issue of climate change. [Fi$.2]. A number

of systems within the game dect how climate conditions are represented, but the most
notable is the impact of the newlyintroduced resources and methods of producing power.
When players need to produce power for their growing cities, initial options available to
them are based uporfossil fuels. This is because the game is based at least in part on how
the real world has developed. Players rely on coal or dilased power plants before different
options based upon renewable energy sources become available. Continuing to use coal
power once renewable sources of power have become availablas 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 ther
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 [F&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 intoCivilization VI could therefore be read as a commentary or

persuasive argumet for the use of more renewable energy sources in the real world.

As discussed, procedural rhetoric is not onsided. The player is not passive, or rather

cannot be passive. They undertake a process of uncovering aimderpreting information

xEEAE ET &£ OAT AAO OEA AAAEOEIT O OEAU i AEA EI

critical interpretation is another important element of procedural rhetoric. Wardrip-Fruin
(2009:217) comments that the ability of videoganes 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 rhetorican 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 exposingimitations and exploring different perspectives and

Fig 6.2 Left: A screenshot of the world climate screen i€ivilization VI: Gathering StormRight:
A storm damaging ity in Civilization VI: Gathering Storm

Images © Firaxis Games, AspyBource:Rock Paper Shotgun.

[Theseimages have been removed by the author for copyright reasoris
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ways of doing (King 2010 Richardson 2020). This process is summed up quite neatly by

Gee:

O6 EAAT CAI AOG EAOA AT O1T1 AO pi OAT OEAI O AOAA
experience the world frodh E £#£ZAOAT O PAOOPAAOEOAO8 4EEO | AE
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 consciousty and render somef your own previous models conscious by

contrast in the process than is typical of our daily lives in the real world

(Gee 200r: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 andPotential 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 lan Bogost introduced the concepfiécobs 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 & 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 perspectivez that of the developer(s) Seffert 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 alsoJacobs et al. 2021). As individual players brin 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 playesgHigh Teadesigned in the
context ofaWellcome 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 theMO O A Oi 6 Oe (BirdhAlOaadHenson 20118).

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 effectivelyor gain the best score.

In his essayAgainst 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 tMald. If games are designed

for procedural rhetoric, but notthepA UAOh OEAU OEOE 11 O0ET C OIT A T £
AT A AEAT T AT CAOG8 OEAO 1 AEA CAIT AO AT ET UAAT A OI
ET OET OAOAO OEAO A CAiI A8O0 1T AATET C AAT 111U AA A

OEOO AAAT I ABD AR OATARTIOOCON AAT OO Al i pi AGET ¢ OEA
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

CAI AOOE&BI PUAUAOOGSE AT A ET AT ETC OI h bi OAT OEAITT U
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

pOil AAAOOAI OEAOI OEA EO OAOAI U OOOAOAA k@bl EAEOI
players that there isamessage or position that the game is attempting to communicatéhis

risks persuasion becomingcoercion,as playess are not informed and aware participants in

Whilst objects and even technology can be imbued with ethics, values or politics, ultimately

these are personal experiences, and how the player interacts with aratings 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 engagén that process of conversation as

described by Bogost. Procedural rhetoric should not be about communicating ideas the

player, but rather inviting players to participate in a conversationabout 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
OOAAAOCOAEOI T U EIiPIAI AT O OEEO OUBPA T &£ POI ARAAOOAI
meaningl AEET C8 8 & Bisiddriig Pdiential Binditation& particularly for museum

CAi A0 OOET ¢ POI AAAOOAI OEAOI OEAh +ETGC EI EEO O
I 60 A PIiET O OEAO EO AOPAAEAI T U APPI EAAAI A8 T7E/
something beyondtheir frame of experience, the player will always be engaging with

Ol i AOEET ¢ OEAEZOODRBT COAOBDAAT O OAPOAOAINOAAG | +E
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ChapterFive, the limitations involved in attempis OT AT i i OT EAAOA OEA Oi
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
OEAAT CAI AO AAT AT EO OAPOAOGAT &6 OEA OI OEAOS
and perspectives that may help with understanding and identification, and, with the use of
procedural rhetoric, challenge some of the ssumptions 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. Bogos2q07:244,340) stated that procedural rhetoric

would be most effective and meaningful when it allowedp A U A @@rrogale oud world,

Oi AiTiTTATO 11 EOh O AEOOODO 7:45n)AomihentsithatAT C
OEAAT CAT AOG EAOGA OAT O1T 1 AO bpi 6AT OEAT O1 AOA
x1 Ol A EOIT I AE ££AG hlhyé Ob 100 GRRAOIOAERA OFTs OAAD

narrative/fiction of the game they are empowered to start a conversation with the game
about values, morals and ethics (Guanibluru 2016; Sicart 2013:12). Like museum
interpretative practices which provide new pespectives and challenge preconceptions,

games with procedural rhetoric can fulfil similar purposes. Taking this further, Ferrara

OEAO

ET

AOA
I £ O

jgnmpodgonoq AOCOAO OEAO OCAI AO AAT 011 O6GA OAAI

experience political, economic or social sues from a perspective outside existing frames of
reference. When procedural rhetoric relates to realvorld 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 asSeptember 12 (2003), a
gamex EEAE AEAI 1 AT CcAO OEA bpiil EOEAAI PHIlEAU
following the September 110 terror attacks on the Twin Towers (Espel 2015). Not all
videogames that put forward a political argument necessarily acknowledge that thegre
political, as we shall see later in this chapter witlthe Decision Poirg Theatre making critical
engagement all the more importantTherefore, it is worth exploring a few more examples
of procedural rhetoric in games tackling contemporary issues, to aid asideration of what

procedural rhetoric might be capable of in museum games and its potential drawbacks.

Bury Me, My Lov€017) was initially conceived as a mobile game. The title is drawn from a
SUOEAT DPEOAOA xEEAE ADDPOI PEDEBREUAADADORKRAB
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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 attept to reach safety and as such, the narrative is
based on the experiences of refugees who have undertaken similar journeys to Eurdpe.
4EA CAT A8O OAI AAGAh AOQGOET C TTCIETC OAAZEOCAA
often-negative portrayal of refugees in popular medigBerry et al.2016). Bury Me, My Love

p>2
O/
m

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 emotiomadpacts

of common refugee experiences. IBury Me, My Lovgou 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 photiige interface through which players advise

Nour as she makes decisions, and provide comfort and support when she encounters

difficulties and dangers [Fig6.3]. In order to represent a realistic experience, at times Nour

will do what she thinks is best in a particular situation, egn if that means acting against the

Dl AUAOS8 O AAOE A A 8-scdpted, furthé fredibds us>offhg ted Geopke ®ehind

OEA OAOI O Oi ECOAT 08 AT A OOAZEOGCAAG OEOI OCE Oi A
mistakes [Fig6.3].

In the game procedual rhetoric is primarily found in its realistic depiction of situations

affecting refugees and the processes behind them. The information the player receives is

pOOPT OAEOI T U 1 EIi EOAA AO OEAU AOA AEOOAT AAA £FEOI I
right or wrong choices inBury Me My Lovdh xEOE DHOI COAOOEI 1T OAI UET C
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 redtt 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 siation 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 ples. In total there are 19 different

45 The story of Bury Me, My Loves partially based on the experience of Dana, a Syrian refugee,

whose journey to Europe was documented by French journalist Lucie Soullier. The articén

French-O, A AGIAU A6 OT A 1 EQAGAIAOA ODUOEAT 1EET 7EAOO! PP6 | 4EA
Migrant, as Told by heiWhatsAppMessages) can be found at:
https://www.lemonde.fr/international/visuel/2015/12/18/dans __-le-telephone-d-une-migrante-
syrienne_4834834_3210.html
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Nour ® Nour
O  Busy D ® Online

06:13 PM

But we gotta leave now for
Edirne though

I'm going to bed early 09:03 AM

06:13 PM

He says we're getting friends
and family discount.
09:03 AM

I'm gonna need some rest
06:13 PM

Up at 5am tomorrow!!!

06:13 PM Sounds fair.

~¢ 09:03 AM

Ouch.
NESTIEM To go to Bulgaria or Edirne?
_ 09:03 AM
Hang in tree!
~ 06:13 PM
Whoops! Reply...
~ 06:13 PM

| meant "hang in there"!!!
~ 06:13 PM

To Bulgaria.

-
06:13 PM

To Edirne.

Nour is busy

Fig 6.3:Moments of humanity inBury Me, My Love.
Images © The Pixel HuntArte France/ FIGS

endings toBury Me, My Lovesome of which are hopeful, others harrowing. When played on
mobile (and arguably, the game is best on mobileiBury Me, My Lovalso effectively utilises
a mechanic that simulates reatime messaging which has both emotional/affective and

procedural rhetoric potential. Following decisions about tense or dangerous situations

AL~ 2 N = P

OARET ¢ OEA | AGOACA 6.1 00 EO Aifyouhsar badkataE AOET ¢ O
is surprisingly affective as player investment in their choices can build empathy with the

character of Nour and her circumstances (Richardson 2020:539). Simultaneoudyury Me,

My Loveenables the player to experience the worry and wait of those left behind whilst

friends and families attempt the treacherous journeyBury Me, My Lovés not always a

EADPPU CAi Ah AOO EZ EO EO O AAAOOAOAT U OAE AAOD

meant to be. As such, it is the hope of the developers that players will continue to ponder on
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the stories of refugees beyond the ganfé.Bury Me, My Lovéhus demonstrates that a game

xEEAE OOEI EOAO bpOi AAAOOAI OEAOI OEA OAAET ENOAO
enabling critical interpretation of a current social and political issue.

Short indie gameEasy Level Lif¢2016) was developed by DE Tea 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 Lif® OT OmAlln@se @l EAA £ O DAI BPI A 1T M8 AT 11060
2EAEAOAOT T80 jenegndvowqg ET OAOOEAx xEOE 900UN
frustration with the media and online forums directly inspired Easy Level Lifeand its

inclusion of mock newspaper articles. i Easy Level Lifehe 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 immediatey 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 [Fig6.4]. 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 screeof 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 threabften
misrepresenting the situation entirely. The frequent disconnect beveen media portrayal

AT A OAAT EOU EO I AAA Al AAO ET OEAOA 11T AE AOOQEAI
"1 AAE DPAOOT 18 -and hbsu@OOB T GRAASE AUAOAA OEA T £#ZZEAAROO
xEOE OEAEO EAT6AIO ET OEA AEOG6 r &EC

Easy Level ife is intentionally and explicitly politically and socially charged, dealing with

issues of systemic racism and pate brutality towards Black people in America. It asks

bl AUAOO EZ OEAU AOA OxEITETC OI OOADbhd OOOEAA
experiences of people of colouf® The political nature of the game is further emphasised in

the defaultname forOAOA A£ET A0 &' #!1 "8 j!111 #1 DO ! OA " AOOAC

asapolitical slogan. There are clear elements of procedural rhetoric iBasy Level Li@ O

w4EA AAOAT T PAOO APPOAOO OEEO xEOE ORMAOEBEA Al OEA CHAA
website, available athttps://burymemylove.arte.tv/

7& 011 $% 4AAI1 80 CAhskLedelifé Availabie Gtthitpk:/tivEcude.itch.io/easy -

level-life

48 |bid.
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EAT BREAKFAST.
CROSS THE STREET.
QUICKLY GO PAST.
STAND THERE QUIETLY.
THIS IS SO SCARY!

-
1'"‘
o
——
™ - g ™
- = =

TRY AGAIN
F'VE HAD ENOUGH, THANKS

Fig 6.4: PlayingEasy Level Lif¢2016)
Images © DE Team.
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message thathe OCAT Ad EO OECCAA A& O PAIPIA T &£ Ai1160 j .
is suggested though 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

OO0U ,IAGABY 60OA EAA A4 O ofhichd dr€alss interestitd 04 OU
ACAET 8 OAEAO bPI AUAOO AAAE O1 OEA AACEITTEITCh BO
OEA OOECGCAAG IxEEIMO 10F 6GAA EQVMAI AAT T OCE OEAT EO8 E
latter could potentially reflect the feelings of the developers the attitude of the player on

realising they cannot win the gameorthe adoption of a proactive attitude towards ending

police rOOAT EQU8 2EAEAOAOIT jc¢mecnmdquowq OEOO 11 OAO

i AAA ET OEAA OEA CAi As 3A1 AAOCET ¢ O)60A EAA AT T
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. @&ademic 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 worksve focused specifically on

rhetoric in the museum sector, as Kidd (2014:1) notes, mesims are yet to fully understand

OEA EIi Pl EAAOGEITO 1T &£ AT CACEI ¢ OEOEOI OO xEOE O0b
AEOPI AUOG ET xEAO EO EIT AOAAuOd detfiig.Thedoflomihgc OAAT CI
section will therefore explore museum engagments 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 £1 OT AAGET 1T 1T £ OEA O- OOAOMGhelphry . 1T O . AD
argument of the campaign, as the name suggests, is that museums are not neutral
ET OOEOOOETI T O AT A AAT AA OPiI xAOAEOI ACAKdOO T £ Ol 7
(2014:7) further OOCCAOOO OEAO | OOAOI 6 OEI O1 Ah AO 1 AAGO |

who understand and undertake in social justiceThe study of rhetoric in museums is

29WAEA O- OOADOI O ' OA . taOtefokdddOAI 8 AAiI PAECIT
https://www.museumsarenotneutral.com/
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particularly significant in light of these changing perspectives on the role of museums in

sodety in regard to social, political and economic issues. Similaugstions have been posed

by museum professionals, withKate McLeod (2017) asking whether museums had a

OAODPI 1T OEAETI EOU O1 AAAT T A (nbreadidylk Gacadertics AtlA1 T COA
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 summarisedKayleigh Bryant-

" OAAT xA1 160 EAUT-DHAOOHOAEET &l & OOARAI ACAET 00 1 AOC
museums can be questioned; in the influence that museums have oubeir 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

T AOOAOEOAO8 'O - OOAxOEE AT A | OOOuusgumgsmapewq AT 11 .
DOl ABGAOO AT A POTEAAOO 1T £ AT 111 EEamebbO(R086:30EAU AOA
Al 01 AOCOAO OEAO | OOAOI O AOA OET AGOOEAAAIT U DI
culturalBT x A088 - OOADOI O AOA OA Oldiments tardd bfteh fef@&@ AAT T U O
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 topids 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

AO T AAEAhRh AOET CET ¢ OIT CAOEAO 1 AT U AE£EAROAT O Al A
AT A A O C @vieidel aiQ dtous 2007:94). Note the rhetorical implications of the use of

OEA x1 OA OAOCOIi AT 68 E-B) @dnsnents AR iBsuds Afl aktio3hipj p ww Y d o
political and economic interests, inclusion and exclusion of audiences, andetiprivileging

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 1998:35). Similarly, Bonnell and 8non (2007:68) acknowledge that

museum exhibitions often communicag 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 meaninggshrough 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 beconsidered meaningful because they have an emotional,

evocative, or affective weight; or because they hold a particular meaning or significance for

certain audiences (Dickinsonet al. 2010:3). As such, the interpretation of meaning and

significance by visDT 00 EO DPAOO 1T £ A OEECEI U Al i Pl EAAOAA
xEAAO ET OAOPOAOEOA A&EOAI Ax1 OE xEOEET xEEAE OEAI
Interpretative and exhibition design form an important part of explorations of rhetoric and

persuason in museums.

Although anT AE A A 08 Ois domnduhidatedghrough interpretation in museums, the
message or argument behind that particulainterpretation is often only noticeable in its
absence or when it is challenged. To return to an example from Chaptesut, the artistic
intervention of Fred Wilson at the Maryland Historical Society also included a display of
Western-style suits (Robins ad Baxter 2012). Wilson chose to interpret these suits as
OAT 0001 Abéh O1T AAOI ET E tcentridgrabticefoBlabéllingiclotieE Wwoth OE A %O (
AU O OEAOOS AsB). IDdoingsd, vilshrioditiquestitie @uay in which Western
museums interpret and build narratives of meaning around their objects (Robinsand
Baxter 2012:248).Outside of projects such as this, in most cases the museum remains the
author of the meaninds) 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 lited. As

Dickinsonetalj ¢mpmngpoq 11 OAh OEEO OOCCAOOO OEAO OEAOA
but instead elements such as language, narrative, and tropes that we use to articulate the
DAOGO AAT 1 £OAT AA OOAA A ésouickEdwbeh usddskléctivélylor OA OT OO/

AOAAGEOGAT U ET Al OETOATOEITS T &£ T AATET Ch AAI
(Bogost 2008:124;Dickinson et al. 2010. In this way, museums can use interpretation to

persuasively present the past and its relevare 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 ordertoO O C CA O G EHOIOORAA DI OOEAEIT EOE
Ol AEAI Al O AGET 1 08 :%38, degE@dBol MunslBwA 20075200 Wegset p v

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.

Fig6.5: 'Guarded View' by Fred Wilson
Image © Fred Wilson. 8urce: Whitney Museum of American Art.
[This image has been removed by the author for copyright reasohs
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In academic works, the concepof rhetoric in terms of museums has been further explored.

7 A E O A O dvOseumi RBefori¢2017:5) makes a distinction between the study of rhetoric

inil OOAOI Oh T O OOEAOI OEAAI 1 OOAT | bfgnuseums, &T A OT AA«
Oi OOAT 11 CEMAAI2 EQREONGIED A | OOAT 1T cu AAT AA OOOAEA
AOA OPAOOOAAAA O O1TEOA OEAEO EAAT OEOEAO xEOE
OPAAAGh OEOT OCE |1 OOAOI O xEEAEh OOEI ¢ AQEEAEOEI
unificatET T T £ AEOAOOA DPAOOOG j WAHODM3I®)nphesgoh OAA
concepts of identification and unification can also be found in the work of Dickinsowet al.
jcmpndpq xEI A@gbil OA Eix OOEAOI OEAh 1T AIT OUR A
relaOET T 06h AT 1T1TAAOETI ¢ PAIPI A xEOE T AEAAOOh EEOO
AT Al OERO ODT A 1T £ OEAOI OEAAT | OOABI 6 AOG OEOGAO i
According to Weiser (2017:3334), rhetorical museums serve as a place of intersgon

between the public and the academic, political and aesthetic, where rhetore®1 EOAO OEA
logical and the emotional into thoughtful, actionl OE AT OA A pPMiBONRAeD doésl &

discuss the persuasive element of rhetoric, Lafrenz Samuels (2015:4) reaexplicitly tackles

OEA EAAA 1T &£ OEAOEOACA AO PAOOOAOGEI 188 T7EOEET E
through the social, political, economic, and moral contexts of museums, as well as
considerations of the persuasive power of presenting objestor 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 lf@enz Samuels (2015:78) argues, to

Aobpl 1 OA 1 OOAOGI OEAOI OEA EO O Agpbi i1 OA EIT x OEA 1
put forward and encourage the acceptance of a specific narrative.

Alongside the rhetoric that arises from the use of persuasiand 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 museumsLafrenz Samels (2015:4) discusses the wider

OOEAOT OEA 1T &£ EAOEOACAGHh ET OAOI O 1T &£ OEA AQGEOC
heritage is enacted, codified and institutionalised; which can often be problematic and, as is

often acknowledged, need frequent rexami ET ¢8 &1 O ET OOAT AAh +AO01 0O«
study of cultural traditions in a Viethamese village explores alternative methods and
understandings of heritage to typical Western standards. In particular, practices and
understandings of authenticity and presevation in relation to historic religious temples are

discussed. Within Viethamese culturewhen 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 (Karlstrém
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 (Karlstrém 2015:33). Their concept
of authenticity is more fluid and complex than is generally considered within museums
(Karlstrom 2015:31; McGee 2006:181). Karlstrom (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 caechwith
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 templeinterpretation 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 (Karlstrom 2015:4244). Rhetoric, therefore, can be put into
practice using a variety of intepretative 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 technologysuch as videogames which, as Gruber (2014)

notes are underexplored in current literature, thatthe following sections will explore.

6.2.2 Critical Thinking: The Case oDecision Points Theatre

Staiff (2014:14) wrote that contemporary interpretation in museums is characterised in

PAOO AU OAOEOEAAT NOAOOEITO068 xEEAE 1 AAA O1 OE
rhetoric there has been a shift towards museums as places where visitors can debate and

critically engage with contemporary issues as part othe interpretative process and

negotiation of meaning. This critical engagement is arguably even more important

considering nonl AOOOAT EOU AT A OEAOT OEA ET ditbahd O Oh AO
consider the nature and source of the evidence and infOi AOET 1T DOAOAT OAAS ET |
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 expectdions 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 ceproductive practices and spacesvhere critical debate and discussiorcantake

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 calesigning.In this sense, museums are increasimyg
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 aredms 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 z successfully or unsuccessfully in practice.

Joshua DanieWariya (2019) explores elements of procedural rhetoric in the digital game

Decision Point$rom the Decision Points Theatreat the George Bush Memorial Library. The

game forms part of @ exhibition on the Bush Doctrinethe foreign policy principles

employed by George Bush during his presidenéyimportantly, Daniel-Wariya (2019:389)

notes, due to its political ties and purpose as a memorial library thduseum usually avoids

OEA 11T O0A AiTO01I OAOOGEAT AOPAAOO T &£ "OOES8O 00AOE.
traverse the Museum as intended, after a section of films and information that explore

"OOEGO Pil1EAU AAAEOET 1T Oh Ad was elettdd, bbtibdfokeAie DT ET OO0
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 & foreign policy, and how situations encountered within the

Decision Pointgame 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 1% 2001 and, as such, arriving at the Decision Points Theatre,

OEA EAAA 1T &£ AAAT ET ¢ xEOE Be0i&iod BatpavisitmQRtOE ET OE/
the position of George Bush at key points during his term as president. The scenarios the

game cowers include the response to Hurricane Katrina and the decision to invade Iraq. The

ET OAT AAA OEAOT OEAAT 1 AOOGACA T &£ OEA CAI A EO OEA«
to achieve this by engaging visitors critically with each situatiomising inform ation that was

available to Bush. In this way, the game asks visitors to engage with the experience of the

Ol OEAO8 ET A 1T ATTAO xEEAE pihitn§ Banel &d Bindhi CA  OEA

2007:81). The game asks players to choose one of four scenaripgyviding each individual

o4 gA A£OI1T "OOE $1 AOOETA A0 OAEAT &OiIiT " OOEGO 1 xI 1Al
p8 O-AEA 11 AEOOET Ak hatioAskrarhdidor thedzlai®dldnatiotd O

AAAT O1 086

¢8 O4AEA OEA AEECEO O OEA AT AIU 1 OAOOAAO AA&EI OA OEA
o8 O#11 #0110 OEOAAOO AA&EI OA OEAU A&OI 1 U I AOGAOEAI EUAS8
18 O! AGAT AA 1 EAAOOU ATA Kl AAUAOGO BAAAIAINI IOADT ABEOAD OA O OF
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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 theyave been given and vote collectively

on which action to take.

Due to this dependence on visitor participation, DanieWariya (2019:400) suggeststhat

although Decision Pointsnight 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 videogamdike. This is interesting as it doesnot necessarily align with

understandings of videogame narrative, authorship and emergent gameplay discussed in

Chapter Four. DanielWariya also acknowledges thaDecision Pointss far from perfect as a

rhetorical tool, but highlights some specific rhetoical capacities of videogamethat it uses

which make it suitable for further exploration. In particular, he identifies three key elements

OEAO AOA OOAA xEOEET OEA S$AAEOEIT O0TET OO0 4EAAOC
player is able to meaingfully 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 BushkA OA %BAAOOEOA #1171 EFAOAT AA BBl I EIT OE
Second is the use ofalorised outcomes, the message that the designers want the game to

convey. WithinDecision PointO EEO x1 01 A AA Al O bl AUdedsdnsOT DAOAA
AO OAT OOAAOGBHh T O AEAIT T AT CA OE Avarking diougthel AADOET 1

processes of the game and interpreting the information to see if they independently arrive

i [ “ll —-— Il
1 ) - . L

Fige6:4 EA #OEOEAAI $AAEOEI T O w@EEAEOEIT OS$AAE
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 mechan{®aniel-Wariya 2019:388).

A number of aspects of theéDecision Pointsexperience 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 exely clear. If players find that

they disagree with Bush, the game accepts their response but provides an explanation for

OEA DPOAOEAAT 060 OEET EET ¢ O Al AT OoAtgsAvayEOOOE A O
Decision Pointgreates space fordebat« EEAE AAT 1T PAT OPAI Pi AoO 1 ET A
OEAx 11 O bEAOS Hopwever iRpiajets faid tm make, g desision, they are

reminded that inaction was not an option for the presidentandit is alsonot an option in

the game (DanielWariya 2019:393). They must make a decision to complete the game. In

addition, there are other layers of rhetoric at work. The location oDecision Pointplays a

part in its rhetorical potential. For one, as a Presidential Memorial Library, thdluseum

attempts to persuade visitors that the person it memoriabes was a good President. As such,

within the Museum the narrative is one that encourages visitors to see tRfO A OEAAT 06 O DI EI1
of view and argues that the decisions he made were well thought out dwwvalid. The specific

context of the Bush Doctrine is also important. DaniélVariya (2019:405) suggests that

visitors encountering information on the Bush Doctrine after completingDecision Points

would not immediately understand its link to the game andherefore would fail to recognise

OE A CrAdtoAdal @ole 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 casef the Bush Doctrine. However, | 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 Septembér 11

terror attacks, and theMuseum as a Presiential Library, means that visitors probably had

some sense of the message they were likely to encounter Decision Pointseven if the

format was unfamiliar to them. Whilst they may not have the skills required to immediately

interrogate the game, | bdf AOA OEAO OEA CAI A3O OUOOATI O 1T &£ AA
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 andinterpret 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 neneutrality, 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

AAT ATAA 1T £ Ppi xAO0O AAT A1 O Ei PAAO 11 Aagd OOAODI 860
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

AFAAAA xEOE AAOECIT ET C Al AQEEAE édhow divéesedhe OEA ODPA
OPAi PpI A8 AOAh xEOE 1T AT U [T ETT OECEAOG AT A OI AEAT
for representation and connection. Whilst new narrative approaches might improve

representation, the narrative(s) that the museum uses will likelyrepresent 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. BHMuseum

began to undergo a process afecolonisationin response to changing attitudes amongst its

community. Tensions arose between Westereducated Museum staff and local artists who

felt that they were not reflected in exhibitions, but who still recogrised 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 ofMuseum staff held rhetorical powet as the objects on display and how

they were interpreted formed a collective memory which didnot represent the wider

community, a majority black population, or their heritage and traditions. Even when

changes were made, McGee (2006:192) notes that in mamasesthe changes were

temporary, and that the potential to challenge the status quo went unet. Thus, theMuseum

OOEI 1T DI OOOAUAA A mI AxAA TAITOU T &£ OEA AT 01 00
- O0OAOI 60 AOOGATI POO O ETOITOA A cOil Obthd £ 311 Al
MOOAOGI 60 TAEAAOO AgAi ET AA OEI koAt A edgedsO OAIT AC
began to challenge the existing interpretation of objects, Lynch (2014) nadethat the

l
- OOAOI OAOPTTAAA AU OEOOAOEIT ¢ OEA Ai1 OOEAOGOEII
way that subverted any substantial challenge to the MDAOI 60 1T AOOAOEOAS8 Y%
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 dialogug instead maintaining AT OT A E A A 6 KL§n& 2012:B78%).OThése

situations reflect a common rhetoric, especially in national museums, where the selection

I £/ 1T AEAAOO AT A OIT PEAO AU OEA |1 OOAOI 60 AibBIiT UAAC
TAGEIT 10 AOOET OE OlandAvhidh Qigitdrdate@ncdiiaged td enbiack A A1 &
(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 authoriy 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. Grubef2014) critically examines The Majesty of All Under Heavean

exhibition of the terracotta warriors at the Hong Kong Museum of Historyand the ways in

which the exhibion AOOAT POAA Oi DPAOOOAAA OEOEOI 00 O1 Al
discourse of unification by emphasising the power and grandeur of Chinghis 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 andthis study are the ways visitors were encouraged to participate in

rhetoric through digital technologiess ' OOAAO jc¢nmptdpupq AAOAOEAAC
OOEADIEOBEA DPAT PI A6d xEAOA OEAOI OEA EO PAOAE Of A
digital spaces. These includedhe first encounter visitors had with the rhetoric of the

exhibition, a large interactive film, andan interactive where visitors could project heir face

onto aterracotawA OOET O OEAOAAU AT AAOET ¢ AT AGrubgl | AT O xE
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 thid 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, tradional 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

= s oA A oz o~ e

AOA OAOOAAEAAS AU OEA DPOI EAAOGEI T8 ' OOAAO jqgmp:

ET OAT AAA Oi Ei pIi U OEA bl OA1T OEAI i DBDT OEOEI 1T £EA
narrative.
AEAOA AOA O1TIT A 11 O0AAT A Al Ai AT 6O OEAO ADEI A OEE

features heavily, with an emphasis on immersion and visitor participation. Whilst not a

videogame, the interpretation in the exhibition does have playful, gaedlike 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

AT AAOI AT O T £ OEA A QE EtA&Eidead plagets warking diodgh the | EOOT OO0
rhetoric of games by enacting the 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. $nilarly, as Gruber (2014:163) notes, the narrative of
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OEA AQEEAEOEIT EO 1T1A OEAO AT AT OOACAO EAAT OE £E.
with rhetorically -AEAOCAA Al AT AT 66h OEAU AOA AOGEAA O ATl
and react. The Mgesty of All Under Heavenlso shows how persuasive rhetoric can be

enacted within museums by outside parties. Gruber (2014:163) concludes that the
AGEEAEOEIT EO A CiTA AgAipi A T £ il EOCEAAI AEEA
wherein Mainl AT A #EET A EO AAT A 061 AOGEI A Ob A ObPil EOE
narrative of unification.

What this exhibition highlights are the ways in which persuasion in museums can be

potentially problematic, particularly when the persuasive aims ofthe 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 diculated, so that visitors are aware

that they are engaging in discussion about a specific political or social messagée

importance of the visitor as a challenging voice is highlighted by Kidd (2014:2), who

x OEOAO OEAO OEA OBOEOI ORI WOEKRBRAL EANT T ORADEAAR DI
OEOEAI Agd8 - OOAOI O AOA ET AOAAOGET I U AAATTET C DI
and individuals are able to question the authority of the museum and the narrative they

present. In this way, the musum continues to move away from the ideology of museum as

temple, and towardsthe idea of themuseum as forum (McGee 2006:192). Through rhetoric

and persuasion, museums can become a transformative and transforming power in society.

But what these examplesshow 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 instE OOOET 1 6 OEAO OO &I OxAOA xEAO A OAl A
OAAAADPOAAT A8 OEAx 1T &£ OEA PAOGO AT A POAOAT 08

6.2.4 Museums, Contemporary Issues, and Rhetoric

The potential of museuns 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 Maalonald (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 museurs engaging with complex contemporary issuesising videogames and

rhetorical techniques to encourage positive social change.

As discussed in Chapter FivéJtah Climate Challenges a multiplayer game created for the

National History Museum of Utah by game company Preloaded. Situated within an
AGEEAEOEIT 1T Al O®éh dikate@halleAdiasks (e@etsvAnddilding a Utah

city for the future whilst also tackling climate change. Rwyers participate in groups, making

choices from a series of individual options to most effectively meet the needs of the city.

These choices emphasesthe impact of different policies on climate change, and climate

change on the city [Fid.7]. The rhetorical nature of the game is made clear bjuseum staff

who comment that they wantedd EA CAI A 001 AA£EAAO CAT OET A AAEAO
I £ OOOOAET AAEI EOURh AET AEOAOOEOUH Thelrdlldots AOET T C
discussions ofhow procedural rhetoric might impact behaviour by representing realworld

situations. The choices players make itJtah Climate Challengeaare made meaningful
AAAAOOAR AO &AOOAOA AOGCOAA AAOI EAOh £EAEI OOA E
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 Challengencourages 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 actiors may bring about change, but more options

are available and actions more effective when the game is tackled by groups. This also opens

Op AT ii Ol EAAOCEIT AAOxAAT DI AUAOO 11 OEAEO EIT OZ
decisions impact the overall progess 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 sabotagin@gogression,

as players tended ® encourage each other to work towards the common good, enacting

behaviours that could betranslated into real collaborative action on climate change. The

- OOAOGI AT 1T A1 OAAO OEAO OI 600 ET PA EQthadthehO OEOEOI
choices mater, that collective impacts are critical, and that we can all work together to make

Fig6.7: Utah Climate Challenge

Image © Preloaded.
[This image has been removed by the author for copyright reasohs

51 As quotedon the Preloaded website available at https://preloaded.com/work/utah -climate-
challenge/
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OEA Z£OOOOA xA xAT 6 EiI 50AESS8

Finally, another museum game that uses elements of procedural rhetoric in a particularly
interesting context is theVirtual Reality Blacksmith(2017) created in collaboration between

the Chain Bridge Forge Museum and the University of Lincoln. Bogost argued that games

are capable drepresenting symbolic arguments which tackle social and cultural issues, and

the Virtual Reality Blacksnith provides insight into how this might be employed by
museums. TheVirtual Reality Blacksmithis a VR recreation of a blacksmiths forge where

players can engage with intangible cultural heritage in this case the blacksmithing skillz

by using real backsmithing techniquesE T A OA&ZA AT OEOI 11 AT O xEEAE
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 baent

to a 3D printer and made real and tangible for players to take home as evidence of their new

skills. The contemporary issue theVirtual Reality Blacksmithtackles, identified by the

Heritage Craft Alliance, is that the number of people trained imaditional 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 vrtual, playful environment where players

can experiment, fail, and learn without fear of consequences might prompt interest and

AT AT OOACA 1T Ax AOAEAT AAO O1 OAEA Ob OEA OEEI I 8

Al

is that young people may goontoAEA ¢ Al AAEOI E O RdregsinglyOten, £1 O OA A

rhetoric and even procedural rhetoric are at work in museums in complex and interesting

ways.

6.3 Conclusions: RhetoricAffordances

To conclude, this chapteexplores how concepts of rhetoric are cosidered 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

52 |hid., see als@ MuseumNext talk by Becky Menlove from the Natural History Museum of Utah

and James Allsopp from Preloaded, available &ittps://www.museumnext.com/article/using -
power-play-inspire-action-around-climate-change/

53 The BBC news report on theVirtual Reality Blacksmih is available at
https://www.youtube.com/watch?v=aBqtTyzQ6EM, see als@ video by the Digital Culture

Network on the project, @hain Bridge Forge |AR& VRAOA 3 O0O0AU s S$SECHEROA] #
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 ditult 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 ,cind potentially
changing attitudes and behaviours in rkation to, real world situations. The representative
power of videogame systems may also provide an additional avenue through which players
AAT AT CACA xEOE OEA PAOOPAAOGEOA 1T &£ OEA OiI OEAOG
successful implementaion 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 thisinterpret and construct meaning with the game. Furthermore,

as players are coc-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 nortneutrality of museums and that they can and arguably should engage
with contemporary issues. Rhetoric is always at play in museums in the constructicof
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 dffe
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 beemrther tackled by
including communities and visitors in the construction of meaning, challenging the
i OOAOIi 60 AOOET OEOAOEOA O1T EAA OEOI OCE DPAOOEAEDA
perspectives to encourage citical engagement. The idea that mesims 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 asspecially 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 senséthe world from different
perspectives, and the way in which museum interpretation aims to engage visit®fin

understanding historical objects and sites. | would therefore argue that videogames ugi
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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 meaniagut forward

by the museum, videogames with procedural rhetoric are built upon the act of questioning.

10 "1 CI o0 jennxdcwrq Aiii Al OO DOTI AAAOOAI OEAO]
NOAOGOET T h TO 1T OEAOXxEOA ET OAOImanyEv@yA inmkikh Al AEI O
museums can provide opportunities for visitors to engage in critical interpretation, the

OEAAT CAI A T AAEOI 60 AZ£EZA OAAT AAOh OOAE AO DAOOEA
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 objecs, sies, or collective histoiies.

As museums increasingly embrace digital technology and continu®e experiment with
videogames, the skills and knowledge tceffectively design and use videogames in
interpretation need to be developedWithin Part Two, Ihave kuilt 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 themresulting in the identification of videogame affordances
that can meaningfully add to museum interpretative practiceln 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 playHard Craftbefore readingPart Three
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7. The Placement: Hard Craft

O(AT AARACERA TNBROOETT 1T &£ OxEAO EETA 1T & AT AOT O/
OAODI 1T OAqd GWile@<LPAMERI2). 11T Ad

7.1 APlacement Journey

21/09/2020

7A1 1T h OEAOGBEO EOS

)y 8 OA EOOO EAA AT 1 EFEOI AGET 1T OEAO 1 U EEAI Ax1 O
this pandemic situation has dragged on far longer than we hoped and

OEAUBOA AAAEAAAR NOEOA ZEAEOI Uh OEAO OEAU
relaxation of restrictions that might not even hgpen. Instead of live

userOAOOET ¢ OEAUBOA OOCEIiCc EAAAAAAE EOT I PO
Al i b1 AGAT U O1 AAROOOAT AAAT Ah AOO EOGB6O A OEAI A
yo8i CITETC O 1TAAKNEGI EBAPDOHGHA RABADI OAOT 1 EEA

AT UBGEET C60 CiETC Of Aii Austenithid DI OOEAI A DO
museum in Australia either, especially with international travel being

all but impossible right now. Frankly, considering my previous bad luck

xEOE OEA ci OAO1Ti AT 060 O1 EOAOOGEOU £&EOT AET ¢ AE.
expected that a global pandeaic would hit in what should be the major

EEAT Axi OE UAAO I &£ OEA 0E$8 ) 080 CAOOGEI C OAO
The one small light at the end of the tunnel is that M4C have changed

the placement regulations, broadening the definiton oD EA OOAOAAOAE

bl AAAT A1 @ éan ibiv exliith @nk to your thesis, rather than

being solely employabilityAAOAA8 ) £ ) AAT EET A OiT 1 AxEAOA (
to work with me for a placement, it should fall under the new

AAEFET EOET T Oh AT A ) T ECEO UAdrcind AAT A O Agbi

in practice.
3ih EOC8O OEI A O CcAO Ai AETETCc8 (I PAEOITU $
EAAAO AAAAOOA ) AAT 80 EAI P AOO AAAI 1 EEA )&

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

specifically using a research through design method. The intentions behind undertaking a

placement with a museum partner were threefold. 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
AEEAAOEOGAT U OOGAA OF &EOOOEAO OEA ET OAOPOAOAOGEOD/
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 withamuseum
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 literaterbased
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 knowbge required, with an
emphasis on utilising free gameamaking 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 growirg 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 shimonth research placement undertaken at the

National Justice Museum in Nottinghm.

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 garoductive techniques
throughout the lifetime of their exhibitions in order to involve visitors in the developmert

of interpretation through conversations, workshops, and provocations. This collaborative
working style is evident in a recent temporary exhibition at the MuseumConstraint /
Restraint, the gallery guide for which included a sample of visitor responses the question
OxEAO AT 1T OOOAET OO x1 O1 A UI O 1 EEA O AA EOAA 1 Ee

including temporary exhibitions, is free, which further facilitates the invitation for visitors
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WHAT CONSTRAINTS IN YOUR LIFE

Power authority @ Claustrophobia @
Medication @ Mental health @ Feeling
trapped, helpless @ Chronic illness O
Medication @ Expectations of other people
O Asociety that is not accepting of different
races and individuals @ The limits of my
body — both in terms of legality with my
transness, and literally with my disabilities @
Freedomto pursuelearningwhatyouwanna
learn without worrying about how useful
it's gonna be in the workforce @ Too many
opinions influences to make up your
own mind @ Freedom to travel without
having to worry about money/paperwork/
law @ Being too afraid to walk home
from work late at night O ‘False News’
World government politics - listen to

WOULD YOU LIKE TO BE FREE OF2

the people! @ The constant fear that
the world could easily be invaded by aliens
and we could be put in cages like the
animalsweare.@ Cycling on pavements Q@
Lack of money to do things many take for
granted, i.e. Holiday abroad and/or home
improvements — despite working full time
at 63 @ Not enough time for me, family,
friends @ Elderly parents @ Committed
relationships @ Periods @ Social media
and the image it portrays how we
should be @ Pouting selfies and massive
eyebrows @ Domination and submission
© Constraints encourage creativity -
Use the tools you're given to create

something @ | would like to be able to fly

\
\
b
?
\
.

&EC x8pd G6EOEOI O OAOAIIN OB
the Constraint / Restraintgallery guide.
Image© The National Justice Museum.

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 asonal events relating to their exhibitions, such as the art installation

Witnessby Susan MacMurrayWitnesswas made from a series of rope pillars which linked

601 OEA DAET OOAEET C DOI AALES iixAE DAOA EGEH ECA EGA @ AR
commonZl O T £ PAT Al 1 AABJie affvork \Bak iksiaile® B Ak oldDET AOG 8
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 hasanohge 1 ¢ OAOEAO 1T £ A£OAA O- AEA )OO 9
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 thecontemporary world, and to contribute to the interpretation of those topics

OEOT OCE AOAAOEOA OAODPI 1 OAO8 4EA . *- A1l O EAO A

Museum where visitors can reflect upon and respond to various themes and contribute

54 The Witnessinstallation at the NJM can be explored further at:
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 collgions, 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 Artspaceplatform for visitors to explore online
before, during and beyond the COVHR9 pandemic. Indeed, onef 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

)y EAA DPOAOGEI 6O1 U xI OEAA xEOE OEA .*- AOOEITC

7.2.2 Placement Plans and Purpose

When my supervisors and | 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 oppatunity to talk through the aims and direction of my research and how it might fit

i v

xEOEET OEA .*-80 AOOOAT O DOICOAIT A 1T & AOAT 0O

outreach. The NJM were interested in making the placement part of an ongoing

~ 2 oA N~ N 9 £ oA £ s oz AN

collaborativepri EAAO AT OEOI AA O)1 cAT OEOGURh #OAAOEOEOU A

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 themeg ingenuity, creativity,
hope - through research, lived experience contributions, and contemporary creative
responses to the objects and themes identified. The objects, which were around twesitye

in number, were from a range of historical eras and many were ofniknown 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,He 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 idea 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 woutl also contribute to the wider thinking and creative

processes exploring the exhibition objects and topics. As such, the brief for the game was
AAEOI U AOT AA AO OEAOA xAOI 860 A OPAAEAZAEA OEAI A
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

- OOAOIi 6060 001 EAAO , AA O OEAOA bDOi O0i OUbPAO
Using the P AAO , AA xT O1 A AT TTAAO OEA -pootubtided i A
practice and allow both myself and the Museum to gain feedback and responses from the

. *-80 OEOEOI O6h O1 &Z£OOOEAO ET &£ O0if OEA AEOAAOQE]

research ideas Furthermore, due to my previous experience with Twine, the intended

£ OE

i
TO xI

software for the game, | 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 theIntroduction, the placement us&l a research through design

methodology which draws upon the design thinking process, elements of autoethnography,

AT A EDERAGEOET T AO 1 1 AAlfrashesorkAalbuk ByiSkaks (2018BHE OET T §
This methodology was appropriate for the project asreative research methods can offer

Ol Ax xAUO | EEERNEH xEBHQGBOEI ACA OOAE OEEIT CO A0 b
Ei ACET AGET1T AT A OEA O1 AobpbAAOAAG AO OAOT OOAAO O
constructed (Kara 2020:6,29). Research through é&gn 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 (2008:24) who comment that the research

OEOI OCE AAOECT ADPbDPOi AAE AT AAT AO OEA OAOAAOAEAC
understanding through the construction of artefacts. The focus, therefore, is not solely on

the creation of the product, but on the exploation of research questions through design

methods (see alsdSkains 2018:8§. 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 practiceGauntlett 2015:3). Indeed, Gauntlett (2015:3) goes

IT O xOEOA OEAO nakethihdd i brdetro think mareitifordugdy abodt

OEA 1 Pl OO0OT EOEAO AT A OEOEO AOOI AEAOAA8 Al OE xE
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Utilising a research ttOT OCE AAOECT [ AOET A A1 O1 A1l 1Tx0O0 A& O
AT A6 xEAOA OECI EZEAAT O AEI EAAO AOA 1T AAA AO Oi
of designing (Sanders and Stappers 2008:7). Examining the rationale behind these choices

allows usto identify, explore, and address issues, barriersand 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] providé 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 stctured 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 stageg empathise, define, ideate, prototype, and test all of
which feed into each otherlin an iterative and nonlinear fashion. The process is useful for
OOAAEI ET ¢ Al i Pl Ag b GdnAimikcénired Approddi(BafdndSiadAg EAT AO
2021). As such, research undertaken using these methods has the potential to spark change
within its relevant 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

Empathise

(develop an
understanding
of the task and

its context)

Define

(clearly identify
the task and
what is
needed)

Test

(engage in
evaluation and
reflection)

Feedback

Ideate

Prototype (brainstorm
(test versions ways to
of your ideas) a complete the
task)

Fig 72: The Design Thinking Pocess
Image by the author.
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whicE OET O1 1 6A OEOOAI h DAOAEI Oi AGEOGA AT A AT 11
individuals and communities by situating people within the creative process. Therefore,
reflexivity is an important element of the research through design methodology, positiong
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, tkesechapters also includeshort sections of autoethnogragic 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,
sensemaking processes upon the researchitkinson 2006:401; Boyle aad 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 COVID19

Before proceedirg 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 |
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 ceproductive elements of the project- where staff and vistors would
contribute to the development of the game and provide initial evaluation data. As such, the
bl AAAT AT O xAO AAOGECT AA O AA OAOGAAOAE OxEOES
development of the game impacted upon both my research and thmrtner institution
(McManimon 2021:247). This outlinefor the placement ended up being somewhat different
to the placement that later emerged, the primary disruption being the COVID9 pandemic.

In particular, the UK government implemented national lockdwns 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
| had begun to discuss ways in which the game dev@iment 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 everchanging. By the time initial planning was complete,
the situation had indeed changed consiglably. Restrictions were once again tightening, and
the second UK national lockdown came into force on theh@ovember 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 inwhich restrictions would be decided by region and based on
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COVID19 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 natiotwide resulted in the implementation of a third, longer lockdown

beginning on the 8 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 majont 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 NJMvisitors as planned. Whilst we had ensured that the placement could be run
remotely before we submitted the placement apptation to the university and M4C, it was
unfortunate that | 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
ET OI1 OAA xEOE OEAOUO)AITGAT(GBABh DHOd ERGEDH AO |

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
OEA . *-80 b Eed,Gne Aldcémertd &30 Bould rof 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 May2021, COVIB19 restrictions put in place by theMuseum would have made

it difficult for visitors to engage with the game as planned and preventing the spread of the
COVIDB19 virus took priority for all of us. In the end, feedback and discussion of the gé&n® O
development occurred wholly between the researcher and available Museum staff,
particularly my primary contact, who was my main and regular point of contactwith 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 thhange

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 thidesis. The impact of the
lockdowns upontheMOOA OI 6 O AQGEEAEOEI 1T POI COAI T A AT A POIE
the exhibition was eventually pushed back to 2023, beyond my final submission datehich
meant that undertaking evaluation with visitors during the exhibition was no longer

feasible for the purposes of this thesis. As a result, the placement | completed was in many
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ways different to that which | had originally intended. However, through adaptations and
adjustments the NJM and | were still able to edise 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 foMuseum 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 skiected 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 introduceeno 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 provied a usefulstarting point for the
research process. Although many staff at the NJM were affected by furloughmy, primary
contact ensured that they remained available for questions and queries throughout the
entirety of the placement. In order to facilitde further collaboration with the furloughed
staff, it was agreed that | 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 progresqresent 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 browsebased software, in the later stages of the placement
| 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 | compiled a folder containing presentatits
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 r@s# 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 foundfigshare, as referenced in

the Introduction.
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7.2.6 The Final Placement Game: An Overview

Hard Craftis a short, primarily text-based videogame created using Twine. Twine, as
introduced at the start of this thesis, is a free and beginndriendly 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, andHard Craft can be played
using either a keyboard or keyboard and mousédard Craftexplores the processes behind
the creation of many of the objects from the exhibition through the use of materials, tools,
OEA AOAAOEOA POT AARAOGO AT A OEA OEAT A 1T &£ OET CAT OE(
Positioning the player in a prisonlike setting, Hard Craftis 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 creatorof 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 prisortlike setting. The majority of the game progresses in

a linear fashion asplayers 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 areastdérd
) |_ n B |_ OR
Room - Work/Education |l
|_ + OR
Return to Room

" 1 Yard / Association

Fig 7.3: Navigating the Daily Schedule in Hard Craft.
Image by the author.
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Craftwhere navigation occurs slightly differently. The main place where this is apparent is

in the use of branching narrative paths- as discussed in Chapter Four. Towds 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 programms. 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 tle 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 systen engages with rehabilitation. Player progression throughout

the game can be tracked using thBrogress screen, which shows which achievements the

bl AUAO EAO O1T 11T AEAA AT A Eix TATU T &£ OEA EOAI Oh
objects they haveencountered up to that point.

The primary game mechanics ofard Craftare collecting and crafting, and the player must

navigate both choice and constraint within these systems. The goaltéérd Craftis to create

AT AOOEOOEA Oi AE AiAndobjectd. Bni oFsiér foGichiévie thi€) BldyerdrastE A E
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

Ol AEAAOCS HPEOAODAEAEOGB 1 ECEO AA ET OPEOAA AU OE
Aopi i OAA xEOEET OEA CcCAi Ah AT A OEA DPI AUAOGO 1T x1i
AAAE EOAI 60 Ol PAOOEAOR OEAU AAT AA OOAA &l O 1
gamez 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 itewhich 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 collectingems 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

Z once again drawing upon that clash beteen 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 irtonnection to the exhibition objects.

Once they hae 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 sips 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 waseh
tool and material that they have chosen. At any time during these stages, players can ask to
OAA EROPBOA OEA CAI A xEii OEI x OEAI Al EIi ACA
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 invitaem

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

OAiI T OA bpi AAAI AT Oh xEEAE EO O1 AAOOOAT AAAT A A

going to miss the opportunity to discuss ideas in person. The good news:

| just got out of the first meeting with theNJMAT A EO86 O Al 1 OAOU AQGAEOE
O1 01T AO 1 EEA OEAOABO A 116 1T &£ ATECTIT AT O AAOX,
and theMOOA DI 60 ADPDPOI AAE8 4EAOA AOA 11060 1T £ Pl

potential subjects for a game as well within the ingenuity project.

Most ofthe meeting was spent on practicalities and expectations, should
| 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 talkabout some of the
possibilities for how the placement could be involved in the broader work

of the MOOAOGI h AT T OEAAOET ¢ OEA AEOAOI OOAT AAOSB

interested in the Make It Yours workshops (currently being held online

AOO A1 01 PEUOEERI ADxRDBAET PAGQqQ xEEAE AOA (I

of the different, creative ways the Museum is engaging Vvisitors in

/

ET OAODPOAOAOEI T AOAT AOQOET ¢ 11T AEAI xT8 4EAUBO

the workshops in an envelope to have a play with whilst | work on initial
game ideas.

We also discussed the worstase scenarios as the NJM had hoped to have
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more information for me (from taking their objects out of the Museum

AT A ETO1 1TTAAT ATii O EOU OAT OAO OI CAO DPAITE
then, of course,COVIDhappened) andthere might be a way to delay or

OAEA A AOAAE £&OI i OEA pI AAAT AT O EZEA TAARAOGOAO
that.

7.3.1 Navigating the Early Stages

At the start of the placement, | laid out a rough timeline identifying when each stage of the
gamedesign 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 | used as a guide, though the stagesewnot 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 developmgirototyping 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, | had outlined the intended goals and
research aims of the project for the benefit ofhe 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.

| aimed to spend January reviewing the materials provided by ¢/NJM and embarking on
broader research into the reality of contemporary prison life, of which | had very little
understanding. | also explored existing videogames that might provide inspiration
regarding how to approach the various themes relating to thexhibition that arose out of

this initial research and idea generation. From there, | 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 resrch would be ongoing throughout the
placement as new ideas emerged, in February and March | 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 detil. These ideas would be shared with the NJM,
adapted based on feedback, and narrowed down to a single game idea. The longest stage, |
Al OEAEDPAOGAA &£OI i DPOAOET 00 AgPAOEAT AA ET AAOGECIT
would be the development of thegame itself. | 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 tdfully realise the implementation of ideas. With a deadline of mid

July in place for the completion and handover of the game, | wanted to be sure that | 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 durinbe

actual creative process with the benefit of a more distanced perspective.

7.3.2 Undertaking Contextual Research

The amount of creative freedom | was given during the placement was in many ways both
a blessing and a problem, in the sense that the poskildirections 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 | could
delve into further research. These inelded 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 théPrison Service Journabn artistic programmes and their
outcomes in UK prisons was &b 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 thévluseum objects were likely connected to similar programmes.
Finally, 1 was provded 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
gengate 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 differg 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 asa good learning opportunityss
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 quisned whether or not certain skills z such as the

55 See figshare fom summary ofkey points taken fromdifferent NJMvisitor responsesto 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 edicational options.

Interestingly, the articles within the Prison Service Journasue that | 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 Journdielped me further build upon the themes that had

emerged from the other documents, objectand exhibition plans. One of the more common

responses to the toy car byNJMvisitors had been a consideration of the importance of

rehabilitation, and the role that the learning of new skills plag in helpingto re-adjust to life

outside of prison. Howeer, 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

7881 Y8 %NOAI T Uh xEEI OO O i A T &# OEA .*-80 OEOEOI C
that creating art might have on people in prisory especially considering that life in prison

can negatively impact upon mental health or worsen existing mental lad¢th issues Haigh

and Caufield 2018;Stephenson and Watson 20183 the impact of the arts was much more

obvious in the articles of thePrison Service Journalvhich proved very useful in shaping
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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 patrticlarly interesting were the insights

arising from interviews conducted with people in prison and prison staff on the ways in

xEEAE ET OAOAAOGET ¢ xEOEh AOAAOEIT ch AT A OEAOEIT ¢ A
4EAO T AEAO 1 A AAMAAOIIGCA & ADAASOO xIEHAEU 1AV 8 AT A 11
OEAO6G6 Agbl AET AA 11 A bACadtAUBIEKeda arfs ploglameOl COAT | /
run by and for people in prison (Herrity et al. 2018:9). Within the journal, the positive

impact of the arts cameto the forefront and was expressed variouy through personal

pride, selfexpression, 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

O83AOAO0OAEEI ¢ OEA 300ZAAA EAA A bPiI OEOGEOA EI D
mental wellbeing, confidence, sefffficacy, selesteem, positivity, anger reduction
and control, decreasing depression, and reduction in the riskttdrapted suicide and

DSH [deliberate selE A O {S¥henson 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 & on
people in prison had been less prevalent in visitor responses to the toy c#ne idea ofusing
the gameas a wayto explore the objects through an artistic lens incorporating ideas of
rehabilitation and mental health became clear. By including thesthemes, 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 areafor 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.lt 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 exjly

the main focus- with a few notable exceptions, such a¥hat Dragon, Cancef2016). The
approach | 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 themesgstords 56
From this search, | compiled a document that detailed how each of the games | had
encountered dealt with the exhibition themes, and which elements of game design those
themes were mainly communicated through and hovfFig 7.5]. Additionally, this document
also explored how these videogames related to my researchwhether it was by using
interesting narrative techniques (Kentucky Route Zer@013), utilising the affordances of
gameplay mechanics Journey2012), or both (Celeste2018; Sea of Solitud2019). 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 exploratioof
videogames, game design, and gameplay choices was that it was relatively easy to draw out

how my research ideas appliedo games that werenot designed for museum interpretation,

Brainstorming of Existing Games
That Deal With Topics Relevant to the Exhibition

DAY 338 __
o 3

\_7
e o=

CRAFT DOZENS OF ITEMS AS YOU
PLAN YOUR ESCAPE ATTEMPT

Fig 7.5: Select pages from the brainstorming document on videogames that explored relev.
themes and topics.
Image by the author.

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.
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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 | also began to address what | expected would zepotential issue.
Very few videogames are set solely in prisons. Instead, prison and pristike environments
have historically been portrayed in what could be perceived as a problematic manner by
the medium (Levanet al.2020). For instance, one quest iGrand Theft Auto Onlin€2013)
asks players to participate in a prison break? Indeed, prisons often appear in videogames
only as settings for the player to escape, such as with the ganmesVay Oui(2018) and the
aptly namedThe Escapist2015). Conside@ing 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. &rthermore, 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 medfahe focus of the exhibition
AT A OEA nershigsQuithbofhe Grganisations 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
andrope, 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 #ég in a manner
which was respectful and realistic. In fact, | could find only a couple of videogame portrayals

of prison life, and particularly of rehabilitation, which came close to representing reality.

I'TA AgAi bl A AAT AA O Addiler foEddditioralonterothalviat beingA E AT AA 06

added to the videogamedPrison Architect(2015), a prison management game where players
are able to build and run a virtual prisore® The added game content provided tools that
made it possible for players to ceate 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. |

found that in videogames dealing with prison environments, accuracy is often sacrificed for

57 Asummary of the prison break mission inGrand Theft Auto Onliné available at
https://gta.fandom.com/wiki/Prison_Break

58 See, for example, the flm¥he Great Escap@ 963), The Shawshank Redemptiqi994), family

film Paddington 2(2017), and the TV serie$rison Break(2006-2009).

59 The rehabilitative programmes included inPrison Architectare introduced in the trailer by

OAOCAAT @ )1 OAOAAOGEOAh# BDAIDELND T s | DAIEKDEBOHORIBIAA O A
at: 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, | 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, | had discerned a number gfossible themes and approaches for the
game which | then fed back to the NJM as part of our first progress meeting in February,
along with the documentation | had created. The initial themes, detailed below, were varied
and it became apparent that it wasinlikely 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 onnections 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
SeltConfidence
Education and Learning
Mental Health

=8 =4 =4 =8 -4 4 8 -8 - -8 -8 -8 4

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 th placement

presented for the implementation of the research ideas, is documented @hapter Eight.
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8. Creating a Videogame for Interpretation

Following the period of background research into the topis and game examples, and the
identification of the possible themes, the next step was ideation. Four initial ideas were
generatedand shared with the NJM, and through discussions wittmy primary contact and
additional feedback from other members of staff, we idea emerged as especially promising.
4EA EAAA xAO AAOAA OPiI1T OEA CGCAIi A I AAEATEA 1
order to create an object. The NJM were able to draw clear links between this game idea and
the exhibition objects, as well a themes of ingenuity and creation. As such, although there
were some initial challenges, as detailed in the folloing sections, it was agreed in March

that this ideaz which would later become the gameéHard 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

4EA AEEOOCO O1TOTA 1T A&# EARAAAAAE EAO EOOO ATI A

Ai 1T OETTOh OAAIT 1T U8 4EAOCA8O A 110 1T A& AT OEOOE,

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.

Onthe otherE AT Ah OE A O A &éxk againistith® idda & a priSad E
setting for the game, which is frustrating. In part, | can understand why.

6 EAAT CAI AO E Bedrigiedt &t poktrdying @isobls and prison

life in a sensitive mannerz and the Museum wants to avoid mis
representation because the focus of the exhibition is on rehabilitation and

OEAU AiT160 xAT O O AAIiACA OEAEO OAlI AOGEIT 1 Ot

partners.

30El1h ) £AAl EOGO0 EAOOU O AEOIi EOO OEA EA,

games outthere that dotackle difficult subjects well. Maybe | could share

Oii A 1T &£ OEA OEOI AO xEOE OEAI 0Oi OEAU AAIl

bl OOEAI Ae (1T PAEOIT U ) AAT ATTOET AA OEAI
reassure them that ultimately, this is a collaborave project and that they

do have input into this to ensure it is done sensitively, otherwise | worry

that the game (and by extension théMuseum 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. | knew from the beginning of the
placement that not everything | 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 | had considered that it might be a problem, |
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 Baosiasm

for the project, but there was one major stumbling blockwhich was the use of a prison
setting for the game. This hesitance regarding the use of a prison or pristike environment
was fed in part by the recognition that NJM staff have experienda 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, livedexperiences of people in
prison. Equally, the NJM also had a responsibility to their other exhibition parthewhich
included local prisonsz and which | had not necessarily fully considered. This added to their
concerns about using a prisorbased seti ¢ AT A OEA EIi bl EAAQOBRHel O
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 lhe Grand Theft Autoseries. Yet, there was also an
acknowledgment that the issueof 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 wok.

Whilst initially frustrating, | could see that the staff had valid concerns. In response to their
feedback, | tried to address each point in turn. First, | highlighted the potential advantages
and abilities of videogames, such as their capacity to bdiempathy 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. | also evidenced how videogames had
previously dealt with difficult and contentious topics such as mental health issues
(Depression Ques013; Loved2010), and terminal illness (That Dragon, Cance?016) in a
sensitive and effective manner. | also offered to make the prison setting deliberately
abstract in an attempt to avoid the issues around misrepresentation, as | feared that some
of the game ideas would be less effective or unviable if the settjrhad 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 prisbased narrative could
bring, particularly in relation to building empathy and connecting visitors with theMuseum
objects. The use of the prison setting was agreed at a meeting witty 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 respeful.

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 infHard Craftand in meeting the needs of the Museum.
The first of these, at the earlier stages of developmemas 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 sudard Crafd O O OT OU x1 61 A 1
to be written in a way that avoided complicated language and which could be understood
by visitors with a broad range of reading abilitiesz including children. This also meant that
OEA CAI A8O 1 AOOAnDdEgD Asimildr frdcdss, with Gokplex conceptbeing
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 wachecked 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 acroskddltheir
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 imeasingly a concern of museums
(Osterman 2018:10 Radice 205:252), andthe videogame industry as previously games
have not necessarily been designed with accessibility in mirfd Therefore, asmplicated by
the iterative nature of the design thinking process, | 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 termsof accessibility, and regular users of screen
readers had little to no difficultly navigating complex games made in Twin®&. 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 videogamesvith a significant range of accessibility
options, notably The Last of Us Part [R020). Seealso,Molloy and Carter (2020).
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software. These included the addition of altext 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 Ink was clicked in order to clearly indicate that an action had been

OAEAT 8 4EA CAI A xAO Al 01T OAOOAA AobiwkihE Ol U OI
allowed navigation with just a keyboard- worked for the entirety of Hard Craft A final

addition was also made tahe CAT A8 O )1 OOOOAOETT DBAOOACA xEEAE
that had been included for any players who might need them.

' TT OEAO bi OAT OEAI AAOOEAO Oi OEA CAIi A0 OOAAAOGC
might be included in the exhbition 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 computerbased 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 | 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 Craftwas 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 loger engagement times
(Solima 2020:5457). 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 NJMbefore. Certainly, these were th findings of the Wellcome
Collection regardingHigh TeaHigh TeaE AA AT AOAOACA bBiI AUh 1T 0 OAxAI
minutes and attracted players who were both existing visitors and, interestingly, players
who had not visited theMuseum before, but who ame acrossHigh Teaon one of the indie
game publishing sites the Wellcome Collection had usd@irchall and Henson 2011:3)
Therefore, as it was possible thaHard Craft might be utilised in either the gallery itself,
online, or both, | aimed to make thegame 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
OANOGEOAI AT OO 1T £ OEA - OOAOI AT A EOO OOAOOR AO 0
phases of the design thinking procesglthough the research had to some extent shaped the

CAI A EAAAO AAOGAT T PAA ET OBdd Ok A Ads@iihg tile DOT AA O
prototyping and development period that these ideas would begin to be fully implemented

within the design. As suchthe 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 designHard Craft

8.2.1 Collecting, Crafting, Creating and the Cycle of Collaborative Feedback

Although many changes were made tdHard Craft during this iterative process of

prototyping, testing andfeedback and redesigning, the most significant changes to the game

were made to the primary gamemechanics; the collecting, crafting and creation systems.

Initially, | 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

Al AOT EAAOU OAI PI A0 I AAA ET DPOEOIT xEEAE xAO DPAE
hair [Fig 8.1]. As the videogame medium itself often relies on the interplay of choice and

limitation z on giving the players freedom to explore and choose to shape their own play
AopAOEAT AA AOO OI OEi AGAT U 1 EI EOET ¢ rlesAO AAOQET 1
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 exhibitin 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 versionf Hard Craftdiffers greatly from the one used

in the first two prototypes. The final system works in two stages. First, players craft a tool

OOCET C AT i1 AAOAA EOAI O ET OEA #OAEO DPAOOACAKh A
items and their own imagination. Once they haverafted a tool, players thenunlock the

Create passagevhere they cancreate 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

178



<-:_--‘-¢. ﬂﬂwit‘ﬁqqnuaﬁ_‘w
q;manaaeaaﬂﬂg¢unu;,aﬁ__

i '*'-1--;‘;1.,1} 4
- n. - - .
Erﬁ$sqaghﬂﬁ tiitﬂ “*ﬁ‘ﬂ\ﬁ\bihﬂiw

2 N :
A LLEETTL ™

4

el W

,;5.,;aaiiﬂaa4adﬂ¢qgﬁ;¢_

L

-

e

FEFFFEFFTSFFryFrFogevseyy

il il ol ol ol o ol el ol o ol AR

TS N YWY EFEFSFryyyrFryyrsyass
i r
C O e

FeFPprpeer TR PFIFRRTF Y
e e B e b

Sy

i ol ol

o F P e e r.r,.a-’-.f_rh'-l' L
B 4 ol i . Sl L

N T ddd dddd

T "
LBbA M ARAARDALED N SEENEES =i B>

A
W
1

)

5

1&
ik
o
v
B
S
-
RS
=2

. N
. |
L
&
=t |
o+
k]
¥
k|
1

e
L
.
- iy
a2

L |

-

o, R
] i e T
1 -

-

o TR T e
E T AR B Aol ok

'l
¥

T 3

S Y e

-lﬂr‘ll.}r,h "'."l"f

!“"F'rriFr!rrrrfrlr!rrl""'

x A e i - ¥ !b*
. ;iii“
== “’*“un.uh;-tl""'"'rrr'r""

L -l"rp"“‘ '“r.-*; #FFFFF#FFP'","J,'-.'.

Fig 8.1:Embroidered sampler.
Photograph reproduced with the kind permission of the National Justice Museum.




restrictive than in the final version. Originally, | had planned for there to be a set list of
possible tools that the player could craft, which would bereated 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 frustation 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 preprogrammed 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 lmame 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 knoledge of the exhibition

objects and history turned out not to be.

Adding additional item combinations was a possible solution to mitigate this issue, however

| 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 miglhe 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 upothe exhibition objects in

IECEO T £ OEEO8 7EEI OO OEEO AEA | AAT OEAO OEAOA
ET OEA CAIi A0 AOAZEOEI C OUOOAI 6h EAAAAAAE £OTI
easier to play with and arguably aligned mog 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 ofHard Craft such as the way collecting and navigation worked, it seemed like an
appropriate compromise and therefore | 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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CRAFT

Choose two of the items you have collected to combine into a new tool:

CRAFT

Unfortunately, depsite your best efforts, this combination didn't work. Perhaps you could
different items?

CRAFT

You try combining pencil lead with scraps of fabric to make a tool that you can use to help you create an
object.

What do you make and what can it do?

Not sure what to make?
with items from the National Justice Museum's collection.

Fig 8.2:The evolution of the crafting system in Hard CraffTop and Middle: The original
crafting system Bottom: Thecrafting systemused in the final version oHard Craft
Images by the author
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AEOAOOOEI T h DAOOEAOI AOI U ET OAI AGET1T O1 OE
really working as envisaged and is causing confusion amongst the staff
that have played the latest version.

| was initially a little annoyed at myselfiz DAOEADPO ) EAAT 8O0 1 AAA EO
AT 1 OCE ET x OEA OUOOAI xAO O0OPDPI OAA O1 x1 OEh
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.

T x OEAR@E AFIOEOC 1T EOh ) AIT1860 OEETE EAOET G
where every path led to an exhibition item, was the right path to take. It
OAAI O O1T ¢i ACAET OO0 A 110 1T &£ OEA OAOGAAOAE )

a way to involve visitors in interpretation. Instead, this new system puts

OEAT AO OEA EAAOO 1T £ OEA POI AAOGO8 4EA OAT A
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 OT AEAAOS8h xEEI OO OOEI 1 Owatbge AAAE ET O O
processes behind the creation of the objects.

The more | think about it, the more optimistic | am that this would be a
good solution.

The second area which received significant attentiorin the early stages of game

development and prototyping was the way in which players collected items. In the first

OAOOGET T O 1T &£ OEA CAi Ah EOAI O xAOA AiTI11AAOGAA
automatically whenever a player chose to enter a room or spacwhere items could be

found. Yet issuegjuickly emerged with NJM staff not understanding which items they had

AT A EAAT S0 AT 11 AAOAA AO OEAOtheplayeQhaistmethingA AO AT A
had occurred. Another issue was the large number glassages (Twine passages are how

Twine divides stories and games into separate blocks, rooms or pages that the player

T AOGECAOGAOG OEOI OCE AT A AAOxAAT qQ T O OAI EAEOE EO ¢
in a system which quickly became tiring ad repetitive, causing players to lose interest in

continuing to play. Two separate fixes were used to adjust this system in order to make it

iTOA PI AUAO Z£OEAT AT U Al OEi OCEh O1T1EEA xEOE OEA
changes to the overalgameplay, beyond ensuring that player progress was more obvious.

In order to combat the problem of players not being sure which items they had collected |

Ei 1 ATl AT OAA A OUOOAI 1T &£ OAAOEOGAG Al 11 AAOGET ¢ OA
items hadbeen 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 thehad collected. This had the

additional effect of reducing the need to frequently check thenventory passage. It also gave
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the player the option to choosenot to collect certain items, furthering interpretative
opportunities by encouraging players to consider the potential of eaclidm, and benefitting

players who were either interested in exploring only specific possibilities or who wanted to

progress through the game quickly. Linked to thisanother major change early in
development was the way navigation worked, especially to addss the concerns about how

i ATU AT EAEO EO 1T OECETAITU O1ITE O 11T O6A mOII
environments. | instead decided to consolidate these environments, which had initially been

spread across several passages, into a single ose 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 positard it was felt that they

improved the gameplay and broughtthe focus back to the themes underlying the game

rather than negotiating the mechanics of the game itself.

WEEI 00 OEAOA xAOA Z£AO £OIT I OEA T1T1U AEATCAO |/
many of the additional changes were made from the perspective, as with the elements

already discussed, of improving the gamas a game rather than necessarily explicitly

relating to the research. Some of the more prominent of these changes included moving the

ET OOOOAOQET T O O OEA CAIi A0 OEAAAAOh OAOEAO OEAI
game. This ensured that the instructions, which were quite long as theincluded an

Aopl AT AGETT 1T &£ OEA CAI A0 CI AT O AT A OEA AAAAOOE
clearly signposted to new players who wanted to read them, whilst more experienced

players and users of Twine would be able to begin playing straigaway. 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 tdHard Craftthat emerged from the

cycle of prototyping and feedback was th@nplementation of the Progresspassageand the
achievement systeny both common systemawithin 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 howdr they had to ggandthat 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 manyitems, areas, and objects could be encountered with the
implication that encountering them all would unlock something elsez in this case hidden

extra achievements. Furthermore, as the game was designed so that not all of the items and

areascouldbe encauntered in a single playthrough, this also encouraged players to restart

183



the game to find new areas and items that they had not yet discovergavhich 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 thatarose from working with a

collaborative partner identified, let us now turn to examining how ideas emerging from the
research were realised irHard Craft The purpose of theolacement, as discussed in Chapter
Seven, was not to attempt to apply all theesearch 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.
Narrative and Storytelling

The narrative structure ofHard Craftis intentionally open-ended and incomplete, providing

bl AUAOO xEOE OBPAAAO OI Ai1T OOEAOOA OEAEO ETT x
interpretation of the exhibition objects (Ellsworth 2005; Fraser and Coulson 2012). As

progression through the game is predominately linear this is primarily achieved through

OEA ETAI OOCET1T 1 & AOAT AEEI C 1T AOOAOEOA PAOEO xEE/
engaged with in a single playthrough (Backe 2012; Luc&)15), and through the crafting

and creation systems which use opernded prompts where players can voice their ideas.

10O A OAOGOI Oh xEEI OO OEA CAi A EAO A 1TAOOAOEOA 0.
story of the final player creation itself wll 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 optionto rettOT O1T AT AAOI EAO PTET O ET OEA CAI/
further highlights this narrative replay value to players. Furthermore, players are actively

involved in the construction of story inHard Crafs ' O A OAOOI O 1T £ AEAT CAC
systems which emerged from NJM staff feedback, players are invited to becomeauthors

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 hich 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 20075 | 13014). As such, the balance of narrative authority ikard Craftis
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shared between the Museum and the player.

Whilst Hard Craftis largely a textbased gameit does include other narrative forms to take

advantage of the multimedia potential of videogames and findings that a combination of

narrative forms more effectivdy 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 clickir@gspire Me§ 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 techniquesAs 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 (HooperGreenhill 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

CAi A Aopli EAEOI U AAOOO pPI AUAOO ET Omé&200L 1 A T £ A
#HEO AT A -AUAI AE cmpwn 33AETI OAE cmpugs 50E1IC AEO,
own name to implicate the player in embodying their charactendard Craftplaces players

ET OEA OEITAO 1T &£ OEA O1 OEAOG ashribdmedndgi@md& Al O b
Ol OEAO808 DPAOOPAAOEOAS

Emotion and Affect

As discussed in Chapter Five, museum objects, exhibition spaces, and videogames can all

have significant affective and interpretative potential (Blackman 2016; HoopeGreenhill

2000; Nackeet al. 2016; Schorch et al. 2006 The aesthetics oHard Craft, including the use

of media such as images and audid T A OEA AAOECT AT A T AOECAOQCEITT 1
play a role in building a sense of environment and in implying emotional and affeee

possibilities (Calleja 2011;Jarvinen 2008. The colour palette is intentionally grayscale

using white text on a black background to affectidg suggest the restrictive nature of

prisons as environments! AAEOET 1T AT 1 Uh COAUOAAstdhicallaichv€ A0  EOT |
were used to provide a visual layer to the construction of the game environment. These

Ei ACAO Al 01 AAAAA Oi OEA AEEAAOEOA bi OAT OEAI

emphasising the restrictive and regimented nature of such spaces aell 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 Craftis found in the clickable links and the images of the Museum objects,
which are represented in colour and separatelyrbm 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 | \w&s not able to record sound in real prisons, | 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 prson environment, and the reality of life for people living in prison are

encouraged and can be consideredsmith and Campbell 2015.

Itis in this place.

Four stark walls. A single bed, toilet and basin.

And a locked door.

Fig 8.3: A passage iHard Craftwhich include an archival image from the NJNb help build a
sense of place and atmosphere.

Image by the authorPhotograph reproduced with thekind permission of the National Justice
Museum.

There is also an emotional and affective layer to consider in terms of how players interact

with, interpret, and respond to the game. | have alreadgliscussed how the narrative

AppOi AAE AETI AA O1 AiTTAAO Pl AUAOO xEOE OEA Ol OE
the potential of the game to evoke empathy and connect players with the objects and

exhibition themes (Rahaman 2018). As | was unable tindertake evaluation with players,

| can only make observations based upon engagement with the literaturelard Craftasks

players to embody the role of a person in prison, to connect with the experience of the
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